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Abstract 
 

The Scottish music industries have so far been neglected in favour of mapping 

UK-wide music activities. Although small in scale, Scotland often punches above 

its weight in creative output and deserves to be examined on its own merit. 

Therefore, this study will redirect the academic focus to the Scottish context, 

offering the first national mapping investigation of the last twenty years.  

 

The thesis is a sociological investigation exploring the working lives and 

experiences of music creators and cultural intermediaries living in Scotland. The 

thesis uses semi-structured interviews and an online survey with the additional 

collection of desk-based research. The study first provides a foundation for the 

remainder of the thesis by examining seven key sectors of activity from an artist-

centric perspective. Those sectors are then measured to estimate their economic 

worth. The music sector is then examined for its value-creating abilities, arguing 

that exchange-value should not be given primacy over use-value. Finally, the 

thesis examines the impact of Covid-19 in Scotland, arguing that several structural 

flaws, identifiable pre-pandemic, were only exacerbated by lockdown measures. 
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Chapter One: Introduction 
 

Scotland has a long history of producing commercial artists with international 

success, even though it is often regarded as a limited market (Homan et al., 2014). 

The most recent export, Lewis Capaldi, is arguably the most significant act for 

some years. However, his success (and that of countless others) raises questions 

regarding revenue and why no music businesses in Scotland can offer investment 

or develop new talent. The loss of revenue from Capaldi and others like him 

should be alarming for the Scottish Government. If Scotland had a more robust 

music infrastructure, the loss of intellectual property may not occur so easily. 

However, the notion of value is not limited to economic analysis alone. Music 

inherently has both a use value and an exchange value with individuals valuing 

music for many different reasons. Some for the revenues it generates, some for 

how it makes them feel. Therefore, this thesis will investigate multiple viewpoints 

to offer a comprehensive analysis with a strong leaning towards an economic 

investigation. 

 

Music Mapping has become popular in the UK due to Creative Industries policy 

(DCMS, 1998; Wilson et al., 2001; Edwards, 2020). However, more analysis has 

yet to emerge regarding Scotland, which is problematic as Scotland's music 

industries have several notable characteristics that make them distinctive to the 

UK context. The presentation of the UK music industry as performing well (UK 

Music, 2020) is highly inaccurate. Parts of the UK generate high revenues, 

although most of this is due to activity in London. The conflation of economic 

activity only continues to perpetuate this notion. Each country has a distinct 

infrastructure and should not be investigated and combined. This research is an 

essential step towards identifying the Scottish music industries' weaknesses while 

also identifying and celebrating its strengths.   

 

The Scottish music industries have evolved since previous mapping reports by 

Williamson et al. (2003) and Ekos (2013). These changes are primarily due to the 

introduction of digital technologies, which has led to significant changes worthy of 

investigation. Vasquez asserts that digitalisation has "revolutionised the way 

music is created, produced, marketed, distributed, and consumed" (2017, p6), 
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which has had direct and indirect repercussions on notions of economic, social 

and cultural value. Even though elements of the Scottish music industries have 

attempted to adjust to the immediate changes, perennial issues remain 

(Williamson et al., 2003). For instance, no major record labels are based in 

Scotland. There is a lack of media support for new artists. Artists have limited 

access to Scottish record labels and publishers, leading to a loss of intellectual 

property, and confusion remains over the role of Scotland's main funding body, 

Creative Scotland.  

 

Background 

 
In December 2018, I applied for a collaborative PhD advertised by the Scottish 

Graduate School of Arts and Humanities (SGSAH) and funded by the Arts and 

Humanities Research Council (AHRC). The project was tasked with Mapping and 

Measuring the Scottish Music Industries on behalf of the Scottish Music Industry 

Association (SMIA), a trade body in Glasgow that aims to promote and develop 

the activities of musicians and the wider music industries across the country. The 

project sought to map the business activities of those working in the music 

industries in Scotland and estimate the economic worth of music activities whilst 

investigating notions of value. The final thesis would then be utilised to produce a 

report for the SMIA revealing the sector's strengths and weaknesses, which could 

then be employed to lobby at the policy level within the Scottish Government.  

Shortly after being chosen to conduct the research, the pandemic halted all socio-

cultural events globally. It became apparent that whilst the primary goals of 

mapping and measuring were still possible, albeit for the year 2018, it was logical 

to explore the impact of COVID-19 on the broader music industries in Scotland.   

 

Aims and Approach  

 
This thesis aims to fill a gap in the literature regarding the commercial activities of 

the music industries in Scotland. One of the primary decisions has been to 

approach it from an artistic perspective, ultimately making it a subjective piece of 

work. This will offer a unique viewpoint and provide a worthwhile addition to 

popular music literature. The research seeks to provide an original contribution 

based on two research questions: 
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1. What was the economic value of the Scottish music industries in 2018? 

2. How has the pandemic disrupted the Scottish music industries, and what are its 

vulnerabilities to disruption? 

 

Based on these research questions, the thesis has three key aims: 

 

1. To map the Scottish music industries and identify their strengths and 

weaknesses. 

2. To examine notions of economic, social, and cultural value, with a strong 

leaning toward exploring the production of economic value among music 

creators and cultural intermediaries. 

3. To investigate cultural policy decisions implemented as a result of the 

pandemic, with particular attention given to the impact on cultural workers. 

 

The thesis strives to investigate the music industries in Scotland comprehensively. 

In order to do so, each aim will provide data, allowing the following aim to be 

explored and the research questions to be answered. The first aim will summarise 

the music sector in Scotland based on seven sectors of activity.  

 

• Music Creators 

• Live Music 

• Recorded Music 

• Music Representatives 

• Music Retail 

• Funding and Development 

• The Media 

 

The mapping data will be used to examine various types of value (economic, 

social and cultural) generated across the music sector in Scotland, which is the 

key purpose of aim two. The final aim will analyse fiscal support for music and 

explore cultural work from a music industries perspective against the backdrop of 

the Covid-19 pandemic. 

The thesis will employ a mixed methods approach. First, data will be collected 

from a survey to identify sectoral trends and reveal annual revenues for music 
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creators and music businesses in Scotland. Secondly, semi-structured interviews 

will occur with key industry stakeholders across genres and geographical 

locations. The qualitative data will provide depth to the study and be cross-

referenced with survey data to strengthen and corroborate the findings. 

Additionally, a large amount of secondary data will be accumulated from an 

extensive online search. This is primarily to build a database of Scottish music 

businesses and identify music creators. 

 

Definitional Issues 

 

The term "music industry" has historically been used to represent the business 

activities of all music industry sectors. However, Williamson and Cloonan believe 

"that the notion of a single music industry is an inappropriate model for 

understanding and analysing the economics and politics surrounding music" 

(2007, p305). As a result of the COVID-19 pandemic and the following lockdown 

restrictions on the live sector, it is more appropriate than ever to investigate music 

in Scotland from a plural perspective. Therefore, the remainder of the thesis will 

utilise the music industries. 

 

The economic foundations of the music industries in Scotland can be located in 

four commercial assets: a song or composition, a recording of that song, a live 

performance, and the person performing or recording as a brand (UK Music, 

2021). To successfully map and estimate the sector's worth, a complete 

examination of the music industries is required to collate a database of business 

activities across the sector relating to each asset.  

Throughout this thesis, the terms popular and commercial will be 

utilised interchangeably. However, this does not refer to "pop" music specifically. 

Both terms describe music creators across genres and at various career stages. In 

this respect, the research aligns with Cloonan, who argues: 

 

"Intuitively one might think of popular music as being music which is popular – 

such as that which is in the music charts, available for sale in the high street (and 

over the internet) or performed before mass audiences at large festivals and gigs. 

However, this masks the fact that in simple numerical terms the majority of popular 

music released commercially is unpopular in that it sells relatively little" (2009, p4). 
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This thesis is part of a collaborative doctoral award between the SMIA and the 

University of Glasgow. The partner organisation has requested that the mapping 

take a popular music approach; therefore, we will apply Simon Frith's terminology 

that pop music "is music produced commercially, for profit, as a matter of 

enterprise, not art. Defined in these terms, 'pop music' includes all contemporary 

popular forms – rock, country, reggae, rap, and so on (2001, p94). This will include 

classical, folk and traditional music within the Scottish context.  

 

Although there has yet to be a consensus regarding what comprises the 

music industries, various reports have offered distinct versions based on locality 

(Williamson et al., 2003; Carr, 2022). However, it is widely acknowledged that the 

recording, live, and publishing sectors are vital global economic drivers and central 

to most music-making economies (Hesmondhalgh, 2019; Jones, 2012; Rodgers, 

2017; Wikstrom, 2010). However, a broader analysis is required to incorporate the 

activities that support the core businesses, such as those suggested by UK Music 

(2021). The public sector in Scotland provides high levels of funding via direct and 

indirect organisations (Scottish Government and Creative Scotland, etc). Whilst 

most of the funding does not go directly to commercial activities, it is critical to the 

functioning of the overall sector. Therefore, the Scottish music industries are a 

collection of economic and non-economic organisations. In this sense, it is 

reminiscent of a complex system, which Brunger describes as having "moving 

parts (people, products, processes) that are relatively simple to understand 

individually, but that act together to be productive and efficient without the benefit 

of a controlling authority" (Bruenger, 2015, p12).  

 

A further difficulty is determining whom to include within the economic estimations 

based on what can be considered Scottish. Several businesses, such as DF 

Concerts, are identifiable as Scottish; however, they were bought over by Live 

Nation. Although owned internationally, DF Concerts plays a vital role by 

reinvesting financially into the Scottish economy and the music industries. 

Additionally, several large retail stores in Scotland (HMV and Fopp) are owned by 

international organisations that extract value without reinvesting into the Scottish 

music industries. It is critical to clarify why specific companies should be 

included whilst others are not. If revenue is generated in Scotland and reinvested 

back into music activities, then those businesses will be included. An additional 
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problem is deciding which music creators to include in the study. First, they must 

have been born in the country or lived here for the past ten years. If a Scottish 

music creator no longer lives in the country, they will be excluded as the revenue 

does not return to the Scottish economy.  

 

Thesis Structure 

 

The thesis has nine chapters, including the introduction. Chapter Two reviews the 

current knowledge, providing the basis for this research, whilst Chapter Three 

illustrates and justifies the methods utilised to collect data and subsequently 

analyse it. Chapters Four to Eight present the empirical findings, and Chapter Nine 

will draw together the main findings and discuss their significance.  

 

Academic research is scarce regarding the music industries in Scotland; however, 

Chapter Two will reveal what is already known while investigating issues of value 

(economic, social, and cultural) and cultural funding. Furthermore, it will provide 

the theoretical framework for the remainder of the thesis.  

 

Chapter three clarifies the methodological choices selected for the study and 

justifies the stance. After conducting a textual analysis, a pragmatic approach was 

employed to assemble and investigate Scotland's music industries based on data 

extrapolated from the literature review. To fill in the gaps, empirical evidence was 

compiled from an online survey followed by a series of semi-structured 

interviews. The chapter concludes by highlighting the ethical practicalities of 

conducting this type of research.  

 

Chapter four is the first to present findings from the empirical research. First 

presented in the introduction and then discussed in the literature review, the 

mapping chapter outlines the seven sectors of activity that occur in Scotland and 

investigates each of their parts in some detail. A new additional sector to this 

mapping report is Funding and Development, which has been included to reveal 

the high levels of subsidy music receives directly from the Scottish Government 

and at arm's length from Creative Scotland. By serving more as a descriptive 

chapter, the findings will reveal how the sector operates and act as a foundation 

for the remainder of the research. 
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Chapter Five will build on the investigation presented in Chapter Four by 

economically assessing each of the sectors within Scotland, excluding the media. 

There is currently no single method to estimate the revenues of each sector 

identified in Chapter Four; therefore, the chapter will provide in-depth details of the 

methods used to estimate each sector. Careful consideration will be required to 

eliminate the double counting of revenues across sectors. The chapter will 

conclude by exploring the revenue generated from music tourism using the 

multiplier effect to estimate the direct, indirect and induced spending linked to live 

music activities across Scotland.   

 

Chapter Six will investigate the value of music over and above its economic 

significance. Although an under-researched topic in the music sector, the chapter 

will provide an overview of music's social and cultural value from a political 

perspective. Part two will identify the various types of value which intermediaries 

exchange when navigating the music industries in Scotland. The economic, 

cultural, social, and symbolic exchanges will be examined based on Bourdieu's 

concept of Capital (1986). The final section will investigate value generation within 

the Scottish music industries, questioning whether Scotland has a sustainable 

business model for developing artists and retaining revenues. 

 

Chapter Seven will investigate the effects of the Covid-19 pandemic on the music 

industries. Although the immediate impact of the pandemic was linked to the live 

sector, its effects were far-reaching. Section one will investigate cultural workers 

and illustrate how they attempted to navigate the pandemic. Section two will 

identify the key impacts on the sector and the changing business models 

implemented to keep music creators and businesses afloat. Section three will 

illustrate the Government's response to the pandemic from a UK perspective, then 

narrow it down to Scotland. The final section will present the financial support 

provided for the music industries in Scotland by the Scottish Government and 

Creative Scotland.  

 

Chapter Eight draws together the findings from primary research collected from a 

survey and semi-structured interviews, with the results presented thematically. 

These themes will then be discussed to reveal the strengths and weaknesses of 
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the music industries in Scotland. The thesis will then reflect on the findings by 

suggesting potential areas for improvement. 

 

The final chapter will examine the main contributions and answer the research 

questions to display what the research has uncovered. The key aims will then be 

revisited and dissected based on data gaps highlighted in the literature review. 

The significance of the research and its limitations will be presented before 

reflecting on several topics. A number of policy recommendations will then be 

discussed, followed by areas for potential future research. The thesis will conclude 

with a final thought based on a quote in the literature review.
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Chapter Two: Literature Review 
 

Introduction 
 

This literature review aims to analyse previous research and identify gaps that 

can be explored in the upcoming thesis. The research investigates several fields, 

such as Popular Music Studies, Cultural Studies and Policy Studies, while firmly 

grounded in sociology. The first section will investigate developments within 

cultural policy in Scotland, arguing that changes to the funding landscape have led 

to a lack of popular music policies. The data will help investigate the impact of 

COVID-19 on the music industries in Scotland. 

 

Section two will investigate the value of music as a cultural good, demonstrating 

that it has both an exchange and a use value. The section will argue that analysis 

of music activities in the digital age can not be measured using the value chain 

method. Instead, it will assert that Scotland's business activities should be 

investigated from an ecosystem perspective to fully envisage the value-creation 

activities that occur across numerous sectors.  

 

The third section will first explore mapping as an investigative tool, revealing the 

various reasons for mapping and the outcomes of various applicable mapping 

techniques. Additionally, mapping reports similar to the one requested by the 

partner organisation will be analysed to reveal their motivations and methods, 

providing a suitable methodology for data collection. 

 

The final section will illustrate the role of cultural intermediaries. The literature will 

reveal the broad nature of tasks identified by Fairchild (2014), which will be vital 

when compiling a list of Scottish music workers for this research. Additionally, the 

literature will reveal that cultural intermediaries can generate value for music 

creators and other intermediaries across the value-creating ecosystem. 
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Cultural Policy in Scotland 

 
The first task is to explore the definition of culture. The term has several 

connotations depending on the era, country and discipline, which led Raymond 

Williams to label culture as "one of the two or three most complicated words in the 

English language" (1976, p87). McGuigan argues that the term has become 

synonymous with so much that it has almost become meaningless (2005); 

however, Bell and Oakley (2015) assert that the current understanding of culture is 

founded on two competing views, which incorporate high and popular art. Making 

music is a cultural activity; however, it falls within two sometimes opposing 

ideologies. Frith et al. believe that "a distinction between music making, something 

done for all sorts of reasons, in all sort of circumstances, and music exploiting, the 

ways in which money can be made out of music's cultural and social significance" 

(2009, p74) is critical as it affects how cultural policy decisions are maderegarding 

music.  

 

Bell and Oakley contend that "cultural policy is the branch of public policy 

concerned with the administration of culture" (2014, p45). Hesmondhalgh agrees 

with Bell and Oakley; however, he illustrates that administration includes "the 

subsidy, regulation and management of 'the arts'" (2019, p177). Further analysis 

supports this view as it is a complex area of research that incorporates several 

areas of investigation, such as arts management, economics, social policy, and 

education. At one time, culture was funded for being a public good, which was 

evident after the Second World War; however, over time, that argument has faded, 

with the economic impact becoming more critical to policy decisions. Thisis 

primarily due to the increased interest in the creative industries and their revenue-

generating possibilities. 

 

Historical perspective of arts funding 1945-1999 

 

The origins of cultural policy in the United Kingdom are identifiable after the 

Second World War with the formation of the Arts Council of Great Britain (ACGB). 

John Maynard Keynes conceptualised the agency following his involvement with 
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the Council for the Encouragement of Music and the Arts (CEMA). Keynes used 

art during the war to lift public spirits and believed this should continue post-

wartime. The ACGB set out to aid the spread of high art to improve civilisation 

without government involvement, which began the arms-length system of funding 

the arts in the UK (Upchurch, 2004). In 1967, Scotland received devolved powers 

from the ACGB and formed The Scottish Arts Council (SAC), which operated as a 

sub-committee. The usual practice was for arts councils to operate at arm's length 

from the government that funds them; however, in Scotland's case, it was viewed 

as double arm's length, providing more significant levels of autonomy over 

spending decisions. Although the SAC had the freedom to control spending, 

funding was cut by the Conservatives in 1979, with the SAC advised to find 

additional income sources. The 1980s saw disputes across nations due to funding 

decisions. The ACGB requested that the SAC stop funding amateur organisations; 

however, as many of the traditional art forms in Scotland depend on amateur arts, 

the request was rejected. By 1994, the SAC had received full autonomy from the 

ACGB, although this resulted in no real change other than a 10% decrease in 

funds between 1993 and 1997 (Galloway and Jones, 2010).  

 

Creating a Coherent Cultural Policy for Scotland After Devolution  

 
Scotland received devolution following the Scotland Act (1998), which presented 

the country with an opportunity to make critical decisions regarding "most cultural 

and economic (as well as education and health) policies" (Homan et al., 2016, 

p23). However, several areas remain reserved for Westminster, which has 

ramifications for popular music in Scotland. Most notably, broadcasting policies 

and decision-making over intellectual property. The latter is of high significance as 

several scholars have identified the critical importance of copyright to the 

operation of music as a business (Frith, 1988; Wikstrom, 2010).  

 

The SAC and the Convention of Scottish Local Authorities (CoSLA) hoped 

devolution would deliver drastic changes to the cultural landscape in Scotland; 

however, the most significant difference was the slow decay of autonomy. The 

arms-length status had all but disappeared by 2003 when a financial crisis in 

Scottish Opera led to the direct state funding of the National Touring Companies, 

independent of the SAC. Although the transition caused unrest in Scotland's art 
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circles, the practice was already commonplace elsewhere, with Mundy arguing 

that "the issue of political interference in artistic and intellectual freedom is a 

constant one in almost all European societies" (2000, p13). Nonetheless, Cloonan 

believes that devolution was a positive outcome for musicians based in Scotland 

as it "provided opportunities for policies to be developed at a new level", which 

would be "appropriate to specifically Scottish priorities" (2007, p121).  

 
The National Performance Framework 
 

It is comprehensible that when a new government is formed, such as the Scottish 

Executive, it would take time to establish what role culture would play within 

broader policy decisions. Although culture was deemed a priority for the inaugural 

Labour-Liberal-Democrat coalition, their first culture strategy was "an 

unimaginative document within which music was all but ignored" (ibid, p122). The 

high turnover of cultural ministers could have slowed the prospect of implementing 

any real cultural change; however, the success of the Youth Music Initiative (YMI) 

proves this was not necessarily the case.  

 

It was unclear which direction Scotland would take regarding funding and 

supporting the arts in Scotland. Galloway and Jones believe that "Scottish 

administrations have been strongly influenced by the discourses of creativity and 

creative industries policy emanating from the DCMS in London" (2010, p36). A 

speech from Jack McConnell signalled this in 2003 when he declared, "[t]his is not 

about subsidy – this is serious investment" (2003).  

 

The SNP chose a modified approach to policymaking and implementation over 

Westminster by developing a National Performance Framework (NPF), which 

Cairney et al. describe as the "Scottish approach" (2016, p333.). The model saw 

consultations with professional bodies, voluntary groups, and the private sector to 

identify specific needs in each area, which drove more meaningful policy 

decisions. First introduced in Virginia, the USA, the outcomes-based national 

performance model would apply a bottom-up instrumental approach to 

policymaking (Orr, 2008, p310). According to the SG, the national performance 

framework's primary purpose is "to focus government and public services on 

creating a more successful country, with opportunities for all of Scotland to 

flourish, through increasing sustainable economic growth" (APS Group, 2013, p5). 
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Frith and Cloonan argue that around the time the NPF was implemented, there 

was a global shift "from cultural policy to cultural industries policy, from treating 

popular music as a matter of social or cultural concern to treating the popular 

music industry as a matter of economic concern" (2008, p189). The use of the 

NPF indicates that the Scottish government wanted to adopt an economic model 

where outcomes could be measured, which echoed a similar approach employed 

by Westminster. 

 

Creative Scotland 
 

The notion of a combined arts funding body in Scotland was initially proposed by 

the Labour-Liberal Democrat Coalition and proposed in their 2006 draft Culture 

Bill. However, the SNP gained power in Scotland in 2007, which resulted in the 

strategy not being used. The only part carried over by the SNP was plans for a 

new cultural funding body. By 2010, the SAC and Screen Scotland merged to 

become Creative Scotland (CS) to consolidate public bodies as part of the SNP's 

"Simplification Programme" (Scottish government, 2009). Cloonan notes that the 

"new body has been the subject of some controversy as it took on a business-

orientated approach as outlined in its 10-year corporate plan, Investing in 

Scotland's Creative Future" (2016, p32). The amalgamation of SE and SS caused 

a major rift in the funding ecology within Scotland by "blurring the boundary 

between cultural and creative industries" (Stevenson, 2014, p179). Schlesinger 

confirms that the message delivered by the SNP drew heavily on the original 

DCMS document, which defined their approach to the creative industries (2009, 

p143). 

 

However, by 2012, relationships between the organisation and those previously 

receiving long-term funding were at breaking point. Bonnar notes that the 

"reconfiguration of power and responsibility significantly impacted cultural policy" 

(2014, p143). The core issue was a need for more transparency on changes to 

specific funding channels. As Creative Scotland made decisions regarding national 

funding behind closed doors, the arts community in Scotland began using online 

platforms to note their concerns. Mcmillan acknowledges the reasons for the 

changes as valid; however, she believes that in doing so, CS positioned "49 

Scottish arts organisations from a condition of modest security into a state of 

complete insecurity" (2012). The online debate that followed became known as the 
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"Stooshie", with the head of CS, Andrew Dixon, resigning. It was a difficult time for 

the new organisation, with Behr and Brennan describing the period as a "baptism 

of fire" (2013, p10), which ultimately led to "major changes in the management, 

style, communications and funding systems of the new body" (Bonnar, 2014, 

p144).  

 

Creative Scotland has received praise since the initial criticism, particularly 

regarding the formation of the Scottish Music Industry Association. The SAC had 

previously noted that there was a need for a body to "speak authoritatively on 

behalf of the entire music industry in Scotland" (SAC, 2005, p4). However, 

Cloonan believed, "It clearly had little immediate impact" (2016, p34). The SMIA's 

most ambitious endeavour to date has been to commemorate the best of Scottish 

music by implementing the Scottish Album of the Year Award (SAY). Behr and 

Brennan have reported that the award provides a means that encourages "the 

participation of a full range of stakeholders in the music industry – and the creative 

sector more widely" (2013, p11). By facilitating the SAY award, the SMIA is 

achieving three core functions. First, they actively promote popular music 

alongside music funded by the state. Their partnership with record shops is aiding 

in promoting a revenue stream that has been in substantial decline, and they are 

promoting Scottish identity through the nominated group of artists (Behr and 

Brennan, 2014, p174). Regardless of the outcomes, Behr and Brennan argue that 

"the SMIA remains the most successful attempt thus far to create a unified front as 

a Scottish industry to gain leverage when dealing with government to lobby for 

policy" (ibid, p173).  

 

What is the purpose of Policy for Scottish Music? 

 

Initially, cultural policy was associated with funding high arts with little market 

intervention; however, as music became a commoditised good, it became 

apparent that regulations were required. As Cloonan notes, "recorded music does 

not directly impact policy regulation other than copyright laws". In contrast, live 

music venues are "covered by all sorts of regulation, especially if they sell alcohol, 

are in densely populated areas, allow children in, have unconventional opening 

hours or can be seen as health and safety risks" (Cloonan, 2011, p407). Although 

regulation can often be frustrating for music venues, it is occasionally necessary 
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and called upon by the industry. An example is The Agent of Change principle, a 

directive implemented in 2018, which stipulated that new buildings could not be 

erected near existing music venues unless appropriate soundproofing was 

installed (UK Music, 2018; Hanley, 2018).  

 

According to Frith, the music industries have never required financial support from 

the government as market forces govern them. However, he does accept that 

popular music in the UK has "been shaped by indirect state support" (2005, p15). 

In the 1980s, cities such as Glasgow, Newcastle, Manchester and Liverpool 

provided opportunities for producing and consuming commercial music activities, 

including promoting concerts, training schemes, recording studios and music 

venues (Street, 1993). The municipal interventions indicate that "it is a healthy 

musical culture that leads to a flourishing music industry and not an investment in 

music industry infrastructure that creates a flourishing musical culture" (Frith et al., 

2009, p80-81). The authors highlight three elements crucial for a healthy music 

culture to thrive: resources, spaces and time. Resources are regarded as music 

lessons, musical values passed on from family members, and access to recorded 

music either in physical or digital form. Spaces are both places to rehearse and 

venues to perform. Cloonan is specific in that it must include venues of all sizes 

without being genre specific. He also identifies recording studios, although they 

are less critical due to home recording technologies. The final element, time, 

regards musicians and the process of learning an instrument. Also included in this 

category are colleges and universities (ibid). 

 

A Comparison of Scottish and Welsh Popular Music Policies 

 

The following section will explore popular music policies implemented by Scotland 

and Wales. Rather than highlight the transformations within the Scottish 

Ecosystem, a comparative examination will reveal Scotland's true extent of 

popular music policy. Scotland and Wales received devolution at around the same 

time from the UK. Although the Welsh population is slightly lower than Scotland, 

their industry structure is relatively comparable. As with Scotland, Wales does not 

have authority over broadcasting or intellectual property; however, Thomas and 

Carr (2022) believe that "Welsh policymakers do have the potential to influence 

the popular music experience in a number of ways" (p234). Behr and Brennan 
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acknowledge a similar line of thought; however, they are less optimistic, explaining 

that "Scottish popular music should be well resourced and established within 

policy considerations. The reality is less encouraging" (Behr and Brennan, 2014, 

p172). The literature will reveal a similar starting point for both administrations; 

however, a divergent path was taken over time. 

 

Education 
 

The formational years of both administrations are not viewed positively regarding 

popular music policy. Cloonan explains that "policy in Scotland suffered from a 

lack of clear direction and a succession of ministers who have held the post for 

brief periods" (Cloonan, 2007, p123). The same sentiment was experienced in 

Wales, with Thomas and Carr noting that "direct references to 'music' within the 

Welsh Assembly itself were rare" (2022, p236). However, both administrations 

were prompt in their support of music tuition. Wales had developed the Music 

Development Fund (MDF) whilst Scotland produced the Youth Music Initiative 

(YMI), with Cloonan noting that "the initiative was a welcome one" (2007, p123). 

The YMI continues to succeed in Scotland, whilst the MDF only received 

ringfenced funds for four years. After that, it was left to local authorities to support 

music tuition, with Braithwaite calling it a "post code lottery" (2011). Whilst the YMI 

continues to be a success in Scotland, similar issues of access have been noted, 

with 70% of those learning instruments in School also contributing financially for 

additional lessons (Broad et al., 2019), which signifies that inequalities arise 

between those who can and cannot afford additional tuition. The situation in Wales 

has remained the same, with Carr noting that the lack of provision in some local 

authorities places responsibility for music tuition on the parents (2019, p7). 

 

Music Heritage and Identity 
 

One distinction within policy analysis between Scotland and Wales is the 

significant use of policy to support the Welsh language. The Welsh Government 

has made it compulsory for all children to learn Welsh in school, whereas Scotland 

has not done so with Gaelic. Cloonan argues that Scottish identity can be 

expressed in five ways, "lyrical themes, use of voice, instrumentation, words and 

images" (Homan, 2016, p70). Within Scottish cultural policy, this is highly evident 
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in the traditional and folk genres (McKerrell, 2014, p162) and their continual 

economic support.  

 

The Welsh Assembly embraced national heritage within culture policy by 

"providing recording opportunities for Welsh-language bands and artists and 

supporting them with their first releases" (Thomas and Carr, 2022, p237). The 

broader aim was to boost the use of the Welsh language with young people. 

However, this was not aimed at popular music, with Thomas and Carr asserting, "It 

is clear that it was considered to be valuable in its contribution to fostering the 

Welsh language, but perhaps also suggests that it was not yet being fully 

embraced as a sector of the creative industries" (ibid, p238). The promotion 

of music heritage and identity is evident in Scotland's annual SAY award. The 

event frequently has several popular artists nominated with worldwide coverage. 

Behr and Brennan assert that this type of promotion is part of the SNP's plan to 

"represent Scotland as distinct from the rest of the UK" (2014, p174). 

 

Popular Music Investment 
 

Scotland and Wales have followed alternative trajectories regarding the direct 

funding of popular music. Scotland inherited the New Deal for Musicians (NDFM), 

which New Labour had initially introduced in 1999. The music scheme combined 

industry training with the freedom to pursue a career in music whilst claiming the 

equivalent of a job seeker's allowance. Although only utilised from 1999 until 2009, 

it has been described as "perhaps the single most important measure in popular 

music education we have experienced" (Jones, 2000, p6). It remains the most 

crucial attempt to support and develop popular musicians in Scotland.  

 

Before the SNP gained a majority in Scotland, the Labour–Liberal Democrat 

coalition introduced the Futures Fund to assist in developing Scottish music 

businesses. The £500,000 fund offered grants of between £20,000 and £50,000. 

The intention was to grow audiences, increase revenue, and strengthen the overall 

industries; however, Cloonan believes that "its main success appears to have 

been in helping some businesses survive, not necessarily develop" (2016, p26). 

The consequence of this is likely why no significant investment has occurred in the 

Scottish music industries, with CS taking over all funding decisions shortly after 

the fund closed.  
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Wales was slow to introduce any discernible music policy. Only after a series of 

academic reports did the Welsh assembly implement change (Ap Siôn,2009; 

Hargreaves, 2009; Carr, 2011). A critical review of their 2004 Creative Industries 

strategy led to policy reform within the popular music arena. Hargreaves noted that 

funding should "be designed in a way to ensure that it makes an impact on the 

music industry" (2009, p42). The Arts Council of Wales acknowledged the lack of 

direct music investment, noting, "It's an imbalance we wish to address. Our 

challenge is to find a credible and practical approach to the development of non-

classical music" (2010, p29). Carr agreed that there was "room for improvement" 

(2011, p9), emphasising the economic benefits of popular music compared to 

classical or opera, which were already heavily subsidised.  

 

According to Thomas and Carr, the incorporation of popular music into policy and 

funding discussions in Wales "demonstrated a significant shift, in which it 

embraced creative industries policy, and came to view popular music as both 

worthy and in need of support for the very first time" (2022, p241). However, within 

Scotland, popular music investment has been the primary source of support for 

promoting commercial music rather than providing any economic development 

plan. Cloonan emphasised this by explaining that "SE has suffered from the fact 

that it has no music policy per se. Rather, it has treated music as part of the 

creative industries more broadly and thus ignored the specialist requirements of 

the music sector" (2007, p133).  

 

Whilst both nations applied the creative industries approach to policy, it is evident 

that Wales fully embraced the approach in an attempt to develop and grow the 

music industries across all genres, not just the NTCs. However, as Cloonan notes, 

Scotland requires more joined-up collaboration between agencies. Currently, 

policy decisions are related to the NPF outcomes, which restricts any real growth 

from occurring.  

 

Summary 

 

It is evident that Scotland lacks any explicit popular music policies compared to a 

similarly positioned country such as Wales; however, that does not mean that the 
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SG or CS do not invest in popular music. On the contrary, youth music is a high 

priority, as is promoting the activities of Scottish musicians via the SAY award.  

 

How Should Music be Valued in Scotland? 

 

The next task of the literature review is to investigate the value of music as a 

cultural good. Depending on its context, the notion of value can be challenging to 

translate. For example, different stakeholders value music differently depending on 

whether it is listened to, performed, or created (Ginsburg and Throsby, 2014). 

Frow (1995) made a similar assumption when he illustrated that different forms of 

value exist for different actors participating in cultural activities. However, the most 

applicable description comes from Throsby, who states that "value can be thought 

of as the worth, to an individual or a group, of a good, a service, an activity or an 

experience" (2010, p17). In this sense, it is clear that cultural goods have "value 

pluralism" (Kaszynska, 2020, p57). 

 

What Should be Valued? Culture or Industry Practice?  

 

The difficulty of valuing music is its duality as two disparate activities. The two 

spheres provide this investigation with an additional layer of difficulty. First is the 

commercial market, where goods are purchased by consumers and the public 

domain, where the government deliver culture as part of policy initiatives or where 

individuals perform music for fun. Banks highlights this complexity, explaining that 

it is often unclear what should be valued: economic or cultural practices (2015). 

Consumers make value judgments based on aesthetic determinations. However, 

the government is frequently more concerned with themes such as "growth, 

employment, and branding value instead of traditional cultural themes such as 

education, empowerment, and enlightenment" (Bille et al., 2014, p238). Whether 

from a political or commercial perspective, it is evident that cultural goods can be 

valued in two ways: exchange value and use value.  
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Economic Value 
 

The economic valuation of a product or service originates in market-based 

transactions. Marx's Labour Theory of Value proposes that value comes from the 

labour time spent creating a product (1954, p47). Therefore, exchange value 

comes from the price of a product and not its use value. Classical economists 

understood value and price as separate concepts but found them hard to 

distinguish. In response to Marx and earlier classical economists, the Marginalists 

created a new theory based on supply and demand. The Marginalists perceived 

value and price as the same thing; however, they used the term utility to describe 

the intrinsic benefits of a good. In this sense, the product's price revolves around 

its value to the user and the benefits they gain from it (Elder-Vass, 2019). The 

notion of utility in modern-day neoclassical economics builds on the Marxist 

ideology of exchange value and includes the marginalist theory of individual 

preferences. In this context, Allan et al. believe value "derives from the subjective 

preferences individuals have over the goods and services they consume" (2013, 

p9). However, Snowball asks, "Does market value, for goods sold in the market, 

constitute a good measure of value?" (2008, p24). By employing price as a value 

measurement, she believes that cultural artefacts can be devalued and potentially 

damaged as society produces their valuation. 

 

Using the example of recorded music, particularly in the last twenty years, it has 

decreased in economic value. From a neo-classical standpoint, the diminishing 

sales of physical music (and digital to a lesser degree) highlight the decline of 

utility derived from music as a listening activity. However, Marshall argues that 

music is not valued less due to its economic decline. Instead, social forces have 

altered how customers consume music (2019, p148). The devaluation of recorded 

music is a clear indicator that economic investigations of music activities could 

provide potentially flawed results when determining the value of music from an 

economic lens alone. 

 

Additionally, there has been debate regarding the pricing of tickets to live music 

events (Courty & Pagliero, 2014; Leslie and Sorensen, 2014). The resale of tickets 
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from the primary market to buyers at a higher rate suggests that tickets are 

underpriced in the primary market. However, Magni (2023) argues that ticket 

prices remain low to attract customers, explaining that "the sales of ancillary goods 

– such as food, drinks, and parking – and complementary goods – such as records 

and merchandise – benefit from having a larger audience at the venue" (2023, 

p138). In this sense, both examples exemplify why valuing music using exchange 

value alone could potentially reveal flawed results. 

 

Non-Economic Value 
 

The last twenty years have seen an increase in the debate around the value of 

culture, particularly in a political context, with the DCMS mapping specific creative 

industries to estimate their worth to the economy (2001). However, Banks believes 

"cultural value lies at the heart of cultural industries" (2015, p40). Numerous 

attempts have been made to identify and measure cultural value, most notably by 

Throsby (2001), Klamer (2003), and Holden (2004). More recently, the Cultural 

Value Project (Crossick and Kaszynska, 2016) attempted to identify what 

constitutes cultural value whilst identifying appropriate methodologies for research 

possibilities. Although there has yet to be a consensus on an applicable method in 

academic or political circles, the Cultural Value Project illustrated the need for both 

qualitative narratives to complement current quantitative reports.  

The Arts Council of England (BOP Consulting, 2012) used techniques developed 

by cultural economists to estimate both economic and non-economic values 

related to culture. Historically, there have been two strategies: The Economics of 

the Arts and the Art and Commerce Approach. The Economics of the Arts 

approach uses economic analysis to investigate the arts. Decker argues that the 

technique "explores the relationship between the art world and the commercial or 

industrial world" (Dekker, 2014, p312). In contrast, the Art and Commerce 

approach "pays attention to both the intrinsic value of the arts and its instrumental 

value in society, and it is characterised by a holistic approach" (ibid, p314). 

However, a third technique, the "valuation approach", argues that cost is not an 

adequate measure of value. The new method concentrates on the role of cultural 

intermediaries. Dekker argues that they can "deal with competing notions of value, 

and perhaps, more importantly, have mastered the languages used to express 

such competing notions" (ibid, p319).  
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Summary 

 

The partner organisation for this thesis requested an economic estimation of the 

commercial music industries in Scotland; however, this section has illustrated why 

focusing on a financial figure alone could be problematic. It is also evident that 

attempting to estimate non-economic values, which are cultural, is also outside 

this project's scope. Therefore, it is evident that the Economics of the Arts 

approach is the most applicable method moving forward.  

 

How to Generate Money from Music-Making?  

 

The following section will narrow the scope to explore how economic value is 

generated within a music economy. The analysis of value creation within the 

traditional music industry model historically occurred from a value chain 

perspective (Porter, 1985) with a linear tracking of economic activities focused on 

creating, producing, and delivering a tangible product. The value chain consisted 

of multiple stages, including song composition, recording, marketing and 

promotion, manufacturing and distribution, ending with the consumer (Bockstedt et 

al.,2006). However, introducing digital technologies has altered many of the 

traditional value-creating processes. A study by Peppard and Rylander 

investigated the issue of value creation in the mobile phone industry as it adapted 

to the effects of the internet, concluding that "due to digitalisation and de-

materialisation of products, services, supply and demand, the Value Chain 

becomes inappropriate for analysing many industries" (2006, p128). Music was 

explicitly noted as an affected industry. 

 

Monetisation  
 

"The music industry question is straightforward: how to make money out of music? 

But the answer is 'with difficulty" (Frith, 2001, p26). Garofalo asserts that 

throughout the history of popular music, "the goals of the music industry have 

remained essentially the same: to connect music, but not necessarily musicians, to 

as many listeners as possible and to turn a profit in so doing" (2015, p103). 

Bruenger expands on this point, claiming that it is not only a connection which is 

important but also providing a "musical experience" (2016, p8). Once the 
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connection is made, revenues can be generated from the three core sectors of 

music activity: Live music, recorded music and music publishing (Jones, 2012; 

Rogers, 2017; Hesmondhalgh, 2019). 

 

A component of the value creation process, which is often overlooked within the 

literature, is the role of the music creator, with Eiriz and Leite arguing that "in spite 

of their importance, it is strange that business and management studies have 

neglected the study of musicians as actors of major economic importance" (2017, 

p877). Choi and Burnes (2013) suggest that value creation occurs when a 

songwriter composes a piece of music, although that statement is only partially 

accurate. The music creator has created a symbolic text; however, that does not 

indicate that it is yet valuable. Jones argues that "it is important to recognise that 

musicians seek music companies to add value to what they already do" (2012, 

p4), which is the basis for value creation. 

 

Bruenger maintains that there are four methods to monetise music across the 

three core sectors: "sales, subscriptions, advertising and licensing" (2019, p109). 

Sales are linked to physical items such as vinyl, merchandise, and tickets to live 

performances. Subscription revenue comes from platform-based access to 

recorded music from companies such as Spotify or Apple Music. Advertising 

income is generated from broadcast radio; however, it is also prevalent with 

YouTube and Spotify's freemium membership. Licensing is linked to copyrights 

and their exploitation across recorded music and publishing.  

 

Although the original value chain was utilised to illustrate the movement of value 

associated with recorded music, a contemporary music value chain, presented by 

Vasquez (2017), developed the original concept to include publishing and live 

music. Although this is more applicable to the movement of value in the current 

global music industries (UK Music, 2021), the concept does not consider the 

myriad of intermediaries operating within additional business sectors. Norman and 

Ramirez argued this point when they proposed that value creation occurs through 

a "co-production with suppliers, business partners, allies, and customers" (1993, 

p66). 
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Value Chains to Value Networks 
 

Allee (2000) believes that the value network can replace the value chain as it 

helps address value creation issues within the context of the knowledge economy. 

Allee asserts that a value network is "any purposeful group of people or 

organisations creating social and economic good through complex dynamic 

exchanges of tangible and intangible value" (Allee, 2009, p429). According to 

Walton, Networks are more appropriate than value chains from an information 

science aspect for two reasons. First, networks are ideal for the flow and 

exchange of information. As ideas are shared, the information is synthesised into 

new, novel concepts. Second, value creation is delivered as a result of information 

and new ideas (Walton, 2017, p45), a concept further supported by Lusch et al. 

(2010). 

 

Allee developed a model to analyse value creation with any company business, 

organisation, or network. The Value Network Mapping (VNM) concept can be 

used as the basis for a complete Value Network Analysis (VNA) or as a stand-

alone process. The map has a straightforward design with only three components: 

roles, transactions, and deliverables. Roles are taken by participants who have a 

vested interest in the network, such as "individuals; small groups or teams; 

business units, whole organisations; collectives, such as business webs or 

industry groups; communities; or even nation states" (Allee, 2008, p14). 

Transactions are the exchanges between actors with arrows displaying a 

directional link that depicts the direction of the value transaction. There are two 

types of exchange, "solid lines are formal contract exchanges around product and 

revenue, while the dashed lines depict the intangible flows of market information 

and benefits" (ibid). Deliverables are exchangeable as both tangible and intangible 

goods between the different roles. Tangibles are physical goods, whereas 

intangibles can include "a specific type of knowledge, expertise, advice, or 

information about something, or a favour or benefit that is bestowed upon the 

recipient" (ibid). In order for the VNM to be successful, Allee and Schwabe (2015) 

indicate four key steps: 

 

 

1. Define the scope and boundaries, context, and purpose. 
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2. Determine the roles and participants and who needs to be involved in the 

mapping. 

3. Identify the transactions and deliverables, defining both tangibles and 

intangibles. 

4. Validate that the map is complete by sequencing the transactions. 

 

The notion of commercial music activities as a series of connected networks 

gained prominence with Leyshon (2001). Building on the work of Attali (1984), he 

identified four overlapping areas of activity: creativity, reproduction, distribution, 

and consumption; however, this was restricted to the recording sector, negating 

live music or publishing activities. 

 

Vasquez developed Leyshon's work and created a value network model that 

analysed the Norwegian music industry. To encapsulate the digital transformations 

which have taken place, his model includes tangible and intangible exchanges of 

value amongst all invested stakeholders. Tangible transactions include "the 

exchange of physical goods, services, intellectual property, proposals, and 

payments". In contrast, intangible exchanges include "planning and process 

knowledge, technical and legal know-how, and strategic information" (Vazquez, 

2017, p29).  

 

 

 
 
 
Although this model appears suitable for analysing value creation, it does not 

include critical stakeholders who operate outside the business domain of music. 
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Value-creating Ecosystems 
 

It is necessary to emphasise that value creation is not only possible from core 

business activities; it is also feasible from stakeholders from additional sectors, 

with Rogers suggesting that "analysis of the unfolding relationships between the 

core music industry subsectors (recording, publishing, live) and the network of 

ancillary services surrounding this core, points to a fundamental reconfiguring of 

the music industry's structure and organisation" (2017, p218). Management 

literature offers a functioning model from Moore (1996), who introduced the 

concept of a business ecosystem as "communities of customers, suppliers, lead 

producers, and other stakeholders interacting with one another to produce goods 

and services" (Moore, 1998, p168). Alongside the core business activities, Moore 

argues that the government and investors should also be included as they can 

create value across the ecosystem. The notion of including government activities 

will be vital to this thesis as, within Scotland, they provide high levels of funding 

and regulatory assistance. 

 

Tang and Lyons (2016) successfully applied Moore's Ecosystem Model (1996) to 

the Chinese Music Industry to understand the developments since digitalisation. 

Although the Chinese music market continues to utilise a linear value-creating 

strategy, the authors contend it does not consider the "entire universe of important 

forces at work" (Tang and Lyons, 2016, p352). Therefore, the authors propose a 

new ecosystem model that features the old value chain model, suggesting it would 

operate within "a community of players from different industries and backgrounds" 

(ibid, p367). Letaifa (2014) agrees with Tang and Lyons, arguing that value 

creation and value capture from chains and networks to an ecosystem 

perspective is based on a new multi-actor approach. In this sense, value has 

become more "knowledge-based, social, subjective, intangible, and complex" 

(2014, p279).  

 

Technology has played a substantial role in the move to ecosystem thinking. 

Walton believes this is predominantly "the result of new technologies in the ICT 

sector including the Internet" and "the increasing digitisation and de-materialisation 

of products" (Walton, 2017, p86). As music has increasingly become an intangible 

product, technology has allowed participants from other industries to enter the 

music ecosystem and drive change. Applying an ecosystem perspective to value 
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creation is critical as it will provide a broader examination of the conditions 

necessary for the successful operation of the music industries in Scotland and the 

value creation activities which occur. The ecosystem viewpoint for value creation 

is also consistent with the broader theoretical approach chosen for this thesis by 

Becker (1982). His Art World hypothesis posits that art (songs, paintings etc) are 

not created in a silo but rather by a collection of individuals who come together to 

bring the artefact to the public for consumption.  

 

Summary 

 

The literature has demonstrated that music has the potential for valuation from 

more than an economic lens. However, in line with the partner organisation's 

request, that is what will be provided. Popular music has historically been 

examined regarding the sale of physical records using a value chain approach. 

However, that is not an appropriate method in the digital age because of this 

project's scope. Therefore, the literature has identified an ecosystem model as a 

suitable method to incorporate all the relevant sectors into one analysis.  

 

Textual Analysis of Previous Mapping Reports 

 

This literature review section will investigate mapping studies, revealing why they 

are helpful and identifying who uses them. Section two will analyse mapping 

reports from different music industries to identify which approaches have been 

used, the best methods available, and how to implement them. 

 

Introduction to Mapping 

 

The notion of mapping an industry to assess its economic value first rose to 

prominence in the late 1990s with Tony Blair's Labour government. The intention 

was to highlight the Creative Industries' economic worth to boost funding and drive 

the government's economic agenda through cultural policy. Within the literature, 

two distinct mapping types are identifiable: mapping reports and pictorial maps, 

although these can overlap and complement one another in some instances. 

Depending on who is undertaking the activity, the motivations to create these can 
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range from economic to social and cultural. A mapping toolkit commissioned by 

the British Council (BOP Consulting, 2010) identified five possible reasons for 

creating a mapping report: 

 

1. To raise the profile of a specific sector 

2. To learn more about a chosen sector 

3. To plan for future growth 

4. To engage in policy discussions  

5. To support broader political or economic objectives 

 

Another possible reason for mapping is presented by Stewart, who believes that 

maps help draw "attention to the existence and importance of cultural resources. 

The results point out problems to be solved or strengths to build upon" (2007, p3) 

 

Behr (2013) identified three groups responsible for producing maps: academics, 

artists and communities, and commercial groups. For academics, mapping is 

helpful as a practice and a tool, with Behr explaining, "(t)hey are an object of 

investigation, a method of investigating, and also a way of presenting research 

results" (ibid). The second group, artists and communities, can be demonstrated 

by analysing the Seattle band map (Berry, 2011). The pictorial map was originally 

a piece of art identifying musicians and bands across Seattle; however, it 

expanded after receiving funding to transform it into a digital interpretation. 

Although similar to Academic mapping, this type is grounded in cartographic 

presentations rather than investigating a particular issue. The Seattle map 

successfully generated cultural value through its exhibit of musical heritage in the 

same manner as Sara Cohen's pictorial maps of Liverpool (1991; 2012). The final 

type of mapping identified by Behr is commercial. The most helpful example of 

commercial mapping comes from UK Music, an organisation representing the 

coordinated interests of the UK's music ecosystem. Although UK Music produces 

"This is Music" (Edwards, 2021), a report highlighting the economic worth of the 

music sector in the UK, they also promote music heritage and the benefits of 

music tourism to other sectors of the economy.  

 

Redaelli (2015) identified three mapping practices; however, she has done so from 

a policy perspective to illustrate the various purposes of mapping from a 

government position. First, mapping to quantify the economic worth of a sector is 
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the most widely accepted purpose for most reports. The second type is mapping 

as a geographical analysis tool. By applying this analysis, policymakers can 

identify how the arts are integrated into specific geographical areas. There have 

been a number of examples of this in the UK already, from Cohen (2012), who 

mapped music making in Liverpool, and Hamilton (2020), who mapped lived music 

venues in Birmingham. The final type of mapping is network analysis. Using social 

network analysis, a map of activities between individuals and businesses can 

identify the creative process within a chosen sector, ultimately helping to identify 

the strengths and weaknesses of the sector under review. The three approaches 

align with traditional mapping reports (Williamson et al., 2003; Ekos, 2013; 

Vazquez, 2017) based on economic estimations and network analysis, the partner 

organisation's two key aims for this project.  

 

Both taxonomies reveal that mapping, particularly relating to cultural activities, is 

essential for industry professionals and policymakers to investigate cultural 

activities. Most mapping reports are concerned with a sector's economic output to 

influence policy decisions at local and regional levels (Lee and Gilmore, 2012); 

however, they can also produce additional data to analyse the strengths and 

weaknesses of a chosen sector to promote growth.  

 

The literature so far has demonstrated the uses and effectiveness of cultural 

mapping to achieve specific outcomes depending on the project's aims. However, 

the specificities of mapping music industries have thus far received little attention.  

 

Mapping Examples 

 

As this research is both an academic thesis and a commercial project with the 

partner organisation, the following section will analyse previous academic and 

commercial maps. Perryman believes that the quality of a mapping report 

"depends on objectives, so it would help a great deal to read similar published 

reviews before getting started" (2016, p81). Therefore, by examining previous 

research, several methodological options will become clear. 
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Mapping and Measuring the Scottish Music Industry (2003) 
 

The earliest examples of music industry mapping in Scotland come from The List 

(1990) and Music in Scotland Trust (1994). Dave Laing (2000) produced the first 

Scottish economic mapping report, The Value of Music in Scotland. He estimated 

that for 1998/99, Scotland generated around £389 million from domestic activity, 

around 10.4% of the UK expenditure at that time. Laing's work laid the foundations 

for the most comprehensive music map, published in 2003. 

 

Mapping and Measuring the Scottish Music Industry (2003) was a report 

commissioned by Scottish Enterprise (SE) and produced by academics John 

Williamson, Martin Cloonan and Simon Frith. SE provided a remit to "update their 

information on music industry trends in Scotland" (Williamson et al., 2003, p1). In 

conjunction with SE, it was agreed that the report would include a collection of 

case studies and stakeholder interviews featuring key industry figures that would 

complement an economic evaluation of the Industry within Scotland. All parties 

concluded that the vital economic areas worth exploring would be Artists and 

Composers, Live Music, The Recording Industry, The Media, Other Creative 

Industries, Ancillary Services, Education, and Retail (Ibid, p1-3). Although the 

remit of SE was economic development, the authors believed this would only 

partially represent the overall sector. Cloonan et al. explain that "any 

understanding of the Scottish music industry and its problems had to be cultural" 

and "had to appreciate the values and beliefs of the people who work in it" (2004, 

p207-208).  

 

Most of the work executed for the report was desk-based and utilised "existing 

information by reviewing previous surveys and material held by Scottish 

organisations" (Ibid, p207). This gave the authors a great deal of data to work with 

and revealed gaps that they counteracted by using their contacts within the 

Scottish industry. Critical issues identified included defining the music industry, 

constituting employment within the sector and identifying which businesses 

represent the music industry (Williamson, 2003, pi). Although this type of report 

can be problematic regarding methodology, the authors anticipated these issues 

and were transparent with their approach and shortcomings. Cloonan et al. 

explain, "From the outset of our research, we were aware that even the most basic 
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assertions about economic activity in the music sector are subject to dispute and 

interpretation" (2004, p207).  

 

The final report highlighted several areas worthy of praise, including the 

generation of around £106 million in services from music sales; however, the 

authors recognised that the figure could vary from year to year. There was also the 

contribution of £18.8 million to the broader economy in Scotland and £330.9 

million spent on musical instruments and attending live music events across the 

country (Cloonan et al., 2004, p208). Cloonan reflects on the experience, revealing 

that although SE did not try to interfere with any findings, they "did want to ensure 

that in any summary our findings were spun so as to support SE's existing policy 

initiatives" (Ibid, p211). Although the data was not modified, it is clear that SE did 

not receive the report they had wanted. That is not to say the report's findings 

were incorrect. Due to my professional association with the Scottish 

music industries, I would suggest that many key points remain relevant today. 

These include a lack of distribution opportunities, a lack of investment in (popular) 

artists from public bodies, and geographical barriers for those outside the central 

belt.  

 

Cloonan et al. note that "almost as soon as the report was published, there began 

to be whispers that it was full of mistakes" (2004, p211), which led to its eventual 

removal by Scottish Enterprise and The Scottish Music Centres websites. The 

report emphasises the necessity for a clear understanding of what will be 

delivered between the author(s) and the report commissioner. The report also 

reveals that trying to sum up an entire industry when individual areas have diverse 

requirements is challenging.  

 

The Danish Recorded Music Industry Annual Mapping (2005) 
 

2005 saw the publication of a Danish mapping report to identify areas of prosperity 

and potential restrictions to economic growth (Fuglsang, 2005). The methodology 

was quantitative, with desk-based research collating secondary data from online 

statistic sites such as 'KODA', 'the Association for Composers' and the 'IFPI'. The 

authors separated the industry into three sections: main activities, related activities 

and related industries. Main activities are described as those who make a living 

from creating art, in this case, a musical artefact, such as songwriters, managers, 
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live performers and recording. Related activities tie in with those dependent on 

music creation, such as photographers and the media. Finally, related industries 

can exist without music but use it to their advantage, for instance, advertising and 

music in movies. The author focused solely on the main activities section "as these 

are central for the development and creative dynamics of the industry" (ibid, p12). 

The report was created primarily for the Danish government as a "policy memo" 

(ibid, p3) alongside similar reports for other creative industries, which is 

reminiscent of the UK sector mappings (DCMS, 1999; DCMS, 2001). 

 

The Danish model highlights a variety of income sources, such as record sales 

and total industry turnover. In this respect, it is less inclusive than the Scottish 

map. That is not to say the Danish data is weak. Instead, due to the government's 

coding of economic sectors using the NACE framework, the Danish industry 

appears more streamlined in mapping cultural activities economically (Fuglsang, 

2005, p12). However, the research was "complicated by the lack of precise data" 

(ibid, p4). The UK uses standard industrial classification codes (SIC) similar to 

Denmark's NACE classification; however, the UK system was initially based on the 

manufacturing industry and, in that respect, archaic and outdated (Behr and 

Brennan, 2014, p175). Sourcing reliable economic data that 

has not been collected via primary research remains a constant problem in music 

mapping reports. The Scottish and Danish maps apply the same method of desk-

based research to gather economic data from secondary sources such as 

government documents and existing survey data.  

 

The classification of sectors and examination of economic activity is far more 

detailed in the Scottish report (Williamson et al., 2003) than the general overview 

of the figures given for the entire industry within the Danish report. The Scottish 

and UK maps are far more comprehensive in that respect. 

 

Music Sector Review (2013) 
 

The 'Music Sector Review' was published in 2013 by EKOS after commissioning 

by Creative Scotland (CS). Ekos is a group of independent consultants 

specialising in social and economic research within the creative sector and the 

broader economy. The report's objectives were to give "an overview of the cultural 

ecology of music; inform Creative Scotland's future priorities and provide a basis 
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for strategic commissioning of external entities to provide service provision which 

could replace and/or complement existing programmes and services" (Ekos, 2013, 

p3).  

 

The overall remit was radically different from the previous mapping investigation. 

Martin Cloonan, the co-author of the 2003 report, believes "the intention was not a 

mapping in terms of an economic analysis which produced an overall value of the 

sector, but rather a map of the extent of the music sector which also outlined both 

its strengths and areas for concern" (2013, p321). Once again, as with the 

previous report, Ekos acknowledges the challenge of defining the music industries. 

Based on the remit provided by CS, the authors identified three areas for analysis: 

live music, the recording sector and music education (Ekos, 2013, p5).  

 

The methodology was similar to previous reports, with qualitative and quantitative 

data collection. The creation of a steering group began before research had 

commenced. The main aim of this was to oversee the project and finalise the remit 

from CS. The group had three meetings, analysing the initial findings and giving 

feedback for future recommendations (ibid). Members of the steering group were 

invited by email, with Simon Frith and Martin Cloonan invited to join following their 

involvement with the previous 2003 report. Desk-based research identified the 

industry's current state by analysing online secondary data from sources such as 

PRS and PPL. A series of individual and group interviews occurred with amateur 

and professional musicians from a pool of 99 participants.  

 

Finally, a questionnaire was posted online and promoted by CS and the Scottish 

Music Industry Association (SMIA) (ibid). The data collected from individuals 

covered annual earnings, sources of income, how respondents felt the industry 

was performing, and the key issues they faced. A second questionnaire was 

created to collect additional data from organisations, such as annual turnover 

figures, types of businesses, sources of income, and how strongly they felt the 

industry was performing.  

 

Likely, the inclusion of a steering group to guide and inform the review may have 

been a precautionary measure in an attempt to counteract the negativity 

encountered by the 2003 Scottish mapping report (Cloonan, 2013, p323-

324). However, the steering group was not as independent as initially 
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believed. Cloonan explained, "of the eight people at this meeting, two were from 

Creative Scotland and two were the consultants they had commissioned" (Ibid, 

p325). There could have been an underlying element of bias here, similar to the 

situation with SE trying to promote their agenda with the delayed release of the 

2003 report. However, Cloonan believes this was likely due to problems with 

"regular attendance" (ibid).  

 

The Music Industry in the Dawn of the 21st Century (2017) 
 

The next report comes from Norway and summarises the Norwegian music 

industry by administering a structural analysis and mapping of the sector. 

Published in 2017, Vázquez critiques the industry's previous value chain model as 

being "outdated" and proposes a new value network model. Within this value 

network, value is no longer created linearly. Instead, Vasquez contends that a 

music ecosystem can be considered "a web of specific investments built around a 

critical resource" (Vasquez, 2017, p19). The one factor that has not changed 

between models is the place of the artist/songwriter, whom Vasquez believes is at 

"the centre of a network of cooperating people" (Ibid, p7). Although a seemingly 

obvious concept, this is the first report explicitly stating the importance of music 

creators. 

 

The report identifies three core musical groups that make up his concept of a 

value network industry: the recording industry, publishing, and live music. 

Additionally, stakeholders circle these key groups and operate peripherally (Ibid, 

p30). This approach has more of a traditional industry feel than previous reports; 

however, the Norwegian industry has major labels operating within its economy 

compared to Scotland, which does not. The three majors, Sony, Universal and 

Warners, have offices in each Scandinavian country that release music from 

domestic and international artists. Autonomy of this kind allows for the growth of 

local talent while promoting more prosperous international artists.  

 

One essential discussion exclusive to this report is the concept of value, which 

relates to the value network model. 

 

"(T)he key question we need to deal with is the meaning of "value" within the 

network: Is there only one type of value, or do different stakeholders perceive 
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diverse types of value? How are these distinct types of value created within the 

network – what actually moves the production system? – and how does each 

stakeholder contribute to it?" (ibid, p23) 

 

This report was the first time an analysis had occurred analysing the concept of 

value within the broader musical landscape regarding creation and extraction. The 

methodology adopted for the Norwegian study involved both qualitative and 

quantitative research, applying desk-based research and interviews with 

stakeholders. The data demonstrated the industry's value and revealed the 

interactions of each stakeholder. The stakeholders also revealed whom they 

valued most within the value network and who was most important to developing 

their business model (ibid, p43).  

   
Music by Numbers (2019) 
 

UK Music publishes an annual report on economic growth across the UK music 

sector. Previously titled 'Measuring Music', the report was published from 2014 

until 2018, when it changed its name to Music by Numbers. The newest report has 

mapped the primary industry sectors as music creators, music retail, recorded 

music, music representatives, music publishing and live music, and an additional, 

independent section for music tourism. Within these sectors are various sub-

sectors, which UK Music classifies as the core of its commercial assets. The first 

asset is a composition or lyrics; the second is a recorded piece of music based on 

composition. The third is a live performance; the fourth is the band or artist as a 

brand (UKMusic, 2019, p8).  

 

A critical addition to this report is the music tourism perspective, which continues 

to positively impact local economies (UKMusic, 2017; van der Hoeven et al., 

2021). The report has representative data for each region reporting on 

employment figures, the number of jobs, and tourists. Scotland saw the most 

significant increase in tourism after an improvement from "800,000 tourists in 2017 

to 1.1 million in 2018, a jump of 38%" (UKMusic, 2019, p24). 'Music by Numbers' 

is the only report that publishes an independent methodology. UK Music began by 

defining the industry and identifying the economic sources of domestic and foreign 

income. The data collection process includes UK Music members, industry bodies, 

and the Annual Business Survey, as the SIC codes are inadequate in some 
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respects for attaining realistic musical income measures. Surveys were designed 

and dispatched to workers who contribute economically to music for employment 

figures and export revenues. UK Music reported challenges within the 

methodological framework concerning three areas: defining the music industry, 

collecting reliable data, and using the data correctly to assess the economic 

impact of music activities (UKMusic, 2019). 

 

The report intends to emphasise the economic benefits of the UK music sector, 

which is evident in the chosen sectors. The report does not mention music's social 

or cultural benefits; however, the report is prepared with the agenda of influencing 

policy within the UK government (UKMusic, 2019, p28). The omission of music 

education further illustrates the economic intention of the research. It is clear that 

the report was created to boost the profile of the music sector in the UK; however, 

it provides no data specific to each member nation. 

 

Summary 

 

To summarise, none of the five reports approached their mapping activity similarly. 

However, this is likely due to the conflicting requests of who commissioned the 

work. It is also evident that no two countries have similar structured music 

industries, which complicates the mapping process.  

 

The methodology has a more precise connection amongst maps with desk-based 

research applied by all reports. Additional data was then collected using surveys 

and interviews with industry stakeholders; however, interviews came from the 

need to collect more than just economic data, in the case of the 2003 Scottish 

map. 

 

Moving forward, it is evident that the current research will require a combination of 

methods as it is both a mapping and measuring study. A combination of qualitative 

and quantitative data will illustrate the economic value of the music ecosystem in 

Scotland whilst offering a cultural overview of music activities. The current map will 

be distinct from previous maps as it will incorporate direct economic sectors and 

those operating on the periphery of the music sector.  
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Cultural Intermediaries in the Digital Age 

 

This section of the literature review will briefly investigate cultural intermediaries, 

arguing that they are critical agents who occupy positions between the creation 

and consumption of music. 

 

Becker called these roles "support personnel" (1982, p30); however, Bourdieu's 

notion of cultural intermediaries (1984) remains a more relevant theory as it 

discusses not only roles and conventions but also the value-generating capabilities 

they inherently possess. The term was first used to describe a group of middle-

class workers who presented symbolic goods and services, linking production and 

consumption. The first iteration focused on agents who reviewed cultural goods, 

such as journalists, with Bourdieu explaining that their purpose was to "perform the 

tasks of gentle manipulation" (ibid, p365) to promote the goods to individuals with 

similar tastes.  

 

Negus builds on the original theory by Bourdieu, incorporating elements of his 

habitus theory by explaining, "entry into these occupations is usually via networks 

of connections, shared values and common life experiences. Gaining access to 

work is less dependent upon a meritocracy or assessment and recruitment 

according to formal qualifications" (2002, p515). Additional research by Negus 

(1992) revealed that similar class groupings were distinguishable when analysing 

critical decision-makers in the British recording industry. These comprised white 

males from middle-class backgrounds with the privilege of private education. 

Negus notes that for a sector often considered liberal and easily accessible, there 

have historically been "strategies of class exclusion" (ibid, p16).  

 

Although there is no definitive list of cultural intermediaries or their functions, 

Fairchild (2014) outlines a taxonomy exclusive to the music industries based on 

five categories: 

 

1. Live music firms: venue operators, live music promoters, and impresarios. 

2. Agents involved in the sound of the music product. Managers, record 

producers and anyone who operates between the record label and the 

artist. 
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3. Agents involved in the music artefact. Record label employees, Music 

publishers, Lawyers, and political operatives involved in funding and trade 

organisations. 

4. Those who present music to the public including marketers, tastemakers, 

retail buyers, radio broadcasters and music supervisors. These occurrences 

will always be beneficial to the artist. 

5. Agents who write about music, such as bloggers, critics and social media 

operatives.  

 

The intermediaries proposed by Fairchild have several roles, which include 

"finding music to bring to the market; making sure that music is in some way 

acceptable to facilitate the construction and exploitation of that market; making 

sure that music can be heard in the right places at the right times and can move 

through the right channels in the right ways; making sure consumers recognise 

"their" music when they hear it; and making sure the right people get paid in the 

right way to ensure this process is sustainable and increasingly profitable" (2014, 

p130). Although Fairchild's interpretation is more advanced than Bourdieu's, the 

basic premise remains. As this thesis aims to promote a broad analysis of the 

music sector, it is vital to incorporate the economic, social, and technological 

advancements which have taken place since Bourdieu's original concept. 

Following the musical artefact from conception to consumption via cultural 

intermediaries will allow an analysis of the interactional dynamics between the 

sectors chosen to map the Scottish music ecosystem. Cultural intermediaries can 

also shape consumers' perceptions of value, whether a musical artefact or a live 

performance. Such notions of value extend beyond economic to include social and 

cultural value, which will be explored in more detail in chapter six (Matthews and 

Smith Maguire, 2014, p10). 

 

Conclusion 

 

This chapter has investigated what is already known about the music industries in 

Scotland from both a commercial and public perspective. While the literature on 

public funding is widespread, previous economic mapping data is almost twenty-

one years old, highlighting the necessity for a current investigation.  
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Whilst there is a broad range of literature regarding cultural policy in Scotland, 

there has yet to be any research on the effects of the pandemic on Scottish 

popular music, which is a clear knowledge gap. By analysing the literature, the first 

aim of this thesis is to investigate cultural policy decisions implemented as a result 

of the pandemic, with particular attention given to the impact on cultural workers. 

 

The second section indicated that economic value is not the only type of value 

within commercial music sectors. However, that is not to say that revenue is not 

critical. Whilst the value chain model was illustrated as outdated, chapter six will 

investigate value creation from an ecosystem perspective, revealing how 

intermediaries and consumers are implicated in creating value due to new digital 

technologies. The second aim drawn from the literature is to examine notions of 

economic, social, and cultural value, with a strong leaning toward exploring the 

production of economic value among music creators and cultural intermediaries.  

 

The third section of the literature review analysed cultural mapping as a tool, 

identifying its uses and potential outcomes. Analysis of previous music maps 

identified the trend to determine their economic worth, which began with the 

DCMS mapping (1998). However, Williamson et al. (2003) recommend that any 

economic mapping of cultural activities also incorporate an element of cultural 

investigation. Further examination demonstrated various ways to group sectors 

and illustrated several methodological options. Although UK Music provides UK-

wide data, they do not deliver economic figures for Scotland, assuming that the 

industry mirrors that in London. Therefore, the final aim drawn from the literature is 

to map the Scottish music industries and identify their strengths and weaknesses. 

 

The final section demonstrates the role of cultural intermediaries, illustrating their 

significance to music economies. It was noted that cultural intermediaries can 

generate and shape notions of value; however, there is no data relating to the 

Scottish context. Therefore, by applying Bourdieu's notion of Capital (1986), value 

creation will be examined by investigating economic, social, cultural, and 

symbolic capital within the Scottish music industries



Chapter Three: Methodology 
 
Initially, this thesis aspired to map the current Scottish music industries and 

measure the social, cultural and economic value generated by its activities. 

Ultimately, the research aims were impacted by the Covid-19 pandemic and the 

subsequent lockdown measures. Therefore, my supervisors and I decided to 

realign the research aims to incorporate the ongoing pandemic and understand its 

impact on the music industries in Scotland. The research applies a mixed methods 

approach by utilising desk-based research, an online survey and semi-structured 

interviews with cultural intermediaries across the Scottish music sector. By 

applying Kipling’s “practical template”, as discussed by Trafford and Leshem 

(2008, p90-91), the “what, why, when, where and who” will be utilised within this 

chapter to portray a more precise depiction of the research design. 

 

The following chapter will explain the research tools employed during the data 

collection phase and describe how this process was carried out. The primary 

research period began in August 2020 and concluded in early 2023. Secondary 

data collection was an ongoing process employed to collect up-to-date financial 

and sectoral data. The quantitative element had two parts: an online survey using 

the University of Glasgow’s Jisc Online Survey tool and collecting economic data 

regarding the music industries economic worth for 2018. Qualitative data collection 

involved semi-structured interviews with cultural intermediaries within the Scottish 

music sector. Semi-structured interviews provided an in-depth analysis of specific 

industry sectors, allowing a deeper understanding of how they interact with each 

other and revealing the challenges they face on a day-to-day basis.  

 

The subsequent six sections will outline the research strategy adopted for this 

study. Section one illustrates the researcher’s involvement in the Scottish music 

sector and offers a positionality statement. Section two explains the research aims 

and briefly overviews the study. Section three identifies the chosen research 

approach and the underlying theory. Section four offers definitions and the scope 

of the research. Section five details the data collection methods and examines the 

research strategy. The final section addresses the ethical implications of the 

study.   
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Personal Involvement 

 

Before re-entering academia as a mature student, I was fortunate to receive 

moderate success with my band, Glasvegas. Upon signing a record contract with 

Columbia Records, my experience within the world of music began, which resulted 

in my exposure to numerous aspects of the music industries both in Scotland and 

internationally. The knowledge and experience I have gained from recording, 

releasing and touring music has been critical to this research.  

 

Upon returning to higher education in 2016, I found my interests leaned towards 

the Scottish music industries, how the various sectors functioned after introducing 

new digital technologies, and the well-being of musicians on tour. My practical 

experience and academic background have placed me in a unique position to 

perform this research as an insider within the industry. According to Tashakkori 

and Teddlie, you should “study what interests you and is of value to you, study in 

the different ways in which you deem appropriate and use the results in ways that 

can bring about positive consequences within your value system” (1998, p30).  

My experiences led me to this project, which I discovered through the Scottish 

Graduate School of Arts and Humanities (SGSAH). Funded by the Arts and 

Humanities Research Council (AHRC), I was awarded a Collaborative Doctoral 

Award (CDA), a partnership between The University of Glasgow and The Scottish 

Music Industry Association (SMIA), a membership organisation tasked with 

developing and representing the Scottish music industry. The concept for this 

project came from the SMIA after consultation with their members. Although the 

initial proposal came from the partner organisation, I was granted the freedom to 

conduct the research I wanted as long as it met the demands of the SMIA. 

 

The application process for my CDA involved a statement on the issue of impact 

and what contribution could be to the broader music community as a result. The 

purpose of research at the doctoral level has been to provide new knowledge 

within the chosen discipline of study. However, Belfiore has drawn attention to the 

desire of governments for research to have more than just academic impact, with 

the current aim to achieve social goals and create public value. Belfiore continues 

that academia and the cultural sector adopt the term and ideology of impact as “it 



 42 

appears to offer a rhetorically powerful articulation of value and an attendant 

rationale for funding” (2015, p101). Therefore, this thesis intends to build on 

existing academic knowledge and impact the lives of musicians and those working 

in the broader music industries in Scotland by assisting with future policymaking. 

 

Although academics strive to transfer their knowledge to specific work sectors, 

they often come up against what Williamson et al. call “knowledge resistance” 

(2011, p470). The term can refer to knowledge which readers disagree with in 

many cases. However, for Williamson et al., the findings highlighted a lack of value 

and inequalities within the Scottish music sector, which appears to be the primary 

reason for negative feedback. Consequently, I find myself in the unique position of 

being both a doctoral researcher and a member of the music community in 

Scotland, allowing me to bridge the gap between academia and the 

music industries. 

 

Statement of Positionality 

 

Conducting this research has required me to reflect on my experiences as both a 

musician and a researcher. Undoubtedly, much of the upcoming chapters are 

rooted in my experiences and informed by my views and opinions; however, that is 

not to say that they have been written with any sense of bias. The following 

section will offer insight into my position as a researcher within this project. 

 

I was raised in the East End of Glasgow by a single parent and will comfortably 

acknowledge that I was part of the lower working class. Whilst there was no 

discouragement at home, the idea of becoming a musician was 

mocked when I told my career advisor. As far as my school was concerned, 

becoming a musician was only possible within a classical music setting. Cultural 

work literature has noted that entering creative occupations can be challenging for 

the working class (Negus, 1992; O’Brien et al., 2016; Banks, 2022; Brooks et al., 

2023). Whilst this was undoubtedly the case for me, it was primarily due to time 

and a lack of financial support. I did not have the economic backing of a wealthy 

parent; therefore, I had to work full-time and create music as a side project. It only 

became apparent that my own experience was rare once I left Scotland and began 

interacting with various artists and cultural workers globally. Whilst this could have 



 43 

impacted my views on specific individuals, my history working within the global 

music industries has taught me that whilst some people may have it easier in 

some respects (finance, access, contacts), having a successful career over a 

prolonged period remains challenging for everyone regardless of class, ethnicity or 

gender. It is also worth noting that whilst I feel there should be more support for 

working-class music creators and cultural workers (Banks, 2022; Tapper, 2022; 

Wray, 2024), Scotland has a notable number operating within the upper levels of 

several sectors.  

 

The starting block for this research began with a Scottish music industry mapping 

study from Williamson et al. (2003). The report was the most extensive 

investigation of the Scottish music industries to date, providing both an economic 

estimation of its business activities and a cultural examination. However, a 

mapping report from Norway (Vazquez, 2017) offered an expanded analysis of 

various types of value and how value creation occurs, which is highly relevant to 

the current study. Finally, UK Music has provided a current perspective on the 

music industries in the UK, particularly with reference to mapping sectors and their 

economic estimations (Edwards, 2021; Edwards, 2022). Many of the core 

decisions from this thesis have been informed or inspired by the works mentioned 

above.  

 

I will now position myself within the research using a framework by Savin-Baden 

and Major (2013; Holmes, 2020). First, I will locate myself within the topic. 

As I have briefly touched upon, I have worked professionally within the Scottish 

music industries since 2006. My role as a guitarist has given me a perspective that 

varies significantly from those in other sectors. My choice to write the thesis from a 

music creator’s perspective may seem biased, but this decision was 

suggested before I joined the project. However, for clarity, I believe this was the 

most logical stance to adopt.  

 

Second, regarding research participants, I used my personal knowledge to create 

a list of those I thought would offer the most insight. I presented the list of 

suggestions to the SMIA. Although they agreed with many 

of my recommendations, it was clear they wanted the research to take a more 

high-profile approach, particularly with the attainment of Music Creators. I was 

acutely aware that a high percentage of those I wanted to interview would have 
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had significantly different experiences from myself regarding entry to a role in 

music due to several personal circumstances. Many of those interviewed I knew 

personally or had heard about in music circles, as the network in Scotland is 

relatively small. Whilst this could have been viewed as a negative, I feel this 

was actually to my benefit, having worked in the research context for a 

considerable period. Hurst (2015) argues that coming from the same working-

class background as those interviewed helps to cultivate trust. I would extend 

Hurst’s argument to include working in the same industry and facing the same 

issues. By positioning myself as an insider (Rowe, 2014), I was able to collect a 

rich source of data, which was invaluable to the study.  

 

Finally, the research process. I made no secret to anyone involved in the 

project of who I was and what I was seeking to achieve. Undoubtedly, my position 

within Glasvegas may have impacted the data offered by participants in order to 

portray themselves positively or in a specific manner. The COVID-19 pandemic 

certainly had a substantial impact on the data collection and interview process. 

Everyone I interviewed was concerned about their business, the businesses of 

others, and/or the overall music industries. As a result, it was sometimes 

challenging to dissect whether people were unhappy with certain elements relating 

to before or as a result of the pandemic. The synthesising of data was fairly 

straightforward as I took a stern, reflexive approach to keep my personal 

experiences and emotions out of the equation. A number of times, I had to 

question why I had negative feelings on certain topics, which helped me to identify 

potential biases, which were then removed from the findings section. Many of 

those times related back to my earlier discussion of access to music and 

opportunities, which can, at times, be dependent on location, class, social group, 

ethnicity and gender. 

 

Research Questions 

 

Two research questions were formulated based on initial meetings with the partner 

organisation (SMIA) and my supervisors. 

 

1. What was the economic value of the Scottish music industries in 2018? 
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2. How has the pandemic disrupted the Scottish music industries, and what 

are its vulnerabilities to disruption?  

 

In order to answer the research questions, three key aims were constructed by 

analysing the literature. 

 

1. To map the Scottish music industries and identify their strengths and 

weaknesses. 

2. To examine notions of economic, social, and cultural value, with a strong 

leaning toward exploring the production of economic value among music 

creators and cultural intermediaries. 

3. To investigate cultural policy decisions implemented as a result of the 

pandemic, with particular attention given to the impact on cultural workers. 

 

An explanation of how these questions were addressed based on methodological 

choices will now occur. 

 

Research Design 

 

An explanation of the research design will now be presented, with a mixed-method 

design chosen as the most appropriate strategy. Johnson et al. describe mixed 

methods research as “an approach to knowledge (theory and practice) that 

attempts to consider multiple viewpoints, perspectives, positions, and standpoints” 

(2007, p. 113).  

 

A pragmatic approach was considered the most appropriate strategy for this 

thesis by providing an epistemological justification based on John Dewey’s theory 

of inquiry. Dewey believed “actions as outcomes of inquiry serve as the basis for 

beliefs” (Morgan, 2014, p1048). Instead of applying a philosophy of knowledge, 

Dewey (ibid, p1047) alternatively relied on a systematic approach to knowledge, 

outlined in his five-step process:  

 

1. Recognising a situation as problematic. 

2. Considering the difference it makes to define the problem one way rather 

than another. 
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3. Developing a possible line of action as a response to the problem. 

4. Evaluating potential actions in terms of their likely consequences. 

5. Taking actions that are felt to be likely to address the problematic situation. 

 

By adopting this theory, metaphysical versions of knowledge and the nature of 

reality are replaced by inquiry experiences based on beliefs and actions. 

 

The methodological approach follows Teddlie and Tashakkori’s (2006) bottom-up 

approach, where the research aims and objectives are identified first, which drives 

the methodological choices selected to conduct the research. A convergent design 

(Creswell and Plano Clark, 2018) was chosen as it allowed for the collection of 

both quantitative (surveys and document analysis) and qualitative data (semi-

structured interviews, document analysis) while examining the same phenomenon. 

Denzin contends, “the combination of multiple methodological practices, empirical 

materials, perspectives, and observers in a single study is best understood as a 

strategy that adds rigour, breadth complexity, richness, and depth to any inquiry” 

(2012, p82). Within a convergent design, datasets are commonly compared and 

combined to produce a rich body of new evidence or to back up or identify 

changes within the data. This study’s research requirements inferred that 

qualitative and quantitative investigations would examine separate concepts. The 

collected data was then analysed, presented independently, and combined during 

the mixed-method synthesis stage, producing an overall narrative. 

 

Scottish Music Industries Model 

 

In order to map the current music industries in Scotland, an initial investigation 

was undertaken, examining similar music-related maps of comparable size and 

scale within the literature review (Laing, 2000; Williamson et al., 2003; EKOS, 

2013; Vasquez, 2017; UK Music, 2019). Although this task was beneficial in 

identifying key intermediaries and sectors that comprise numerous music sectors, 

none of the reports offered a model that could be utilised in the Scottish context. 

Each map had elements that could have been included in this project; however, 

some elements were irrelevant in the Scottish context. The core global music 

business revolves around three sectors: recorded music, music publishing, and 

live music; however, Scotland does not have any publishers of scale, and the 
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recording sector is comprised of micro and small enterprises. Additionally, 

Scotland lacks physical music distributors, whilst the production of physical music 

is only available on a small project basis.  

 

The best option was to construct a new model based on the current structure and 

design of the Scottish music industries. Previous industry analysis (Williamson et 

al., 2003; Vasquez, 2017; UK Music, 2020) has often targeted economic gains, 

similar to the remit for this thesis; however, due to the pandemic impact, I felt that 

it was wrong to completely dismiss the social and cultural influence of 

music completely. Therefore, the social and cultural impact will be featured in 

Chapter Five, albeit to a lesser degree than the economic impact. Additionally, 

music education was featured previously in Scottish mapping reports as a stand-

alone sector. However, in this thesis, it will feature in the funding and development 

section.  

 

This mapping project aimed to better understand the industry as a cohesive 

network of intermediaries and track value between its members. To successfully 

map the music industries and investigate value creation, Allee’s Value Network 

Analysis (2008) was utilised to comprehend where value was lost within the 

Scottish music sector. The decision to include VNA within this project came from 

previous research conducted in Scandinavia. A report by Vasquez (2017) mapped 

the Norwegian music industries to track value between its core intermediaries and 

identify the importance of relationships between sectors.  

 

An initial analysis of intermediaries between the researcher and the SMIA 

concluded with a list of the key participants active in the Scottish music industries. 

These were grouped into thematic sectors after researching previous mapping 

reports. ‘Music by Numbers’ (2019), a report by UK Music, produced an economic 

map of the UK music industry identifying six key themes. Five of the six topics 

presented applied to this thesis: Music Creators, Live Music, Recorded Music, 

Retail, and Music Representatives. The 2003 Scottish mapping report from 

Williamson et al. (2003) provided a chapter on The Media, which was adapted and 

added to the other five themes recognised by UK Music. While there was debate 

regarding the media and its inclusion for a considerable period, the survey results 

solidified its position as a critical sector due to feedback from music creators and 

their connection to media agencies. The final theme added was Funding and 
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Development. Although missing from all previous reports, the researcher and the 

SMIA believed funding and development were essential. It remains an under-

discussed element of the Scottish music industries, which is intriguing due to its 

ability to financially support sectors. 

 

The final thematic list of sectors mapped is as follows: 

 

1. Music Creators (Composers, Songwriters, Musicians and Artists) 

2. Live Music (Promoters, Music Venues, Music Festivals, Auxiliary Services, 

Touring Crew, and Ticketing) 

3. Recorded Music (Record Labels, Recording Studios, Distribution, 

Producers) 

4. Music Representatives (Music Managers, Collection Management 

Agencies, Live Agents, Publishers) 

5. Retail (Musical Instruments, Record Shops, Instrument Makers) 

6. Funding and Development (Scottish Government, Creative Scotland, 

Development Agencies, Education) 

7. Media (Radio, TV, Press) 

 

The placement of publishers within music representatives undoubtedly requires 

explanation. The scarcity of dedicated music publishers in Scotland (eight 

identified from desk-based research) indicated that it did not require a dedicated 

section. However, publishing could have been positioned within the recorded 

music sector. Whilst it would not have been out of place, it is evident that 

publishers represent the interests of music creators, which fits far more within the 

music representative’s section.  

 

Scope and Definition 

 

To answer the research questions, it was first necessary to explain the scope of 

the research and provide definitions where appropriate. When I joined the project, 

the idea of mapping the industries from an artist-centric position was a clear 

objective specified by the SMIA. Becker believes that “all artistic work, like all 

human activity, involves the joint activity of a number, often a large number, of 
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people” (1982, p1). His opinion mirrors my personal experiences of making music, 

making his theory relevant to this study.  

 

The majority of the research was conducted in Glasgow. Although lockdown 

restrictions made travel challenging, every attempt was made to involve 

participants from across Scotland to encompass a broad range of music-making 

activities and different levels of expertise. As the purpose of the study was to 

provide a comprehensive economic valuation of the music industries in Scotland, 

the thematic areas chosen intended to measure the economic value generated 

and utilised by both music creators and intermediaries.  

 

A critical aspect of this report has been defining the music industries. In 

cooperation with the SMIA, a definition was agreed upon incorporating all 

identifiable sectors and intermediaries. Therefore, the music industries can be 

defined as an economic system that exists to create and exploit musical assets, 

compositions, recordings of compositions, live performances, and artist brands. As 

a complicated ecosystem (arguably more so than other art forms such as 

literature, theatre and visual art), the music industries overlap with other creative 

industries. Instrument manufacture and merchandise with both craft and design 

and festivals with events. (Pearlman, 2019). 

 

Data collection occurred across two groups: music creators and cultural 

intermediaries working within Scotland’s broader music industries. Music creators 

are individuals who create, record or perform music. Intermediaries are workers 

operating across all sectors of music activity who help generate value for music 

creators and their products while sustaining the music industries in Scotland.  

 

Data Collection Methods 

 

The initial plan for data collection was to conduct semi-structured interviews with 

intermediaries and identify critical themes that could be integrated into an online 

survey. However, lockdown restrictions and the closure of many music businesses 

made it challenging to arrange interviews when many intermediaries had more 

immediate concerns. Therefore, I switched positions, designing the survey first 

and conducting the interviews afterwards.  
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Surveys 
 

This thesis’s most extensive data collection comes from an online survey designed 

to collect industry information from music creators and intermediaries. The 

rationale for choosing this method was primarily rooted in the scope of the study, 

as it encompassed a large geographical area. By conducting an online survey, 

which can be shared online and amongst colleagues, the reach is far superior to 

postal surveys, which are likely to be ignored or potentially lost in the post. 

Additionally, online data capture’s low-cost nature and effectiveness provided 

more time for data analysis. The survey was designed so that those completing it 

could only answer questions about their specific area of work. 

 

The survey objectives were agreed upon in collaboration with the partner 

organisation after carefully planning a set of closed and open-ended questions, 

allowing the participant to give further depth to an answer in specific cases. The 

closed inquiries were limited to dichotomous responses such as yes or no, while 

the multiple-choice questions included topics such as ethnicity and personal 

income.  

 

The population for the study was individuals working within the 

music industries who reside in Scotland. For sampling purposes, multiple surveys 

were designed based on thematic sectors identified by the stakeholder analysis, 

which led to different samples for each investigation. All participants were 18 to 65 

years old and comprised both males and females. Purposive sampling was 

chosen as the most effective method to collect data (Creswell, 2014). The 

University of Glasgow, The Musicians Union, The Scottish Music Centre, and the 

SMIA all promoted the survey using their social media accounts targeting music 

professionals in Scotland. I hoped that by intentionally promoting the survey to 

music professionals, the responses would be “good sources of information” 

(Patten and Newhart, 2018, p115). Additionally, my connections within the Scottish 

music industries permitted direct contact with many vital intermediaries requesting 

participation, which I hoped would conclude with a “snowball effect” (Sue and 

Ritter, 2012, p45) as word of mouth began to spread within music circles. As the 

data requested was sensitive regarding financial income and personal opinions, it 
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was agreed to anonymise all participants, providing them free will and the 

opportunity to air views without any negativity.  

 

The tool chosen to host the survey was Jisc Online Surveys, a custom-designed 

software tool tasked with collecting and organising data from participants from the 

University of Glasgow. An explanation was offered at this point to inform 

participants of the research project’s aims and objectives, allowing them to make 

an informed choice as to whether they wanted to proceed. Merriam et al. contend 

that researchers should position themselves within the study if they are what is 

known as “insiders” (2001, p411). Therefore, I elected to disclose my position 

within the music sector to reduce the possibility of “knowledge resistance” 

(Williamson et al., 2011, p464). Based on previous research (Williamson et al., 

2003), knowledge resistance occurred in a comparable study when academics 

published their findings but were met with opposition from professionals within the 

industry. By disclosing my position as both an academic and a music 

professional, I hoped the study would be given credibility and accepted without 

opposition. By opting to disclose personal details, the survey was then open to 

response bias from participants, known as the “social desirability paradigm” 

(Stockemer, 2019, p41), which tends to result in two outcomes. First, participants 

choose answers based on what they believe are culturally desirable responses. 

Second, they give responses to paint themselves in a positive light. For example, if 

participants stated that their yearly income was higher than what it was. For this 

reason, everyone was given anonymity.  

 

The survey received 109 responses, with 65 of those coming from music creators, 

16 from live music, ten from recorded music, 15 from music representatives, and 

two from music retail. Although the response rate was disappointing, it was 

expected. Once lockdown restrictions were imposed, art agencies began 

surveying members to collect data on their personal circumstances. I feel 

that there was somewhat of an adverse reaction to so many online questionnaires, 

which could be a possible reason for the low response rate. However, a good data 

set was extracted from music creators and was presented throughout the thesis. It 

was most prominently featured in the findings section of Chapter Eight and 

discussed there, too.  
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Semi-Structured Interviews 
 

Semi-structured interviews were chosen to better understand cultural workers and 

their parallel relationships with additional music sectors. Early in the research 

process, I began considering potential interview candidates and held several 

conversations with the SMIA regarding whom they would like from each sector.  

 

Between 2021 and 2023, fifteen in-depth interviews were conducted. The 

questions were grouped around specific themes, such as entryways to jobs, the 

impact of Covid-19, and how they viewed the music industries in Scotland. 

However, as each sector varies, the questions were often a starting block to a 

much broader discussion. Participants were offered anonymity, although only one 

wanted to remain unknown. I requested more interviews than the amount 

conducted; however, there were a lot of ignored emails. Most surprising was the 

lack of uptake from music professionals I know personally from within the sector. 

Many did not reply to my requests and then did not mention it when I saw them in 

person. My intention was to lower the risk of individuals claiming their business 

interests were not represented within the study. Although that was not 

executed, I am confident it was attempted. Alongside the long-form 

interviews, I contacted three sector-specific colleagues to collect data not offered 

in the survey. The information was linked to the economic estimations calculated 

in chapter five.  

 

Interviews were arranged by email and conducted face-to-face unless this was 

impractical due to geographical issues or lockdown restrictions. In those instances, 

the online video calling platform Zoom was utilised. All meetings were recorded 

and transcribed later, with notes taken to highlight and accentuate specific points 

of significance. Although interviews followed a pre-arranged schedule to collect 

specific data, the researcher allowed the participants to lead the conversation, 

often directing to facts and information new to the study. The data analysis took an 

inductive approach, which Patten and Newhart contend takes a “ground-up 

approach, using observations and conclusions to formulate a theory” (2018, p10). 

The final step was to code the data into thematic groupings, which would be easily 

identifiable when writing up the findings. 
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Desk-based Data Collection 
 

Secondary data collection was connected to the economic estimations for the 

measuring component in chapter five. To capture economic data, an extensive 

online web search of government statistics, Companies House, and previous 

music reports occurred. Once a database of individuals and businesses trading in 

Scotland was collated, it was time to collect their annual revenues. Companies 

House was useful for investigating large businesses; however, in most cases, the 

yearly revenue was conflated with previous earnings and additional assets.  

 

The most time-consuming element of data collection was estimating the projected 

number of live shows each music creator performed and the number of shows 

which took place in each venue. For this, three separate sources were utilised for 

cross-referencing: Facebook events, Setlist FM and Songkick. In some 

instances, music venue listings and band tour posters were analysed for additional 

data. 

 

Economic estimations of music festivals were based on ticket prices and the 

volume of tickets sold, which can be found on Efestivals or the event’s website. 

For additional data, such as whether the event sold out, a basic internet search 

often returned news articles with reliable data. In some cases, no reliable data was 

sourced for businesses. In those instances, a comparative analysis with 

businesses of a similar size within the same business sector was conducted.   

 

Limitations due to Covid-19 

 

The thesis has undoubtedly faced disruption due to the lockdown measures and 

closure of music businesses. The response rate to the survey was lower than 

hoped, possibly due to the high number of impact reports deployed across the 

creative industries in the first few months of the pandemic.  

 

Several key interviews were also requested; however, the individuals did 

not respond. In some instances, interviews were arranged but then cancelled at 

the last minute without being rearranged. This was not due to a lack of trying, 

but I moved on once the respondent did not reply. An additional and unexpected 
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problem was requesting interviews with individuals I know in a professional 

capacity who did not respond even though they knew about the research. 

 

Ethics 

 

The following section will display the actions taken to ensure the study was 

conducted with ethical rigour and to the exemplar standards set by the University 

of Glasgow’s code of ethics. The moral areas most pertinent to this research 

project were informed consent and participant anonymity.  

 

Informed consent was provided at each step of the data collection process. Before 

beginning the survey, participants read a plain language statement outlining the 

research aims and briefly describing the researcher’s background. At this stage, 

participants could either take part or decide not to. Once interviews were 

complete, a consent form was collected to gain consent from individuals to use 

their data where applicable. Some of the data provided was personal; therefore, a 

number of participants were invited to verify details with the researcher post-

process should they have any inquiries or concerns regarding the study.  

Confidentiality was guaranteed within the survey process as the researcher used a 

host site where users logged on without disclosing their names. Semi-structured 

interviews were conducted with individuals from organisations where the company 

name was disclosed but not the participant’s identity.  

 

Conclusion 

 

This chapter has provided details on the methods used to underpin the study’s 

research design. By constructing a narrative of the music industries, the 

researcher aimed to portray a more accurate representation by mapping its 

activities and measuring the income from these actions. Additionally, as the 

COVID-19 pandemic was transpiring in real-time, the ability to deliver data as both 

an insider (backyard research) and from an academic perspective has been 

invaluable
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Chapter Four: Mapping the Scottish Music Industries 
 

Current popular music research from Scotland is scarce and, in many cases, 

combined with additional nations within the UK and presented as a whole 

(Edwards, 2021); however, independent research is available, albeit slightly dated 

(Williamson et al., 2003; Ekos, 2013). Therefore, the first task of this chapter is to 

define what constitutes the Scottish music industries, followed by an examination 

of each sector. The main argument in this chapter posits that Scotland's music 

sector is a complex web of activity consisting of seven overlapping networks. 

 

The chapter will employ a theoretical music industry framework, which will act as 

the foundation for the remainder of this thesis by building on previous music sector 

reviews and reports. The literature review identified Moore's Business Ecosystem 

model (1993) as a suitable approach to mapping business activities in Scotland 

based on his three overarching areas of work: Core business, extended 

enterprise, and business ecosystem. The seven music sectors were chosen for 

investigation after a textual analysis of similar music sectors (Williamson et al., 

2003; EKOS, 2013; Vazquez, 2017; Edwards, 2021). Although this chapter is 

mapping the commercial market, elements of public culture will also be 

explored as the two spheres of activity often overlap. 

 

• Core Business - Music Creators, Live Music, Recorded Music 

• Extended Enterprise - Music Representatives, Music Retail 

• Business Ecosystem - Funding and Development, The Media 
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Scottish Music Industries Model 

 

The first section will argue that music creators are the essential elements of the 

music industries in Scotland. The second will demonstrate the significance of the 

live sector, highlighting the significance of music tourism to the broader economy. 

The third section will analyse recorded music and posit that, whilst less 

economically significant than live music, it delivers high levels of cultural value. 

Section four will examine the role of music representatives within the music sector, 

illustrating their importance in creating economic value for music creators. Section 

five will investigate the role of music retail within Scotland and demonstrate how 

technology has impacted the sector. Part six will argue that although funding and 

development are rarely included within music mapping reports, Scotland's music 

sector remains highly subsidised and reliant on fiscal support. The final section will 

demonstrate that media services are less vital to the music sector than they once 

were. 
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Core Business 

 

Music Creators  

 

Music creators are at the heart of the Scottish music industries. Without them, 

there would be no commercial industry. Although this should be an obvious claim, 

the music sector is often characterised by revenue-generating activities (Edwards, 

2021) rather than creative activities. Music economies are driven by four 

commercial assets (UK Music, 2020): 

 

• a composition or song 

• a master recording of that composition or song 

• a live musical performance  

• an artist as a brand 

 

Cultural intermediaries in the music industries utilise these four assets to generate 

revenue in their respective professional areas while adding value to the artist or 

product. Additional revenue streams will be discussed in more detail later in the 

thesis; however, these four remain at the core of the global music industries. 

Music creators are responsible for almost half of the music industry's contribution 

to the UK economy, demonstrating their economic significance to the overall 

function of the sector (ibid). The vital aspect to recognise is that "it all begins with 

the songwriters/composers who write the music" (Vazquez, 2017, p10-11). The 

live music sector serves a mix of national and international artists and could 

function with the revenues of international acts alone. However, the recording 

sector works exclusively with Scottish artists, as do managers (Appendix Eight; 

Appendix Eighteen).  

 

John Holden's Ecology of Culture model (2015) will assist in illustrating the three 

types of music-making activities occurring across the music industries in Scotland. 
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Although this thesis primarily examines the commercial sector, it is crucial to 

identify the non-commercial activities. Therefore, this chapter will also examine 

publicly funded and homemade (amateur) music-making activities. Music creators 

is an umbrella term incorporating composers, songwriters, producers, artists, and 

musicians. 

 

Composers 
 

Composing is a Western musical tradition commonly associated with classical 

music, although it is synonymous with jazz and chamber music. It is commonly 

assumed that composers are the "creators of art or serious music" (Nash, 1961, 

p81), with the profession often portrayed as a role for the higher creative class 

who wish to innovate and push musical boundaries. There remains a perception 

that composers originate from middle-class families with access to economic 

resources, providing them with the means to pursue such a career (Taylor, 2016). 

Although true across much of the field, the ideology may be a broad generalisation 

when analysing composers across genres, particularly with the introduction of 

digital recording technologies.  

 

Historically, income for composers has come from commissions, the performance 

of a written score or the sale of sheet music. Although the national touring 

companies receive funding directly from the Scottish government, this does not go 

to composers. Rather, arts organisations such as Red Note Ensemble and 

Chamber Music Scotland, funded by Creative Scotland, lead in commissioning 

new works. Additionally, a number of music festivals often commission new 

classical and jazz music, too (Buckley, 2015). Although commissions are an 

essential income element for composers, composing alone is not enough to 

sustain their careers, which explains why many perform live and seek teaching 

roles (Smith and Thwaites, 2019). Primary research confirms that composers are 

highly involved with music venues and festivals, further signifying that performing 

live is a key economic activity. Therefore, Scottish venues and festivals must 

continue programming new works to promote fresh and exciting talent and keep 

fans engaged whilst supplying a source of economic security. Composers have 

had to diversify their revenue streams as there has been a proliferation of new 

composers in recent years, suggesting the number of commissions available is 

insufficient to match the number of composers. 
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Two types of composers operate within Scotland: traditional music composers 

(classical, chamber) and modern digital composers (computer games, electronic 

music, movie soundtracks). However, it has been argued elsewhere that new 

technologies have "opened up ever-widening opportunities for popular composers 

to pursue such a composition/performance/promotion strategy, in contrast to the 

options available to classical composers" (Throsby, 2016, p159). In this sense, 

technology has affected composers differently depending on their genre.  

 

Composing remains essential to Scotland's creative industries across various 

sectors, such as television, film, and computer games, with many of those in the 

sector receiving recognition. Ross Campbell won a Bafta award for his film scores, 

Anna Meredith won the SAY award in 2016, and Oliver Searle received the Young 

Performers Award from the British Composers Awards in 2018. 

 

Songwriters and Producers 
 

A songwriter is an individual who writes a composition with lyrics. Although 

songwriters are often illustrated with romantic views of creativity, Shuker believes 

this ideology "must be tempered with an appreciation of the social conditions 

under which it takes place and the sheer graft involved" (2016, p43). Songwriters 

only have one revenue stream available: the exploitation of their songs through a 

publisher or independently (Anderton et al., 2013, p45). Almost all songwriters 

identified for this study perform their material. However, some notable exceptions 

include David Sneddon, one half of the songwriting duo Nexus, who has written 

with Lana Del Rey and Lewis Capaldi, whilst Jim Duguid has written with Paolo 

Nutini and Scottish newcomer Callum Beattie. It is evident that unless writing for 

established acts, forging a career solely as a songwriter does not always 

provide sufficient revenue, indicating why so many also perform live. 

 

There appears to be minimal support for songwriters in Scotland from within the 

industry. As a result, the community often offers advice and training to up-and-

coming songwriters in what appears to be a supportive network of 

creatives.Findlay Napier hosts the annual Glasgow Songwriting Festival and one-

off events nationwide. A new, all-female collective from Tamara Schlesinger (Hen 

Hoose) has recruited some of the best Scottish songwriters to tackle inequalities in 
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the sector. With opportunities limited, it is alarming that specific institutions limit 

their development opportunities based on age. For example, the Ivor's Academy 

limits its rising songwriter award to those under twenty-five. Although not explicitly 

stated, PRS funding favours younger music creators too. One possible reason for 

this could be the apparent bias from major record labels towards signing 

predominantly younger acts to their roster.  

 

The decline in revenue from record sales has impacted songwriters more than 

most other music creators, as others have diversified their revenue streams. 

Composers, artists and musicians all have a stake in live revenue, including the 

lucrative element of merchandise for some. The Covid-19 pandemic correctly 

illustrated the discrepancy, with Mulligan arguing that "artists are learning how it 

feels to be a songwriter" (Mulligan, 2020).  

 

New recording technologies have introduced the producer to song composition. 

Producers will often use digital recording tools to build a track. They will then 

employ a songwriter to develop a melody and write lyrics or have a singer record a 

vocal track they have written themselves, resulting in fewer opportunities for 

composers and songwriters (de Laat, 2015). Calvin Harris is one of the most well-

known producers globally; however, he does not reside in Scotland. 

 

Musicians (Performers)  
 

Musicians are at the heart of the Scottish music industries. In many cases, a 

musician can also be a songwriter, composer, or artist; however, this section will 

primarily discuss musicians as individuals who play an instrument, either for a live 

performance or for recording purposes, to make a living from their activities.  

 

The majority of musicians in Scotland are independent; however, a small 

percentage are employed via the NTCs, which are funded directly by the Scottish 

Government (Scottish Government, 2018a). Furthermore, the BBC supports the 

Scottish Symphony Orchestra (SSO), although wages are collected directly from 

television licence fees. The explicit funding provides guaranteed employment 

across the genre for musicians within Scotland and visiting musicians. The 

ringfenced funds are largely in place to ensure the genre's continued survival due 

to classical music's cultural significance and recent diminishing performance at the 
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box office. Haynes and Marshall note that "there exists in the classical sector (and 

jazz to a lesser extent) a pool of potential employers (e.g. orchestras, theatres) 

with whom individual musicians can seek work whereas, in popular music, 

musicians have tended to be seen as free contractors rather than (potential) 

employees" (2017, p461). In this sense, classically trained musicians are 

granted a higher social standing. However, it is unfair to compare both sets of 

musicians as the career trajectories and levels of training can vary significantly, 

with the economic resources required to train classical musicians from an early 

age different from those of most popular musicians.  

 

Traditional and folk music has grown in popularity due to national promotion from 

agencies such as Hands Up for Trad (HUFT) and The Traditional Music Forum 

(TMF). The last fifty years have seen a growth in the commodification of these 

genres, with shows growing in size and musicians generating higher revenues 

than was previously possible (McKerrell, 2014). Data from the TMF indicates that 

most musicians in the genre are not performing to receive significant financial 

returns but instead trying to "commoditise their skills to the extent that they can 

make a comfortable living" (Blanche, 2019, p90). Of the 114 musicians surveyed 

by the TMF, 88% revealed that performance fees were their primary income 

source, followed by teaching, which was 65% (ibid, p28). That is not to say that 

musicians are not attempting to achieve commercial success; many are happy to 

be involved in a job they value. The export opportunities available for traditional 

and folk music suggest that it is also popular overseas, with Showcase Scotland 

Expo (SSE) successfully helping Scottish musicians earn revenue overseas via 

touring opportunities. 

 

Although less economically lucrative than other genres, jazz music is grounded in 

live performance. There is no shortage of talented musicians; however, a lack of 

touring infrastructure has impeded the genre's progression in recent years. 

Despite Jazz Scotland's presence, New Music Scotland reported minimal 

programming for Jazz music in venues nationwide. Instead, the genre appears 

more prominent with festivals (Webster and McKay, 2016). There is only one 

dedicated jazz venue in Scotland, The Jazz Bar in Edinburgh. Additionally, 

musicians have begun promoting their live shows in venues around Glasgow and 

Edinburgh as vehicles to drive the genre forward and garner interest from new 

audiences (Rodgers, 2022).  
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Although live music has become a lucrative sector for some, there are still 

instances when performers are requested to work for free. The MU (2012) 

surveyed or interviewed almost 2000 musicians, with 60% revealing they had 

received a request to work for free in the previous year. The TMF (2019) 

conducted similar research, which surveyed 114 musicians and revealed that 63% 

of respondents had received a request to work for free the previous year, 

indicating that the practice was still an issue.  

 

Aside from live performances, musicians have a stake in copyright should they 

perform on studio recordings. Wikstrom (2009) argued that music has become a 

copyright industry. However, research from Phillips and Street reveals that 

classical musicians were less interested in copyright. In contrast, rock and pop 

musicians had a vested interest, which suggests that attitudes vary depending on 

revenue opportunities and genre (2015, p350). 

 

Although the work of amateur musicians is too broad a topic for this thesis, they 

are still noteworthy because they play an integral role in Scotland's music 

industries. Finnegan refers to these individuals as hidden musicians (2007) who 

often participate in local music-making activities. Many successful musicians within 

Scotland do not earn their total income from music activities alone, suggesting 

they are not professionals. Finnegan admits that delineating between amateur and 

professional is challenging as they operate on "a complex continuum with many 

different possible variations" (2007, p34). It is also possible that amateur can refer 

to the level of skill a musician has on their instrument. 

 

Although most revenue generated from promoters originates from high-profile 

acts, amateur musicians remain noteworthy as they promote music at a grassroots 

level within the Scottish music industries. The Traditional Arts Working Group 

identified the importance of music-making across all competencies, explaining that 

"there is a continuum between voluntary and amateur activity, through to 

professional, commercial activity, and people will find themselves at several points 

on the continuum (sometimes simultaneously) at different times in their musical 

life" (Francis et al., 2010, p33). 



 63 

 

Artists 
 

An artist is a musician who records music written by themselves or by another 

songwriter or composer (Strasser, 2010). Usually, the artist will embark on a tour 

to promote and perform the music they have recorded. In this sense, an artist is 

both a creator and a performer. In the pre-digital music sector, artists were often 

signed to major labels as they had the funds to invest in marketing, promotion and 

distribution (Negus, 1992, p55). However, the number of additional roles artists 

undertake has grown because of the opportunities presented by new digital 

technologies. Although the do-it-yourself concept is not new (punk music, e.g.), the 

internet has provided the means to perform tasks often outsourced to 

intermediaries.  

 

Research investigating the strategies of independent artists noted that "becoming 

a self-sufficient business entity requires mastering advanced functions such as 

financing, distribution, merchandising, public relations, marketing, and branding" 

(Hracs, 2015, p47). A number of interviews for this thesis supported the argument 

proposed by Hracs, although there are several reasons why that may be the case. 

C Duncan (2022) noted that recording all his music allowed him to work when and 

wherever he wanted; however, it could also be suggested that this was a financial 

decision to save revenue. Everts et al. note that while some musicians can utilise 

new technologies because they choose to, the other side of the discussion asserts 

that early-career musicians "have to take responsibility for more work activities to 

build a career" (2021, p97). Independent artist Malka (Schlesinger, 2022) 

discussed her DIY aesthetic, explaining that she has a limited budget and, 

therefore, has to take on multiple roles which she can not get anyone else to 

perform for free. In this sense, performing these tasks is viewed as a short-term 

solution until more financial backing is sourced. 

 

Over the years, Scotland has produced popular acts that are economically 

successful nationally and internationally. A mix of heritage acts such as Texas, 

The Proclaimers and Simple Minds sit alongside newer artists such as Chvrches, 

Young Fathers, and Biffy Clyro, operating actively in the recording and live 

sectors. Even jazz has produced a popularartist with Fergus McCreadie, who won 
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the SAY Award in 2022. The Scottish economy profits from the income generated 

by these artists, although a growing number choose to leave Scotland and 

relocate. For instance, Lauren Mayberry of Chvrches lives in Los Angeles, while 

the rock band Travis can be located between the UK and Los Angeles.  

 

Plenty of artists choose to remain in Scotland, with the most economically 

significant genres remaining pop and rock. The recent success stories are Lewis 

Capaldi and Gerry Cinnamon. Capaldi, hailing from West Lothian, has achieved 

global stardom since he broke onto the scene in 2017, becoming the most 

significant music export the country has produced in a long time. By the end of 

2019, Capaldi had become the first Scottish solo artist to top the Billboard Hot 100 

in America since 1981 (Savage, 2019). Another star, Gerry Cinnamon, had been 

on the industry's periphery for some time before selling out arenas across the UK. 

Cinnamon's rise to fame came with no record label or team, culminating in two 

sold-out shows at Hampden Park. Cinnamon currently has over 250 million 

streams on Spotify alone. The rise of both artists has been unique as they are both 

working-class, self-taught musicians. In recent years, there has been a shift in 

popularity regarding artists from the folk and traditional genres. Many of these 

homegrown artists, such as Elephant Sessions, Skippinish, and Peat and Diezel, 

are selling out commercial venues the Barrowlands and the Glasgow Academy. 

The success is identifiable both at home and internationally.  

 

Although some artists pursue the independent route, many are still eager to go 

down the traditional path and sign with a record label. However, investing in 

musicians has changed as album sales have declined. Few record labels are 

willing to risk signing an artist until they have a proven fanbase for live shows with 

high streaming figures and high social media traffic, suggesting that major labels 

do not want to develop artists anymore. Instead, they want to generate as much 

revenue as possible as quickly as possible.  

 

Nine Scottish acts remain signed to the three major labels in the UK, although 

there are no folk, traditional or jazz acts.   
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Artist    Label 

 

Biffy Clyro   Warner Music Group 

The Snuts   Warner Music (Parlophone) 

Amy MacDonald  Universal 

KT Tunstall   Universal 

Chvrches   Universal 

Emeli Sandé   Universal 

Lewis Capaldi  Universal 

The Eurythmics  Sony Music 

Primal Scream  Sony Music 

Calvin Harris  Sony Music 

 

Summary 

 

The section has revealed the expansive activities of music creators across the 

sector whilst defining their activities. It has been argued elsewhere that Scotland's 

problem has long been the lack of music creators achieving and maintaining 

commercial success (List, 1990; MIST, 1994; Williamson et al., 2003); however, 

the global interest in Lewis Capaldi has shown that it is possible to produce a 

world-class artist, albeit with business links outside of Scotland. By analysing the 

number of Scottish artists signed to major labels in comparison to the remainder of 

the UK, the numbers are extremely low. Additionally, The Mercury Music Prize 

only had one Scottish act nominated for both 2021 and 2022; however, this is not 

fully representative of the quality of music produced nationally. The overarching 

issue remains fair remuneration for music creators; however, as this section has 

shown, this has become increasingly difficult for songwriters and composers who 

do not have live performance revenues. 

 

Live Music 

 

"The conventional argument in rock analysis has been that live concerts exist 

courtesy of the record industry: their function is to promote records, to which they 
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are subordinate (and for which purpose they are subsidised). But this argument no 

longer seems valid" (Frith, 2007, p5) 

 

Sara Cohen defines live music as "events that bring musicians and audiences 

together in one place at one time and involve performance on vocals or other 

music instruments and technologies, or with music recordings" (2012, p587). The 

live sector in Scotland has consistently performed above the UK average (EKOS, 

2013) and remains a constant strength for the sector. However, as with other 

music industries, the live sector relies on a mixture of national and international 

acts. Primary research for this thesis has illustrated how vital live music remains 

as a means of revenue for music creators. UK Music revealed that live music 

contributed £1.3 billion to the UK economy in 2019, a 17% increase compared to 

2017, whereas recorded music generated less than half of the live sector GVA for 

the same period (Edwards, 2020) 

 

Frith argued that the "value of music (the reasons why people are prepared to pay 

money for it) remains centred in its live experience" (2007, p4), with Forbes 

describing this phenomenon as "thereness" (2011, p114). The sector has 

identified and exploited this through the growth of live shows and festivals. This 

section will illustrate the importance of the live sector to the overall functioning of 

the music sector in Scotland, as well as the possibilities of music tourism to the 

broader economy. 

 

Live Music Promoters 
 

The role of a promoter is to book artists and musicians to perform music in pre-

determined music venues or festival spaces. Once a financial fee and terms 

have been agreed upon, the promoter is responsible for booking the venue, selling 

tickets, and remaining in contact with the act or their representatives. If the show 

does not perform well, the artist still receives their guaranteed fee; therefore, the 

financial burden lies with the promoter with Harrison acknowledging they are "the 

risk takers" (Harrison, 2021, p563). Cloonan argues that three types 

of promoter are identifiable across Scotland: professional, state and enthusiast 

(Cloonan, 2012); however, it could also be asserted that several semi-professional 

(part-time) promoters operate in the main cities promoting small, local, up-and-

coming bands and artists. Regardless of the model, all types work on the 
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conventional basis of selling tickets to generate revenue, with the exception 

of clubs and societies (enthusiasts), which sometimes function as charities or not-

for-profit organisations. 

 

Scotland has three prominent commercial promoters operating predominantly 

across the central belt. Dance Factory Concerts (DF Concerts), the largest of the 

three, was bought over in 2008 by Live Nation, whilst Regular Music was 

acquired by Deutsche Entertainment AG in 2022. Paul Cardow Limited (PCL) 

remains independent. All three promoters work with the rock and pop genres; 

however, the popularity of hip-hop and dance music has seen them branch out in 

recent years. Around Scotland, several smaller, independent companies such as 

432 Presents, Synergy Concerts, Jazz Scotland, Triple G Music, PM Music, Active 

Events, CPL, and Beyond Presents, book rock and pop; however, these promoters 

are much more diverse in their programming across genres such as metal, 

traditional music, folk music and jazz. There does not appear to be much 

competition between promoters, with Brennan and Webster noting that many "co-

exist symbiotically" (2011, p11) within the sector.  

 

Classical music has no specific promoter in Scotland, instead following the state 

model with the five performing companies personally overseeing their touring 

schedules. Each of the five companies has headquarters in various venues in 

Scotland. These are all situated within the central belt. 

 

• Scottish Opera - Glasgow  

• Royal Scottish National Orchestra - Glasgow   

• Scottish Chamber Orchestra - Edinburgh   

• Scottish Ballet - Glasgow  

• National Theatre of Scotland - Glasgow 

   

Scottish Ballet and The National Theatre of Scotland have musical components in 

their performances, hence their inclusion in this study.  

 

Due to their national, international and cultural significance, the Scottish 

Government funds these groups to tour. From 2016 to 2018, over 7000 

performances involving the five NTCs took place worldwide and closer to home in 

each local authority within Scotland. 2017/18 saw £350,000 invested in touring for 
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all five national companies, leading to worldwide touring and substantial 

investment in Scotland's image on a global platform (Scotgov, 2018). 

Music promoters are an essential component of the Scottish music industries. With 

low economic returns for recorded music, promoters have become key 

intermediaries for music creators in Scotland as gatekeepers and critical revenue 

sources for acts of all sizes.  

 

Ticketing Agents 
 

Promoters outsource their ticketing arrangements to venue box offices or primary 

ticketing agents who sell and distribute tickets on their behalf, as it is a specialised 

profession that most promoters cannot do themselves. Behr and Cloonan explain 

that they are "the primary point of contact for customers" (2020, p97), which 

indicates that they are a buffer if anything were to go wrong with the show.  

 

Scotland has three ticket agencies targeting the domestic market. Gigs in Scotland 

is an agency DF Concerts operates to promote their shows, whilst Glasgow Life is 

a charity working on behalf of Glasgow City Council. The company look after five 

independent venues: The Tramway Theatre, The Royal Concert Hall, The Old 

Fruitmarket, The City Halls and The Bandstand in Kelvingrove Park. Ticket 

Scotland is the only independent agency operating within Scotland. With offices in 

Glasgow and Edinburgh, they cover the length and breadth of the country, 

covering all levels of gigs, ranging from small local promoters to Regular Music 

and DF Concerts.  

 

Live Music Venues 
 

Scotland has diverse music venues, ranging from bars and pubs to large 

arenas operating across private, commercial and council-owned sites. Specific 

trust venues such as the Perth Concert Hall and The Royal Concert Hall in 

Glasgow receive funding from Creative Scotland, supporting their programmed 

event list whilst supporting local promoters. Multiple arts centres are at the core of 

local programming. Glasgow's Centre for Contemporary Arts, An Lanntair in Lewis 

and Comar in Mull all receive funding from Creative Scotland's regular funding 

scheme. These institutions enjoy a wide variety of genres by embracing a mixture 

of local and international acts. Music venues can also act as spaces for additional 
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activities, such as restaurants or bars, rehearsal and recording spaces that are 

essential lifelines for new musicians as they develop, and hubs for education and 

community work that act as spaces for social interaction.  

 

Although Scotland has sixty-three dedicated ticketed music venues, almost half of 

these are located in Glasgow, which indicates that Glasgow is a hub of music 

activity for music creators and intermediaries. Edinburgh accounted for just under 

a quarter, with 15 venues. A negative aspect identified in several cities is the lack 

of mid-sized venues. Dundee has several small club-size venues at around 300 

capacity and Fat Sam's at 1000 capacity; however, the next step up is Caird Hall, 

which is 2300. The shortage of venues for artists to scale up organically is 

identifiable across most Scottish cities, with the exception of Glasgow. As a result, 

growth and development opportunities for music creators are potentially being 

lost.  

 

The Hydro in Glasgow has been a major economic booster to the local economy in 

Glasgow due to both the sale of tickets and the music tourism opportunities it 

provides. Pollstar (2018) revealed that the venue sold 1,040,956 tickets and was 

the fourth most active arena in the world in 2018. Based on these ticket sales, this 

thesis estimates that the revenue from ticket sales was around £52,047,800. 

Current research from UK Music (Edwards, 2023) demonstrated that music 

tourism spending in Scotland brought in £581 million to the Scottish economy in 

2022. Although the Hydro is not the only venue visited by music fans, it 

emphasises the economic possibilities of large-scale shows for both the music 

industries and the Scottish Government.  

 

Outside of the major cities, a notable lack of touring infrastructure is identifiable in 

smaller towns, as artists have limited options to perform live. Although Glasgow 

and Edinburgh have venues of size and scale, more connection is 

required between urban and rural touring across the country, with minimal 

opportunities available for any tours of scale. However, Mumford and Sons 

demonstrated in 2011 that it is possible after embarking on an eight-date tour of 

the highlands and islands (Goodwyn, 2011). Colin Keenan from ATC Live 

explained this point by highlighting that "Dundee and Stirling and Falkirk, I feel like 

it used to be easier to go in and play. We've lost some great venues in those 

markets" (Keenan, 2022). The fact that these locations at one time did have 
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venues that closed suggests that there is no immediate demand for live music; 

however, the increased revenues linked to live music point to increased demand.  

 

Grassroots Music Venues 
 

Grassroots music venues are epicentres for the creativity and growth of music 

creators, even though music creators (or owners) rarely profit at this activity 

level. Although these venues are small, often in disrepute and lacking adequate 

sound equipment, they are integral to local music communities as hubs of activity 

and locations to connect musicians. Between 2008 and 2018, 35% of GMVs 

ceased trading in the UK (UK Music, 2018), resulting in a loss of economic, social 

and cultural value. However, GMVs are one area that is well represented within 

Scotland, with at least one in each major city (Appendix Four). 

 

The Music Venue Trust identifies the programming of cultural activity as the critical 

focus of all GMVs and as risk-takers in booking new or unknown talent. These 

venues must book up-and-coming bands so that the music industries in Scotland 

and the wider UK can reap the economic rewards from any such investment 

further down the line (Behr et al., 2014). These venues are also the starting point 

for many musicians to begin their careers as amateurs before progressing to 

professionals.  

 

After several GMV closures and the threat of countless more, the Scottish 

Government followed Westminster's lead in applying a protective policy due to live 

music's economic and cultural importance. The Agent of Change principle was 

written into Scottish law in 2019 to protect venues of all sizes, especially those 

operating independently. The primary directive of the initiative was to make 

developers responsible for recognising and addressing any issues that may arise 

from nearby music venues regarding noise (Street, 2022).  

 

Music Festivals 
 

There are seventeen varieties of music festivals (Stone, 2009); however, these 

can be illustrated in three ways (Webster and McKay, 2016): rural events, which 

incorporate camping and amplified music; venue-based events linked by genre or 
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theme and urban carnivals which are often street-based. Elements of these can, in 

many cases, overlap. Rock and pop festivals remain the most economically viable 

events, often organised by established promoters such as DF Concerts and 

Regular Music. Reynolds acknowledges that the social significance and demand 

for music festivals "has created a separate business, within that of live music" 

(2016, p160). The term "festival season" (ibid, p51) has become synonymous with 

large outdoor festivals often occurring during the summer. Although Baumol and 

Bowen's theory of cost disease (Throsby, 1996) and economies of scale are still 

relevant to performances in music venues, festivals have adapted and grown due 

to sound technology, allowing more considerable numbers of people to attend.  

 

Music festivals in Scotland can be significant drivers of local economic growth due 

to the considerable number of fans attending. TRNSMT festival in Glasgow 

attracts around 50,000 fans to the city centre event daily, with many travelling to 

attend. UK Music (Edwards, 2023) acknowledges the broader impact of 

employment and music tourism on festivals, revealing that in 2022, Scotland 

welcomed 1.5 million music tourists with 1.4 million domestic travellers, whilst 

110,000 were foreign. Additionally, it is estimated that around 5340 individuals are 

employed due to music tourism. Whilst this is great for the economy, it should be 

noted that events of this nature can also be problematic due to the high volume of 

attendees passing through the city with disruption to local services, noise 

complaints, and drunken behaviour from attendees have all been noted as 

problematic (Jones, 2023; Tiwari, 2023). 

 

Not all events are large-scale, with many festivals scaled back as boutique and 

family-friendly. Although smaller, these events are equally vital for the local 

economy by investing in rural areas that would otherwise only experience 

summertime tourism. Events such as Kelburn Garden Party and Eden Festival 

cater to a multicultural audience with music and art spanning various genres. 

Several specialist festivals operate each year to promote specific genres featuring 

domestic and international acts. The Glasgow Jazz Festival has drawn crowds 

since 1987, with top names coming worldwide to perform. The festival also allows 

delegates from Jazz communities worldwide to see local musicians perform at the 

Jazz Promotion Network Conference, with potential touring opportunities (Creative 

Scotland, 2019). Jazz Scotland also organises several smaller festivals in 

Aberdeen, Islay and Dundee.  
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Celtic Connections is an annual folk, roots and world music festival held across 

multiple venues in Glasgow. Since 1994, Glasgow Life has promoted the event 

with yearly growth. The first event, utilising only the Royal Concert Hall, had 

27,000 attendees across 66 events. In contrast, the 2018 event occurred in 28 

venues, with over 130,000 individuals attending 350 events (Folk Radio UK, 

2018). Although operated for profit, the festival also promotes music education by 

providing access to free concerts, events and workshops for school children, partly 

due to the investment and support from Creative Scotland.  

 

Not all festivals run for commercial gain, with some operating as non-profit 

charities and community projects. These events often incorporate live music with 

workshops and ceilidhs to boost local economies and promote a sense of 

community. Knockengorroch Festival in Dumfries and Galloway aims to keep the 

traditional Celtic culture alive while promoting multi-ethnicity and world music 

across traditional and contemporary platforms. As part of a community interest 

group, it maintains social and cultural value for the local community. Many 

traditional festivals operate in the same fashion as Knockengorroch, with the 

Montrose Music Festival promoting one mainstream act to support its 

programming of local musicians.  

 

Auxiliary Live Services 
 

The production of a live show can be thought of as the "equipment, people, and 

processes" (Reynolds, 2016, 229) that come together for the show to occur. Live 

shows are the combined work of many stakeholders, including those who supply, 

construct, and operate live music events at a technical level. These intermediaries 

are crucial to the smooth running of events. Most companies offering these 

services are located in the central belt, although there are exceptions with Apex 

Acoustics in Dundee and Limelight event services in Inverness. Ad-Lib, one of the 

biggest suppliers in the UK, has an office/warehouse in Paisley, helping to support 

domestic and international acts. The remaining suppliers are all registered in 

Scotland.  
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Touring and Local Crew 
 

Attending a show is all about seeing the artist on stage. Little thought rarely goes 

into how the show came to be. Behind the scenes at every live event is a local and 

touring crew team who work to make the event run as smoothly as possible. 

These staff members have become known as "roadies" (Rutter, 2011, p61). A 

touring act will generally have a tour manager, two on-stage techs (guitars and 

drums), a sound engineer and a lighting engineer for a mid-size show (Forde, 

2017). The promoter of these shows will provide the local crew to help solve any 

technical issues on the day. Local crew, referred to as In House, sometimes have 

a permanent position within a venue, although they are usually self-employed and 

move between venues. Touring crew, depending on experience, can command 

wages ranging from £150 to £450 a day (Interview 3, 2023). These wages are 

reflective of the extended hours that workers must adopt.  

 

Summary 

 

This section has illustrated that live music is Scotland's most commercially driven 

sector, generating revenue for both those performing and those helping to stage 

events. However, there is a discernible distinction between those operating at the 

grassroots level and those involved in large-scale events. Additionally, tourism 

opportunities for stimulating local economies have also been demonstrated. These 

will be discussed in more detail in the following chapter.  

 

Recorded Music 

 

The recorded music sector in Scotland can be characterised as a group of 

intermediaries who help to convert symbolic goods (songs) to commodities. 

Globally, the sector has encountered several disruptions over the years due to 

technological disruptions that have altered how music is stored and retrieved 

(Frith, 2001). The sector's most recent period of disruption resulted from 

digitalisation; however, the effects have since begun to settle, and the sector 

appears to be experiencing a spell of relative stability. Becker acknowledges these 
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changes, noting that "social systems which produce art survive in all sorts of ways, 

though never exactly as they have in the past" (2008, p6).  

 

The following section will demonstrate that while recorded music is less 

consequential to the music sector in Scotland than live music, it retains a crucial 

role in delivering national cultural content.  

 

Record Labels 
 

A record label is a business that aims to exploit music recordings to increase their 

economic returns. Arditi explains that "record labels provide the artists with the 

means to record, distribute, and market a recording in exchange for the rights to 

the recording through an advance (a prepayment of cash on potential 

royalties). This is possible because copyright is transferable" (2020, p11). It is the 

artist's role to create music, and it is the responsibility of the record company to 

manufacture, distribute and market the product so it reaches a broad spectrum of 

the public, often via TV, media outlets and radio (Rutter, 2011). The decision of 

whom to work with is often challenging and based on a "whole series of 

commercial judgements and cultural assumptions" (Negus, 1999, p32). The 

standard recording contract altered as the sale of physical music declined. As 

Marshall notes, major labels and several large independents adopted a "360 or 

'multi-rights' deal, in which the record label participates in and receives income 

from a range of musical activities beyond the sales of recordings" (2012, p78). 

There is no data to suggest that this occurs within Scotland. 

 

As mentioned previously, record companies are interested in intellectual property 

(IP), which comes from the work of songwriters and composers. A previous music 

sector review in Scotland correctly argued that "it is those that own and exploit that 

IP that typically command the greatest economic returns – the record labels and 

publishers" (Ekos, 2013, p47); however, retaining intellectual property in Scotland 

is a significant issue as the exploitation of artists' work is often maintained by large 

independents or major record labels in London. This is likely due to the inability to 

compete with prominent record labels with more finances to invest in artists and 

their campaigns.  
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The recent successful exporters of music, Lewis Capaldi, Paolo Nutini, Young 

Fathers and Chvrches, are all signed to London-based labels, which retain 

revenues until the artist makes a profit. In this sense, Scotland is losing economic 

value due to an underdeveloped infrastructure. However, this disregards the reality 

that Scotland has a relatively successful independent scene that pursues music of 

cultural significance. In this sense, Scottish record labels follow Negus's 

assumption that culture can produce an industry, albeit on a localised scale (2004, 

p14).  

 

The most profitable labels in Scotland began as platforms to release music for 

their owners and other artists. Mogwai founded Rock Action Records, The 

Delgados launched Chemikal Underground, and Slam co-founded Soma Records. 

More recently, Skerryvore formed Tiree Records, whilst DJ Jackmaster co-

founded Numbers. Although this could be defined as "an expression of symbolic 

resistance" (Drijver and Hitters, 2017, p20), it is more likely that the artists required 

a platform to release their music as within Scotland, there were limited options at 

that time. 

 

Scottish record labels are not benefitting from the revenues generated by 

streaming services because no popular mainstream commercial acts are 

signed within Scotland. The BPI (2022) revealed that streaming accounts for 83% 

of music consumption in the UK, with vinyl records accounting for a quarter of all 

physical purchases. CD sales experienced a yearly decline of around 10.5% from 

2020 to 2021, whilst vinyl and cassettes have increased by around 10.6% across 

both formats. Scottish label Rock Action Records released a number-one record 

from Mogwai in 2021; however, the sale of vinyl and CDs has been highlighted as 

the key to its commercial success (Beaumont-Thomas, 2021). A similar scenario 

occurred a year earlier when Gerry Cinnamon scored a number-one record. The 

first week sales were 28,945, with 6,629 coming from streams (Paine, 2020). 

Furthermore, Tiree Records disclosed that for thirteen million streams, they had 

received £64,964 over ten years, equating to around £6500 a year.  
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Manufacture and Distribution 
 

The impact of new technologies on the recorded music sector has significantly 

impacted distribution channels. Pre-internet record labels functioned as 

gatekeepers controlling the manufacture and distribution of recorded music across 

all genres; however, digitalisation has allowed musicians to self-distribute (Arditi, 

2015; Eiriz and Leite, 2017). The opportunities arising from democratising 

distribution practices have permitted a significant range of music creators to make 

their music directly available to consumers. A new strategy and opportunity for 

artists has been to bypass the traditional record deal and sign to label services, 

which Gerry Cinnamon did via his own imprint, Little Runaway Records. By signing 

to label services, artists can retain the copyright to their songs. Rather than 

receive an advance, artists will pay to use the services depending on their 

campaign's size with marketing, promotion, and distribution available (Kirby-

Welch, 2017).  

 

Scotland has three digital music distributors: EmuBands, Birnham CD, and 

Threads of Sound. EmuBands and Threads of Sound exclusively distribute digital 

music, whereas BirnhamCD offers digital distribution, CD duplication, and vinyl 

pressing as additional services.  

 

The rise in DIY artists has led to a revival of cassette tapes. Although this is not a 

significant economic driver, a manufacturer, Glasgow Tapes, provides this service. 

The demand and manufacture of cassette tapes have increased steadily since 

2012, culminating in 80,404 UK sales in 2019. Although these figures are 

encouraging, it is worth noting that cassette tapes account for 0.1% of music 

consumption in the UK (BPI, 2020).  

 

Within Scotland, music manufacturing services remain a long-standing weakness 

with no viable options for large-scale physical production. However, the small-

scale nature of many labels based in the country suggests there is no actual 

demand for them, especially with the popularity of music streaming amongst 

consumers. 
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Recording Studios 
 

Recording studios are the most commercially viable businesses operating within 

the recorded music sector, as they still generate impressive revenues. Even with 

the decline in record company revenues, recording studios remain in high 

demand. It was assumed that home computers and digital recording equipment 

would significantly impact studios (Leyshon, 2009); however, that does not 

appear to be the case, with 96 locations still in use nationwide. Glasgow and 

Edinburgh are home to the majority; however, as identified in Appendix 10, the 

remaining companies are dispersed around the country, with several functioning 

as residential businesses for long or short-term stays.  

 

A recording studio can be considered a "site where appropriate and available 

technologies are assembled and hired to musicians and producers for periods of 

time, for the purpose of sound recordings" (Gibson, 2005, p196). There are three 

identifiable stages to creating a commodified piece of music: the recording, the 

mixing and the mastering. The same person can perform all of these, although 

each task can be classed as specialised (Rutter, 2011 p67). During the 1980s, 

recording studios provided high levels of economic activity to the music sector in 

Scotland; however, by the late 2000s, the levels of cash moving through the 

Scottish economy from recording activity began to decline as record labels grew 

cautious of investing high levels of capital in new acts. Studios that could demand 

£1000-£1200 a day dropped their prices to £450 a day (Lamont, 2014).  

 

Although revenues from recording studios have steadily declined, new studios 

continue to open, with the world-class Gorbals Sound Studio in Glasgow and Post 

Electric Studio in Edinburgh. Most available studios cater to rock, pop and 

traditional music with less emphasis on jazz or classical. Hopefully, adding two 

Scottish studios to the Miloco Roster will bring several artists north of the 

border. St Mary's Space is a renovated church just north of Oban, whilst The Black 

Bay Studio is on the Isle of Lewis and operates as a residential facility.  

 

Recording studios remain important locations for music creators; however, as 

spaces, they are less significant than they once were. New technologies have 

lowered the barriers to music-making, leading to the "vertical disintegration of 

production" (Leyshon, 2014, p136). As a result, more artists record at home or in 
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mobile studio set-ups. C Duncan (2022) revealed that he records all his music on 

his laptop, working wherever he goes. Artist Malka (2022) works similarly; 

however, she only records her music whilst hiring a mixer as she does not 

have the skills to do so herself. By lowering the cost of production, music creators 

can use the cash to market and promote their releases. However, this does not 

mean that studios will become obsolete. Survey data reveals that recording 

studios are the second most utilised intermediary by music creators in Scotland. In 

this sense, they remain critical sites of cultural production, albeit in a more hybrid 

fashion.  

 

One observation from collating the list of available recording studios in Scotland is 

the insular nature of bands who use them. Almost all spaces operate with Scottish-

based artists. There is no incentive to travel to these facilities as only a few 

Scottish-based producers are known nationally. However, the owner of Black Bay 

Studios, based on the Isle of Lewis, has revealed that his space regularly has 

bookings from Belgium, USA, France and Germany (McLennan, 2023). However, 

this is likely due to the facility's representation within the Moloko Group, which 

represents recording spaces globally. 

 

Record Producers and Engineers 
 

The role of record producers gained traction within popular music in the 1950s. 

Shuker identifies them as intermediaries "who directed and supervised recording 

sessions and who also frequently doubled as sound engineer" (2016, p45). All 

studios listed in this study come with an in-house engineer as standard. As studio 

revenue declined, many owners chose to operate their studios on a day-to-day 

basis as a way of cutting costs, which suggests that studios are struggling 

financially; however, data from Chapter Five reveals this to be contradictory.  

 

Most producers have left the country to achieve success as there is not a thriving 

recording sector with commercial artists, with London a more targeted area for 

recording popular music. Stuart Crichton, originally from Ayr, is a leading producer 

and songwriter based in Los Angeles. His roster of clients includes the Backstreet 

Boys, Kylie Minogue and Kesha. In 2019, he was nominated for three Grammys 

due to his songwriting and production credentials. Rodaidh McDonald from 

Edinburgh, currently residing in Los Angeles, has produced and mixed number-
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one albums for artists such as Adele, The XX and Vampire Weekend. McDonald 

also has a winning Mercury Music Prize album under his belt and a US number 

one album after working with David Byrne on his American Utopia album. The 

most successful producer from Scotland in terms of worldwide success continues 

to be Calvin Harris. Having produced tracks for Rhianna, Katy Perry and Dua Lipa, 

Harris is among the most in-demand pop producers globally.  

 

It is evident that Scotlands studios are strongly leaning toward the rock and pop 

genres; however, many smaller studios cater to folk and traditional music, which 

has been rising in recent years. None of the engineers or producers identified in 

this study appear to have a Jazz or classical music background, although their 

skills are undoubtedly transferable across genres. 

 

Extended Enterprise 

 

Music Representatives 

 

The following section will demonstrate that music representatives are critical 

stakeholders within the Scottish industries as they are directly linked to revenue 

generation for music creators. These include music managers, collection 

management agencies, publishers and live music agents. Determining which 

stakeholders to include in this section was challenging as publishers and live 

music agents could be placed elsewhere within the chapter. However, it was 

decided that in the Scottish context, they represent the business of music creators. 

 

Music Managers 
 

Twenty-eight managers were identified for this research, with almost all located 

between Edinburgh and Glasgow, with varying levels of experience, from small 

local bands to international touring acts. The most successful company in recent 

years has been Kingdom Management, which assisted in the discovery and 

development of Lewis Capaldi. The remaining businesses are all solo companies 

with a single employee except for A Modern Way from Edinburgh, which has two 

employees and GnR Management from Glasgow, which has three 
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workers. Although several commercial acts have managers in Scotland, most 

artists are represented by large management agencies out of the country. 

 

Managers are the most effective asset that music creators can have as they 

effectively supervise and run their businesses. Often, managers will become 

affiliated with an artist early in their career, helping to develop them as artists and 

brands. Jones highlighted the multifaceted nature of a manager's job, explaining 

that "artist managers occupy the only position in the Music Industry which interacts 

with all other areas of activity and the individuals involved with them" (2012, p91), 

which suggests that a broad array of knowledge is required. Although it is 

assumed that artists can achieve a DIY career and negate the need for 

intermediaries such as managers, this is only possible until a particular juncture in 

their career, as working with someone with experience is critical. Hracs explains 

that "managers perform the more complex and important function of interpreting 

the marketplace itself and developing specific business strategies for their clients" 

(2015, p462). If music creators were to conduct all the necessary tasks, it could 

lead to a "corrosion of creativity" (McRobbie, 2002, p61). Therefore, it is crucial 

that a manager can take the burden of tasks and provide the artist with the 

freedom to be creative.  

 

Although several high-profile acts in Scotland have Scottish representation, some 

have chosen to become affiliated with management companies elsewhere. Whilst 

there is no definitive reason for this, it is most likely due to the limited market in 

Scotland. Managers in London presumably have more extensive networks, 

opening the artist up to more business opportunities. 

 

Live Agents 
 

A live agent is an individual or company that books gigs, tours and festivals on 

behalf of an artist via a music promoter. Their knowledge is essential in knowing 

which promoters to use, which cities to visit and which venues to play. The role of 

an agent has expanded beyond the live sector to include branding deals, podcasts 

and YouTube series' (Keenan, 2022). Live booking agents remain limited within 

Scotland, with only five agencies identified for this study. ATC Live have a Scottish 

office in Strathaven, operated by Colin Keenan. Besides North America, the 

agency operates globally, primarily looking after pop and rock acts. Lisa Whytock 



 81 

runs Active Events, which has looked after folk and roots music since its 

conception in 1990. The agency also has a side operation of event management. 

It has seen them running Showcase Scotland at Celtic Connections, which 

generates around £2.2 million annually for artists appearing at the event 

(activeevents.com, 2022).  

 

The increase in agents is a direct result of the growth of traditional and folk music. 

Although Lisa Whytock has operated Active Events since 1990, newer agencies 

from Craig Corse and Katch Holmes have helped to develop and promote Scottish 

acts nationally and internationally. There appears to be a direct link between the 

agencies, the export opportunities provided by the Showcase Scotland Expo and 

the artists, which can be traced back to the Feisean movement. 

 

Collection Management Agencies 
 

Collection management agencies are organisations tasked with collecting 

revenues on behalf of rights holders regarding income generated through the 

exploitation of music (Harrison, 2021). Although PRS and PPL are based in 

London, they represent rights holders from Scotland too. The current guise of PRS 

for Music has been in operation since 2009, when both PRS and MCPS-PRS 

joined to become a single entity. The organisation's main objective is collecting 

revenues on behalf of songwriters, composers, and publishers. The funds 

gathered are then distributed back to an artist or publisher for various reasons, 

such as a public performance broadcast on TV or reproduction by another artist. 

However, dispersing funds is not the only role PRS undertakes, with the agency 

also supporting its members by influencing policy change within the Government.  

 

Phonographic Performance Limited (PPL) is a music licencing organisation that 

collectively looks after 110,000 members within the UK. The organisation collects 

funds for musicians and Record Companies generated from recorded music. 

Businesses such as bars, restaurants, and gyms all require a PPL licence, which 

permits them to play music on their premises and is renewable annually. A joint 

venture between PPL and PRS for Music was launched in 2018 with the intention 

of streamlining royalties collection.  
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Whilst these organisations serve music creators and rights holders in Scotland, 

they also support the sector via the PRS foundation, which 

supports popular musicians via Creative Scotland and the Momentum Fund. 

Additionally, PPL are also an event partner for the SAY Award. 

 

Music Publishers 
 

The role of a music publisher is to economically exploit music created by 

composers, producers, and songwriters in three ways: first, by providing licenses 

to individuals who wish to use music from an artist they represent. Second, they 

actively aim to place their artists' music in movies, adverts or computer games, 

and finally, they recoup revenues and distribute back to their acts (Harrison, 2021). 

The importance of IP was recognised by Simon Frith almost thirty-five years ago, 

who argued that "for the music industry the age of manufacture is now over. 

Companies (and company profits) are no longer organised around making things 

but depend on the creation of rights" (1988, p57).  

 

Analysis of UK Music’s annual economic reports (Edwards, 2020; Edwards, 2021) 

reveals that the revenues generated by music publishers are substantial; however, 

it is critical to illustrate that within Scotland, publishing is one of the most 

underrepresented sectors of business, with only eight companies identified with 

extremely low economic returns. Therefore, it does not deserve to be a core 

sector. The lack of activity significantly impacts Scotland's economy as the 

revenues generated by successful commercial artists are not retained within the 

country. Publishing activity in the UK generated £524 million pounds in GVA for 

2019 (UK Music, 2020). However, as the next chapter will reveal, only £100,000 of 

income was noted for Scottish-based publishing companies for 2018. 

 

Music Retail 

 

The following section will demonstrate how digital technologies have altered the 

music retail sector. Although not a component of the core music sector, music 

retail remains critical to creating and consuming music. The first section will 

investigate the sale of physical music, while the second section will discuss the 

importance of musical instruments to the music industries. 



 83 

 

The Sale of Recorded Music 
 

According to the IFPI, recorded music sales hit an all-time high in 1999. As the 

internet and home computers gained popularity, the introduction of MP3 

technology and the ability to share music files online led to the exploitation and 

illegal sharing of music (Daniel, 2019). Like the rest of the world, Scotland 

experienced a period of adjustment in the early 00s when digital music files could 

be bought and stored on digital devices. Although this was not a solution to the 

online sharing of files, it allowed music to be purchased. Customers could select to 

download one track as opposed to an entire album. Music fans utilised several 

variations of the Apple Music model (Prior, 2018) before the launch of streaming 

services such as Spotify in 2008. Spotify introduced a new method to consume 

music by introducing a subscription model. Users could select a freemium account 

that interspersed music with adverts or a premium advert-free account. Most 

digital music retailers, including Apple and Amazon, have now adopted this model 

(Marshall, 2015). 

 

Current Situation 
 

The current situation within Scotland is comparable to the UK. The last remaining 

large music retail store, HMV, is still operating, although it has entered 

administration twice in recent years. Sunrise Records' acquisition of HMV means 

they also control FOPP, which HMV purchased in 2007 after entering 

administration. With HMV accounting for almost one-third of all physical sales in 

the UK, it would be a dramatic loss for the sale of popular music on the high street 

(Monaghan and Butler, 2018).  

 

The resurgence of vinyl records has positively impacted independent record shops 

in Scotland, providing them with "market relevance" (Hendricks, 2016, p481). The 

BPI (2021) reported the sale of around five million vinyl albums in 2021, noting that 

they are at their highest in over three decades. The revival has undoubtedly aided 

in businesses' longevity, although this could also be linked to the closure of nearby 

premises. Several longstanding retailers (Avalanche Records, Coda Music, Lost 

Chord and One Up Records) have closed in the previous ten years, which may 
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have inadvertently helped other independent stores in their respective locations. 

Several retailers have begun selling their stock online to boost their revenue. 

LoveMusic in Glasgow and Assai Records (Glasgow, Edinburgh and Dundee) 

operate online stores, indicating a desire for in-person and online purchase 

experiences.  

 

Across Scotland, forty-three independent record stores operate with a strong 

presence primarily Glasgow and Edinburgh. Each year, around sixteen Scottish 

stores participate in Record Store Day (RSD), a celebration of independent stores. 

At its core, the event is about connecting brick-and-mortar stores with dedicated 

record collectors. Each RSD has a run of limited, often exclusive products that are 

only available in-store. Additionally, several retailers schedule live performances 

from local or touring acts, which provide specific events with more coverage than 

others (Bates, 2019).  

 

One domain this study does not analyse economically is the market for second-

hand music sold online on sites such as eBay or in charity shops such as Oxfam. 

 

Instrument Makers 
 

The production of musical instruments is an under-discussed topic within previous 

mapping reports. However, an initial investigation revealed a moderate turnover of 

revenue, hence the inclusion in this study. The market for making instruments in 

Scotland is relatively limited for popular music. Moon Guitars is the most 

recognised luthier, operating since 1979. Although their speciality is acoustic 

instruments, they have built custom electric instruments on request. Moon Guitars 

has created instruments for musicians of all genres with clients including Paolo 

Nutini, Bryan Adams, Adele, Scissor Sisters and Simple Minds. The most lucrative 

businesses construct instruments for the traditional, folk and Classical markets, 

with bagpipes and violins constituting the most considerable suppliers (Appendix 

Twelve). The demand for these types of musical instruments signifies the on-going 

popularity of more traditional genres within Scotland. 
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Music Instrument Retailers 

 

Musical instruments often feature only a passive role in discussions regarding 

music sectors; however, Schmuck argues that the recording sector relies on 

producing and retailing musical instruments as it "provides part of the technical 

equipment used for the production of music in the studio" (2012, pXIII). Although 

the same theory could be applied to live music, technological advancements and 

the popularity of specific genres indicate that only some play instruments live. For 

example, DJs and producers use audio equipment to play pre-recorded tracks.  

Although the Internet has become a marketplace for new and used instruments, 

retail premises remain a meaningful social space for musicians. Two large retailers 

operate in Scotland, Guitar Guitar and Kenny's Music. Guitar Guitar is the largest 

UK retailer, with seven stores around the UK and three based in Scotland. Kennys 

Music is a Scottish-based company that runs four stores in Glasgow, Dunfermline, 

Aberdeen and Dundee. The remaining retailers are all independently owned and 

dispersed around the country. However, the main cities have an apparent 

concentration, which is understandable based on the location of music venues and 

touring musicians. Interestingly, audio recording equipment is the highest area of 

music instrument sales, with 16% of the total UK market, whereas guitars and 

ukuleles make up 14.3%. Orchestral stringed instruments are still highly prevalent, 

with 12.5% of total sales (Rai, 2019).  

 

Although less prolific than it once was, Sheet music has been included in the 

instrument retailers section of economic activity, with multiple shops stocking it 

alongside other musical items. Alba Musick is the one remaining specialist with 

two stores, one in Glasgow and one in Edinburgh. The decline in physical sheet 

music has coincided with the rise of digital content, which suggests it is now 

accessed online. 
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Business Ecosystem 

 

Funding and Development 

 

This section will examine various funding and development opportunities for music 

creators and businesses in the Scottish music industries. Previous music maps 

have often negated the significance of funding and development opportunities 

within the national context; however, the subsidies often make their way back into 

the commercial sector, so examining their distribution is critical. The following 

section will illustrate that whilst the state is not a direct element of the music 

industries in Scotland, it provides exceptionally high levels of fiscal support, which 

specific genres rely on to avoid market failure. 

 

Direct-State Funding 
 

Scotland has five National Performing Companies. Scottish Opera, The Royal 

Scottish National Orchestra and The Scottish Chamber Orchestra all 

have strong music components. Scottish Ballet and Scotland's National Theatre 

are still relevant as they have a musical element to their delivery. All five 

companies utilise their funding in various ways, such as paying musician wages, 

purchasing goods and hosting events, which, in turn, directly impacts the Scottish 

economy. The SG distributed £22,490,000 amongst all five agencies, which 

expended over £37 million back into the Scottish economy (Scottish Government, 

2018a).   

 

A financial crisis with Scottish Opera in 1999 led to the direct state funding of all 

NPCs. The Culture Secretary, Fiona Hyslop, explained, "We are recognising the 

on-going valuable contribution made by the National Performing Companies to our 

national cultural life and their ambassadorial role showcasing examples of our 

talent to the world" (ibid, 2018). Although this is a sufficient rationale for continual 

support, the same argument could be provided for other genres of music that do 
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not receive comparable levels of fiscal support. The state's backing of classical 

music is significant as it implies that one genre merits support whilst others are 

resigned to market forces. With around 63% of the NPC's income for 2018 coming 

from government revenue and project funding, it remains to be seen whether they 

could survive without financial assistance.  

 

Arm’s-Length State Funding 
 

Creative Scotland (CS) is a reasonably new body, taking over from The Scottish 

Arts Council after its dissolution in 2010. Although facing continual criticism in its 

formative years (Ferguson, 2019), the agency has found stability by implementing 

a new regular funding channel for long-term support for art projects. CS distributes 

funds via open project funding, regular funding, and targeted funding. Open project 

funding offers individuals and organisations between £ 1,000 and £100,000. 

Regular funding is a three-year grant provided to organisations to stabilise 

businesses and allow for long-term strategic planning. Targeted funding supports 

areas of the arts that are struggling or in need of development (CreativeScotland, 

2021a).  

 

The open fund for individuals is the primary grant source for music creators 

applying to CS. Fiscal support can be received to help with recording costs or 

touring costs. Analysis of Creative Scotland's monthly awards indicates that most 

genres, including popular music, receive support. However, these awards are 

delivered for one-off projects without indicating career progression. Analysis of the 

regularly funded organisations (Appendix Fifteen) identified a pattern of support for 

specific genres, such as traditional, jazz and classical music. Traditional music, in 

particular, is "supported to create clear progression paths from the grassroots level 

of the Feisean movement, through the all-age sector celebration of Hands Up for 

Trad, to the world-class stage of Celtic Connections" (Creative Scotland, 2018). 

Support for traditional music is understandable as it generates high revenues for 

the live sector and is a significant export resource (Whytock, 2022). 

 

It appears that CS functions in somewhat of a grey zone as its mission is to 

support diverse cultural activities across Scotland while implementing the SGs 

goal of "increasing sustainable economic growth" (Scottish Government, 2014)). In 
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this sense, creativity may often be overlooked in favour of attaining fiscal goals 

outside the creation of music, which is more aligned to the SGs NPF.  

 

Non-State Funding 
 

Non-state funding is available from organisations nationally and outside the music 

industries in Scotland. The PRS Foundation supports popular musicians and 

artists to provide development opportunities in their early careers. Having 

distributed over £37 million to 7300 applications since 2000, the PRS Foundation 

continues to be the principal funder of popular music in the UK, with £3 million 

distributed from PRS for Music annually. 2018 saw Scottish artists receive funding 

from four channels: The Momentum Music Fund, The Open Fund, Beyond Borders 

and The Talent Development Partnership. It is significant to emphasise that before 

PRS, there were no dedicated funds specifically to support music creators. 

 

Many additional funders are willing to help the creative arts in Scotland, with 

several trusts and foundations in place to nurture and develop musicians. 

However, many of these awards target traditional and classical musicians 

(Appendix Seventeen). Support for Scottish artists is available from the UK, as 

was evident with The PRS Foundation; however, this also extends to other 

organisations such as The Collard Fellowship and The Tillett Trust.  

 

Although CS and The PRS Foundation reveal the recipients of their awards, many 

others do not. Therefore, it is impossible to show accurate data at this stage.  

 

Business Development 
 

Scottish Enterprise (SE) is Scotland's primary economic development agency 

offering advice and fiscal support to new and existing businesses across the digital 

and creative industries. Understandably, SE targets larger, dependable 

organisations to boost the Scottish economy; however, as music is a problematic 

industry regarding the projection of future earnings, it has had a fractured 

relationship in the past (EKOS, 2013). To date, there is no identifiable music 

policy. 
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The Highlands and Islands Enterprise (HIE) function similarly to SE; however, it 

serves the north of Scotland and surrounding areas, offering support to 

businesses, community organisations, and social enterprises. While music is not 

currently one of the north's leading sectors, it has been identified as a potential 

growth area. The HIE has received praise for funding commercial music activities 

through Xpo North (Interview 1, 2021). Therefore, it remains unclear why SE 

cannot offer similar levels of support, considering both agencies have a similar 

remit.  

 

Networks and Agencies 

 

A collection of networks and agencies operate across Scotland and the broader 

UK to promote and develop the music industries in Scotland. Although several 

receive funding to operate, they have no direct economic impact on the 

music industries. Instead, they create value by nurturing and educating musicians 

and other industry professionals.  

 

Development Opportunities 
 

The primary music development agency in Scotland is the SMIA. The core aim of 

the agency is to strengthen, empower and unite Scotland's music industry. The 

Scottish Album of the Year Award (SAY) is the SMIA's flagship event celebrating 

the best Scottish albums. The SMIA has been restricted in their activities over the 

previous few years due to a change in personnel and the impact of Covid-19. The 

music sector in Scotland is complex as it incorporates a diverse range of 

stakeholders with a range of needs. Therefore, it remains to be seen how the 

agency plans to speak on behalf of everyone across the commercial and private 

sectors.  

 

The Scottish Music Centre (SMC) is an internationally recognised agency that 

preserves Scotland's musical history through its archival service and operates as a 

de facto publisher for local composers. The SMC helps musicians and 

stakeholders across the industry with development opportunities. However, its 

work with young and disenfranchised children nationwide is most impressive. 

There are several development agencies that specialise in particular areas, such 
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as Scottish Women in Music (SWIM), who are striving to level the playing field. 

The organisation is made up of music creators and intermediaries working in the 

broader music sector. Another great organisation, We Are Here Scotland, is based 

in Aberdeen. The charity seeks to grow the BPoC community's representation 

amongst Scotland's creative industries. Data in chapter seven will demonstrate 

why both this organisation and SWIM are crucial to developing a fair and diverse 

workforce in the music industries.  

 

A number of music conferences and networking events occur in Scotland annually, 

encompassing live music, seminars, and keynote speakers. Resonate and Wide 

Days cover popular music, whilst the newer conference, PITCH, supports hip-hop 

and underground culture. Showcase Scotland is the most expansive event, 

accommodating 180 guests annually from around the globe to witness 

performances from around sixty Scottish artists from the traditional and folk genres 

with the possibility of commercial relationships around the globe. The number of 

networking events and conferences has grown since previous mapping reports, 

indicating the expansion of music activity nationwide.  

 

Several UK organisations also represent the interests of Scottish music creators or 

have Scottish business members.  

 

• UK Music 

• Musicians' Union (MU) 

• Concert Promoters Association (CPA) 

• British Association of Concert Halls (BACH)  

• British Arts Festivals Association (BAFA)  

• Music Managers Forum (MMF) 

• Music Publishers Association (MPA) 

• British Association of Songwriters, Composers and Authors (BASCA) 

• Music Producers Guild (MPG) 

• British Phonographic Institute (BPI) 

• Association of British Orchestras (ABO) 

• Association of Independent Music (AIM) 
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The Youth Music Initiative 
 

Music education plays a crucial role in the Scottish music industries. Although 

initially delivered as part of the SG's cultural provision, music education is often the 

first step towards a music career, with more than two-thirds of music creators 

surveyed for this thesis reporting early music tuition. A 2003 report, What's Going 

On, led to the formation of the Youth Music Initiative (YMI), which provides music 

access to individuals until 25 years old, covering preschool, primary school, 

secondary school, and beyond (Broad et al., 2003).  

 

Creative Scotland funds the YMI, with around nine million pounds for its annual 

projects covering three distinct areas: music-making within a school, music-making 

outside of school and strengthening youth music in general. In 2017/18, £7.2 

million was distributed to local authorities with funding accessed via the formula 

fund to deliver music activities within schools (see Appendix Sixteen). The Access 

to Music Making fund received 103 applications, although only 45 were successful, 

with £1,558,250 distributed among recipients. The final fund, Strengthening Youth 

Music, received ten applications. Only three were successful: Drake Music 

Scotland, Enterprise Music Scotland and Feis Rois, who shared £40,613 (Creative 

Scotland, 2021).  

 

What's Going on Now (Broad et al., 2019) has identified several improvements to 

the delivery of music tuition within Scotland since the original What’s Going On 

report in 2004. First of all, the period of 2016/17 saw around 244,000 children and 

youths taking part in the YMI, with 202,000 of these occurring within a school 

setting, whilst the other 42,000 were involved with out-of-school activities. Over 

60,000 young people received music tuition from the Instrumental Music Services 

in 2017/18, which is around a 10% increase from 2002/03. The informal and non-

formal sectors also saw an estimated 50% participation increase in youth music 

activities from 2002/03 (Broad et al., 2019). 

 

Whilst the uptake of music tuition is encouraging, deep-rooted systemic issues 

reveal a troubling trend regarding social class and access to music tuition. A large 

sample of tutors, teachers, and mentors (631 responses) revealed that 94% of 

respondents noted financial barriers that prevent young musicians from 
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participating in music-making activities. Feedback from case studies highlighted 

the lack of uniformity across local authorities, with some providing free tuition 

whilst others charged "prohibitively high rates" (ibid., 2019, p16). A similar report 

conducted on behalf of the MU (2018) identified a similar trend. The data revealed 

that families who earn less than £28,000 a year are 50% less likely to have a child 

learning an instrument than families who earn over £48,000 a year. Additionally, 

children from affluent families were encouraged to learn an instrument more than 

those from working-class backgrounds. 

 

National Youth Organisations 
 

Scotland appears to have a healthy youth music sector where the highest calibre 

of musician’s audition annually to join prestigious groups. Although the auditions 

are open to the public within the specified age range, a thorough level of formal 

training is required, which suggests that those from affluent households with the 

necessary resources to purchase an instrument and provide long-term lessons 

have a higher probability of acceptance.  

 

Six youth organisations perform nationwide, receiving funding from various 

channels, including direct from Creative Scotland, the YMI, The National Lottery, 

subscriptions, and independent fundraising.  

 

• National Youth Brass Band of Scotland  

• National Youth Orchestra of Scotland  

• National Youth Jazz Orchestra of Scotland  

• National Youth Choir of Scotland  

• National Youth Pipe Band  

• Feisan nan Gaidheal 

 

These organisations have connections to other education and performing 

institutions and serve as stepping stones for many musicians who want to pursue 

music as a career in performance or composition.  
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Formal Music Education 
 

Composing is often a taught activity, with several higher education institutions 

offering courses nationwide. The renowned Royal Conservatoire of Scotland 

(RCS) specialises in the performing arts and offers various levels of training. The 

QS university ranking system recently placed the RCS in the top three performing 

arts universities globally (RCS in the world top three for performing arts education, 

2021), indicating that it is not unusual for international students to attend. The 

University of Edinburgh, The University of the Highlands and Islands and The 

University of Aberdeen all offer programs similar to RCS; however, the RCS 

remains the most prestigious. Only a small selection of students can attend these 

schools because the long-term investment and financial resources can be limiting. 

Although there are scholarships available, the level of technical ability required 

demands a high level of training, which suggests that entry to particular 

establishments is difficult due to socio-economic status. 

 

The Scottish Government promotes four centres of excellence for children deemed 

talented enough to attend: The Douglas Academy Music School in East 

Dunbartonshire, the City of Edinburgh Music School, the Aberdeen City Music 

School, and Sgoil Chiùil na Gàidhealtachd (National Centre of Excellence in 

Traditional Music) based in the Highlands (education gov.scot, 2022). Many of 

those who attend often go on to one of the HEIs around the country. Although the 

RCS is often the first choice for many, several institutions offer similar studies in 

composition and performance, such as Edinburgh University and The University of 

Aberdeen. A new addition to the performance-based degrees is the Music 

Industries courses. These give students the knowledge and skills to enter the 

sector, emphasising enterprise rather than performance. These are offered 

nationwide, with The University of Glasgow, The University of the Highlands and 

Islands, The University of the West of Scotland and Napier University all providing 

outstanding educational opportunities.  
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The Media 

 

The final section will analyse the media's role in the Scottish music industries. As 

Williamson et al. noted in a previous mapping report (2003), valuing the sector 

would be almost impossible; however, the media's ability to act as gatekeepers 

and tastemakers has historically placed them in a favourable and dominant 

position. This section was almost removed from this chapter; however, survey data 

indicated that music creators continue to value traditional media sources, hence 

their inclusion. 

 

Whether print/digital media, TV or radio, cultural workers can shape the public's 

tastes and generate value through their assertions (Dumbreck, 2016). However, 

significant technological changes to media consumption have raised questions 

regarding Bourdieu's argument that cultural intermediaries have "control over the 

mass media" (1984, p325). Although critics across all media forms can impact 

economic returns for music creators through an excellent critical appraisal, they 

are more influential in assigning status and prestige (Cameron, 1995). Therefore, 

this section will examine the changing relationship between the various media 

groups, demonstrating how the Internet and subsequent new digital technologies 

have affected the music industries in Scotland. 

 

Broadcast and Digital Radio 
 

Radio was the dominant means of discovering new music from popular artists for 

over a century. Negus illustrates that it was traditionally radio play "which has 

encouraged retailers to stock recordings and consumers to purchase them" (1992, 

p101). However, due to new listening formats, radio support is less crucial than it 

once was for promoting music due to the decline in listenership. The BBC has 

disclosed that the 16-35 demographic is more engaged with music streaming 

platforms such as Spotify than all their stations combined (Sweney, 2018). 

Additionally, Spotify has been labelled the "new radio for the influence it has on 

breaking new songs and artists, and for the important role it plays in music 

discovery and consumption" (Prey et al., 2022, p75). Although both authors 

suggest a shift in listening habits, music creators remain committed to receiving 
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airplay for their music, as highlighted in the survey results. The most likely reason 

for this is the revenue accrued from spot plays on the radio and the limited returns 

for independent artists from streaming services.  

 

This research has identified 148 radio stations across Scotland, covering 

broadcast and digital programming. Scottish Radio Holdings was the most 

extensive media company nationwide until it sold its assets, including twenty-two 

radio stations, to Emap in 2005. However, by 2007, they had been sold again to 

the German-based Bauer Media Group (McNally, 2007).  

 

BBC Radio Scotland remains a positive voice for new music in Scotland. Roddy 

Hart hosts The Roddy Hart Show and the Quay Sessions, which covers 

contemporary and classical music. Phoebe Inglis-Holmes and Shereen Cutkelvin 

have taken over from Vic Galloway as the hosts of BBC Introducing. Overall 

listenership declined by 20% between 2021 and 2023 (Garcia, 2023) with several 

cuts to shows from the jazz, classical and traditional genres (Ferguson, 2023). 

BBC Scotland insists it is committed to supporting all genres; however, the 

programme cuts suggest it is more concerned with listening figures than delivering 

a diverse range of music. The remaining large stations, such as Clyde FM, Tay 

FM, and Northsound, have become established promoters of popular music rather 

than showcasing new or alternative music. 

 

The unfortunate fact remains that although there is support for emerging 

musicians, it is not at a level that could positively impact their careers. Whilst the 

breadth of music programmed by the BBC is impressive, they have yet to provide 

a long-term strategy for supporting new music. Understandably, the DJs who host 

radio programmes often have little input on what music they can play, with 

producers frequently programming the playlists.  

 

Furthermore, the ability to implement change does not lay in Scotland, as 

broadcasting policy remains an issue for Westminster. However, if that power 

were to return to Scotland, the country could benefit from following in the footsteps 

of Canada or France, where radio stations are required to playlist a percentage of 

acts from that country, which is implemented based on the idea of protecting 

national culture (Schofield, 2015). It would also provide a higher revenue stream 

back to Scottish music creators and, therefore, into the economy. 
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Broadcast TV, Web TV, and Video 
 

Simon Frith noted the importance of television, arguing that it was "an essential 

part of the star-making machinery of the music business" (2002, p277). That was 

true then, but the media landscape has transformed with limited opportunities for 

dedicated music shows other than reality TV shows. The BBC is primarily 

responsible for highlight reels from TRNSMT Festival or Belladrum Festival; 

however, BBC Alba has a selection of music shows with Seirm and Port 

showcasing local traditional and folk music. The situation improved in 2018 with 

ALT TV, which had a format similar to Jools Holland. Each show featured an 

established Scottish headliner, with up-and-coming talent gaining exposure. STV 

had the Grass Roots Music Show, highlighting new and emerging talent through 

interviews and acoustic performances. However, the show is no longer in 

production.   

 

The data suggests that there is no demand for music-related shows as the content 

is available on YouTube and other streaming on-demand services. A new revenue 

stream for music creators and rights holders has come from music placement in a 

TV or web show (Shuker, 2016). These synchronisation opportunities can 

generate high revenue and offer exposure on a large scale. Those who seek out 

music content are known as music supervisors. Their roles have expanded "as 

popular music has taken on greater importance across screen media, including 

television, advertising, and gaming" (Klein and Meier, 2017, p280).  

 

Press 
 

The role of music journalists has historically revolved around reviewing recorded 

music and live performances. Often regarded as professionals, a positive review 

could legitimise an artist and boost their profile. Frith (1983) argued that journalists 

were key intermediaries and integral to the music industries by assigning meaning 

to cultural texts. However, the move to online content delivery has democratised 

the critic's role because social media has permitted non-professional writers to 

provide their opinions, acting as de-facto journalists. Shuker contends that "the 

traditional music press remains significant" but that their role has been "modified 

by the advent of online music magazines" (2016, p161). 
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Although the circulation of newspapers continues to decrease, their impact and 

influence on the arts sector has gradually declined. Magazines are in the same 

position as newspapers in terms of circulation. Long-term publication, Is This 

Music, has now become an online magazine, with The Skinny delivering its service 

online and in physical form. Having launched in 2005, they aimed to deliver 

independent cultural journalism by helping their readers make discoveries across 

the arts. The decline of press media has impacted the UK, with The NME and 

Melody Maker ceasing to exist. NME did make one last attempt to stay in 

circulation by rebranding to a free magazine, similar to Is This Music, although it 

made no difference to its fate. Simpson (2018) believes that the decrease in music 

magazines is simply a recalibration of what the public wants, with smaller, genre-

specific publications now the primary focus of sales. While the data points to a 

decline in print media across the board, there has been an evident increase in 

online reviewers too, which "demonstrates the opportunity for listeners to position 

their opinions next to a choir of professional music journalists" (Lange, 2016, 

p245). In this sense, there is still a demand for music reviews, albeit in a hybrid 

fashion.  

 

Summary 

 

The media sector can still impact individual taste, although not at the levels 

witnessed in the 1980s or 1990s. Digital technologies and the widespread use of 

the Internet have enabled anyone to become a generator of taste through 

mediums such as blogs or podcasts; however, there is still a place for traditional 

media. Many media outlets (including the BBC) have grown and adopted a 

multiplatform approach to their portfolio to ensure longevity and unlock new 

revenue streams (Schlesinger and Doyle, 2015).  

 

Conclusion 

This chapter has explored the Scottish music industries by investigating seven 

independent, sometimes overlapping sectors: music creators, live music, recorded 

music, retail, funding and development, the media, and music representatives. By 

systematically investigating these sectors, it is evident that the music industries in 
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Scotland is a complex web of intermediaries revolving around those who create 

music and those who exploit music.  

Music creators remain the crucial element as it is they who create the product 

which it utilised by the remainder of the sector. Live music is the most robust 

sector in Scotland also generating the most revenue for music creators. While 

recorded company revenues have declined, the demand for record music remains 

high, as evidenced by the number of recording studios. However, issues remain 

regarding the production and distribution of physical music. Music managers are 

crucial for music creators as they essentially run their businesses. As a result, this 

means that they must have a full working knowledge of the music industries. Music 

publishing in Scotland remains a weak area with only one commercial publisher of 

scale. Cultural activities are well served via CS; however, there is no popular 

music policy to grow and develop the sector. However, the YMI remains one of the 

best music programs in the country for supporting early-career musicians and 

introducing children to music. 

There are notable absences from the mapping chapter, such as photographers 

and videographers. Although these creative tasks are necessary within any music 

economy, they ultimately fall into other creative sectors, particularly their economic 

impact. The aim of this chapter was to reveal a map of music activities within 

Scotland. To answer the first research question of this thesis, the following chapter 

will build on this chapter's research to investigate and estimate the economic worth 

of the music industries in Scotland for 2018
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Chapter Five: Measuring the Scottish Music Industries 
 

Whilst the previous chapter sought to identify the key sectors in the Scottish music 

industries and explore them, this chapter will further examine those sectors and 

identify their financial worth to the economy in Scotland based on estimations for 

2018. The first task was to specify the various income streams within each 

industry sector. This thesis closely follows UK Music (Edwards, 2021) and its 

sector definitions for uniformity; however, several differences are worth noting. UK 

Music’s report is based on the ideology that four commercial assets define the UK 

music industries and, as a result, create economic value. These are a written song 

or piece of music, a sound recording, a live music performance and a musician or 

artist as a brand. Although this thesis accepts the four assets as accurate, 

previous Scottish research has emphasised “challenges in retaining intellectual 

property (within the sector) for subsequent commercialisation” (Ekos, 2013, p53).  

 

In order to estimate the economic worth of the sector, this chapter will utilise an 

ecosystem model (Moore, 1993), which will extend the economic analysis beyond 

the core activities of live music and recorded music. The fundamental distinction 

between this research and that conducted by UK Music is the inclusion of funding 

from CS and the SG, which will be incorporated into the final economic estimation. 

By highlighting the elevated levels of funding distributed into Scotland’s music 

industries, this thesis will be able to identify where the market operates and where 

intervention is required.  

 

The first task was assembling a database of Scottish music businesses that 

correlate with the sub-sectors recognised in Chapter Four. Whilst every effort has 

been made to produce an exhaustive list, there will undoubtedly be some smaller 

businesses that have yet to appear in the search. Therefore, it is essential to 

envision the research as a snapshot that future research can utilise and build on.  

 

Sourcing accurate and reliable data is a fundamental challenge when measuring 

an industry’s economic worth. What is available, especially from government 

agencies, is not easily mappable to individual projects (EKOS, 2011). The UK 

government supplies economic estimations of the music industries using the 



 100 

standard industrial classification codes (SIC) and the standard occupational codes 

(SOC), which are part of the Office for National Statistics (ONS). The original 

DCMS mapping reports (1998; 2001) used economic data from these sources to 

estimate the worth of the creative industries and their separate sectors; however, 

over time, it became apparent that this method does not always translate well for 

the music industries given the myriad of various roles and the limitations of the SIC 

and SOC codes. UK Music emphasised these challenges, explaining that “the 

music industry is unhappy with how the government defines it. One major problem 

is that it is grouped with the performing arts” (Todd, 2013).  

 

There are instances when SIC and SOC codes are used to estimate economic 

data, with recent research from Creative Wales (Todd et al., 2022) applying a 

hybrid method of ONS data and a bespoke methodology utilising data from UK 

Music. Whilst this thesis could apply a similar research strategy, the decision was 

made to use a bespoke methodology based on a request from the partner 

organisation. The SMIA wanted a database of all music businesses in Scotland 

which fall within the sectors outlined in Chapter Four. Going one step further, I also 

provided a list of all available music creators. In doing so, I wanted to reveal the 

income discrepancies amongst each business within that sector to reveal that only 

some generate high revenues. Ultimately, this would be valuable data to analyse 

rather than an overall figure based on SIC and SOC codes.  

 

Additional sources were analysed for data, such as the Businesses in Scotland 

report (Scottish Government, 2018b); however, the report is limited to the number 

of businesses operating with no specific sector information. The analysis of 

independent sources such as Data City was also unsuccessful in sourcing reliable 

and robust data.  

 

A mapping toolkit document from The British Council highlights the difficulties of 

data collection for mapping reports, explaining: 

 

“If reliable data is not available, as is the case in some emerging (and even 

developed) economies, the suitability of non-governmental statistics needs to be 

explored. This might be data collected by trade associations or industry bodies, by 

trade publications or online networks, or by NGOs, private businesses or 
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universities. By patching such data together, it may be possible to create workable 

datasets for a mapping exercise” (BOP Consulting, 2010, p27). 

 

Due to the lack of reliable data, the subsequent dataset was sourced using desk-

based research across numerous mediums such as websites, publications, 

reports, and interview data (Appendix One to Twenty). Previous research by 

Williamson et al. (2003) adopted a median technique to identify the centre point of 

a specific dataset. As there are several outliers in the data, this is the most 

appropriate method to calculate a portion of the analysed sectors.  

 

Another area for improvement with this type of research is ensuring data is not 

double counted across sectors, boosting the music sectors actual worth. Research 

has highlighted the issue (Williamson et al., 2003; Cloonan et al., 2004; Page and 

Carey, 2009; UK Music, 2021); however, no method has been proposed in the 

literature to date. 

 

The upcoming sections of this chapter will explore revenue streams based on five 

of the seven sectors analysed in chapter four: music creators, live music, recorded 

music, music representatives and music retail. The funding of music activities 

within Scotland will also be examined and presented. A further investigation of the 

multiplier effect will then demonstrate the reach and impact of live music on local 

economies. Although chapter three sought to define the overarching methodology 

applied to this thesis, the following economic estimations will feature separate 

methodological choices followed by the economic results. 

 

Income for Music Creators 

 

Estimating revenue for music creators is the most problematic aspect of this thesis 

due to the number of revenue streams available and the ways revenue is 

generated in the new digital climate. Whilst Hesmondhalgh concludes that “it is 

impossible to calculate average (mean) or typical (median) earnings with any 

accuracy” (2021, p28), the following section will endeavour to reveal the income 

streams utilised by music creators within Scotland.  

 



 102 

Clarity is required to define what is implied when discussing Scottish music 

creators. Essentially, they must have been born in Scotland or resided there for at 

least ten years. Although the demarcation from amateur to professional is blurred, 

music creators were only included if they generated revenue for 2018, released a 

single or a full LP, or performed live. 

  

Commercial music is an industry where a small percentage of creators are highly 

successful (Elberse, 2013). In 2013, the top 1% earned around 77% of all the 

revenues generated (Mulligan, 2014); however, this differs for the average 

musician. In 2012, a musician’s average wage was less than £20k (Musicians 

Union, 2012). By 2018, this had risen to £23,059, which remains below the 

average national salary (UKMusic, 2019). It is worth noting that these estimates 

are likely based on London musicians. The Scottish equivalent is likely lower.  

 

There are nine revenue streams available to music creators in Scotland based on 

current research from Hesmondhalgh et al. (2021). The data was incorporated into 

the survey for this thesis, which had the option of “Other”, where respondents 

could add additional revenue streams. Although several individuals did, none were 

considered worthy of further investigation as they often involved sectors unrelated 

to the music industries (Question 113a, 2021). Additionally, the data is based on 

revenue from 2018, before the sale of Non-Fungible Tokens (NFTs), which is why 

it was excluded from the list. 

 
Music Creator Revenue Streams 
Live performance fees 

Education/teaching work 

Commissions 

Grant income 

Royalties from recordings 

Royalties from publishing/synchronisation 

Session fees 

Fees for recordings (advances) 

Merchandise 
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Advances 

 

An advance is a pre-payment of royalties from a recording or publishing contract, 

recoupable against future earnings. Essentially, the advance is a loan to a 

songwriter or artist to live day-to-day until they receive royalties from future sales. 

Royalties will be paid once the advance has been fully reimbursed in the case of 

recorded music; however, it can be concurrent with a publishing deal. (Strasser, 

2010).  

 

The quantity of advance payable is often calculated using the Min-max formula 

applicable to recording and publishing deals; however, this is often only relevant to 

a second album. The company will often analyse the number of albums sold by 

the artist, and if, for instance, it was £100,000, they will offer 70% of that figure, 

£70,000. The minimum they can offer would be 50%. If the artist only sold £40,000 

worth of records, they would still receive £50,000 in advance (Harrison, 2021, 

p101). 

 

The previous Scottish mapping report (Williamson et al., 2003) identified various 

levels of advance ranging from £5,000 to £1,000,000, dependent on numerous 

factors, such as the type of record label and the number of records they were 

expected to sell. However, the decline in physical album sales has resulted in far 

lower advances because recouping costs has become more complex. Analysis of 

the Scottish sector reveals only one act likely to have received an advance in 

2018, The Snuts, who signed with Polydor. Considering the record label the Snuts 

signed with, they are estimated to have received around £100,000. All other 

signings were on independent labels where no advances would be available.  

 
Estimated advances for music creators in 
2018 

£100,000 

 

Master Recording Royalties 

 

Although artists can keep the rights to their recordings, they are often signed away 

to a record company for an agreed period in return for the recording, marketing 
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and distributing of their music. Whoever owns the rights will generate revenue 

whenever the music is downloaded, streamed or bought in a physical copy. 

Royalty payments occur between "a user (licensee) and an owner (licensor) for the 

sale or performance of the use of intellectual property" (Strasser, 2010, p133). The 

record label then provides the musicians who performed the songs a percentage 

of all monies generated by exploiting these recordings once initial costs, such as 

an advance, have been recouped (Arditi, 2020).  

 

It is vital at this stage to discuss the lack of financial data on record companies. 

The problem is not specific to Scotland; it is global. In order to identify royalty 

payments, access to individual artist statements is required. Therefore, it is more 

appropriate to acknowledge the gap and not theorise. 

 

Phonographic Performance Limited (PPL) collects a second stream of revenue 

connected to the usage of recorded music in public, the broadcast of music on TV 

and radio and the reproduction of recorded music for broadcasting or in public 

(PPL, 2021).  

 

The total income received by PPL in 2018 was £210,100,000. Scotland has 

around 5500 members (Annual Review, 2019) from a UK total of 105,192. 

Therefore, if we divide the total income by total members and multiply it by 

Scottish members, we can assume the total revenue generated for recorded music 

to be in the region of £10,983,500. However, the figure is for all Scottish musicians 

living within the country and internationally. There is no way to estimate the 

percentage relating directly to those remaining in Scotland. Once again, it is vital 

to acknowledge and highlight the problem as it may be possible to correct this in 

future research.  

 

 
PPL Income 

Total PPL income ÷ Total members X No. of Scottish 

members 

= Total 

 
PPL Income for Scottish-based Musicians in 2018 £10,983,500 
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Publishing Royalties  

 

Music publishing began with the sale of sheet music but has grown into a complex 

web of "intangible rights associated with intellectual property" (Strasser, 2010, 

p116). Whether Songwriters and composers self-publish or sign with a publishing 

company, four key revenue streams are identifiable: performance royalties, 

mechanical royalties, Synchronisation royalties and revenue from the production 

and sale of sheet music. The royalties are distributed by PRS for music, which 

includes the Mechanical-Copyright Protection Society (MCPS). A percentage of all 

revenue streams are paid to the rights owner and the author. Once an advance or 

costs are recouped, the rights owner often provides the author with additional 

revenue (Harrison, 2021). 

 

The income from performance royalties originates when a live music performance 

occurs publicly or if a musical composition or song is broadcast on radio or 

television. Rates vary for broadcast fees, with Radio One paying a higher price 

than an independent station. When music is played in bars or shops, they must 

also pay a blanket licence fee.  

 

The PRS published their fees for a live performance based on venue size (Live 

performance royalties, 2021): 

 
Venue Type PRS Fee 

Small venues and gigs £10 per show fixed rate 

Buskers £1.47 per session 

Popular concerts 4% of box office fee is divided to allocate each song a value 

for the number of seconds played 

Classical concerts Two different methods used: (a) a flat rate of 4.8% from box 

office receipts, or (b) a sliding scale based on copyright works 

performed (Currently, this is around 8% of box office receipts) 

 

Festivals The royalty rate is a mix of those used for popular concerts 

and classical concerts 
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The second income stream is generated from mechanical royalties collected for 

the sale, stream or download of music. Historically, music was manufactured; 

however, in the digital age, music is available digitally too; therefore, music 

licenses have developed to include additional mediums such as podcasts 

(Harisson, 2021). The third revenue source is synchronisation opportunities. 

Again, offered in the form of a licence, movies, TV shows, and advertising can 

apply to the rights owner (publisher or writer) for permission to use their music with 

visual images on screen. The amount offered can vary from £10,000 to £100,000 

(ibid, p280). The final revenue stream is from the production and sale of sheet 

music; however, this is usually only licensed by classical music publishers and is 

not regarded as a large revenue source.  

 

The total income from PRS in 2018 was £746 million. The breakdown is as 

follows: 

 
PRS Income for UK members in 2018  
International £280.6 mil 

Public performance £192 mil 

Broadcast £127.7 mil 

Online £145.7 mil 

Total £746 mil 

 

 

However, after costs, that figure decreased to £648.4 million. Registered Scottish 

members account for 6.89% of that number (PRS, 2019). Therefore, the total 

revenue distributed by PRS to Scottish musicians was in the region of 

£44,674,760. Similarly to PPL payments, the figure provided is for all Scottish 

artists; therefore, estimating a figure for those living in Scotland is not possible. 

 
PRS Income for Scottish-based Musicians in 2018 £44,674,760 
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Live Shows 

 

Desk-based research revealed 182 bands and artists performing in 

Scotland. Companies House provided financial details for several high-profile acts 

regarding their touring income (Appendix One). The remaining artists were 

analysed online via their Facebook profiles to estimate the number of shows 

played for 2018. The data was then cross-referenced with SongKick and Setlist 

FM to provide more conclusive results.  

 

An average ticket price was placed on each artist by analysing online ticketing 

companies and the venues where artists would perform. With this data, an 

estimation of each of their touring incomes could be estimated by multiplying their 

number of gigs by the size of venues and then multiplying that figure with the ticket 

price.  

 
Total ticket revenue 

Average ticket 

price 

X No. of gigs X Size of 

venue 

= Total promoters’ revenue 

 

 

However, that figure only calculates what the promoter would generate from ticket 

sales. It is estimated that a deduction of 30% should be applied for running costs. 

The remaining figure can be split 85/15 in favour of the music creator (Forde, 

2017). 

 
Total ticket revenue 

Total promoter 

revenue 

-30% for operating costs 85/15 split in favour of music 

creator 

 

 
Total revenue generates from live shows for Scottish-
based artists and musicians in 2018 

£11,566,323 
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Estimating the revenue generated by music festivals for Scottish music creators 

was more challenging. By examining the line-up of each event, it became evident 

that there were only a few Scottish headliners with minimal Scottish acts high up 

the bill for commercial festivals. Although the research identified that artists 

receive 25% of the total income, only a proportion will go to Scottish artists. There 

is no real way of estimating what that proportion would be. Therefore, it would be 

careless to make any estimation at this point. 

 

Merchandise 

 

Merchandise is one of the most profitable elements for touring musicians in the 

pop and rock genres (Forde, 2017). Historically, the band t-shirt was the main item 

sold, but the line has expanded to include hats, scarves, jackets and now physical 

copies of music, including CD and vinyl. With access to digital retailers, bands and 

artists can now sell their items all year round.  

 

The calculation of merchandise sales includes items sold nationally and further 

afield as that revenue returns to the Scottish economy. Merchandise sales were 

calculated using data from AtVenue (2019). An end-of-year report indicated that 

the average spend per attendee at a live music event in 2018 was £3.50. If that 

figure is multiplied by the average venue capacity and the number of shows, we 

can estimate an average income per artist. Some venues deduct up to 25% of 

sales; however, this is frequently reserved for larger venues (Chalk and Mansfield, 

2021). However, 20% will be deducted from merchandise sales as an average 

across all venues, as it is currently unclear who does and does not charge.  

 

Additionally, only artists who performed over ten gigs annually were included in the 

merchandise section. However, they would be included if there was evidence on 

their website, Bandcamp or a similar online retailer that they sold high 

merchandise levels.  
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Merchandise sales for Scottish-based artists in 2018 
Average spend per 

head = £3.50 

X average 

venue capacity 

X no. of shows = Average income per artist 

 
Total revenue from merchandise sales for Scottish 
music creators globally in 2018 

£5,806,780 

 

Session Work 

 

Picking up session work is significant for most musicians across genres to top up 

their income or make a full-time living. Scotland has no shortage of great 

musicians who tour and record with other artists. Within the commercial sector, 

Ross McFarlane has provided drums for several top Scottish acts, such as Texas 

and The Proclaimers, since his band, Stiltskin, disbanded. Ocean Colour Scene 

has also employed singer Raymond Meade to play bass at their live shows and 

was recently invited by Gerry Cinnamon on his last tour to do the same. Lewis 

Capaldi also chose to keep the same local musicians when he evolved to play 

arena-sized venues. Trad and folk musicians are also part of a bustling scene with 

sessions work for both performing live and recording (Blanche, 2019, p13-14)  

 

Based on interview data (Interview 5, 2023), it is estimated that around 200 full-

time session musicians operate across Scotland, although they are primarily 

located between Glasgow and Edinburgh. More session players perform to 

generate extra revenue; however, this research is only interested in those 

considered full-time. The average wage for a musician in 2018 was estimated to 

be around £23,000 (UK Music, 2019) 

 

It is estimated that session musicians in Scotland generated around £4,600,000 in 

2018. 

 
Income for session musicians in 2018 

200 full-time session musicians Average yearly salary = £23,000 = Total 

 
Total income for sessions musicians in Scotland in 
2018 

£4,600,000 
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Public and Private Subsidy of Music Creators 

 

Although this chapter examines the revenue generated from the creation, sale and 

exploitation of music, it is essential to discuss the additional funding revenue within 

the music industries. The economic support of music creators is crucial for their 

continued progress. 

 

Classical Musicians 

 

The funding of the five National Touring Companies in Scotland comes directly 

from the Scottish Government. For 2017/18, £22,490,000 was distributed, helping 

to pay musicians wages, stage productions, and assist with international 

promotion. The BBC SSO do not fund their musicians from the same source; 

however, we will include them in this calculation for uniformity (2018).  

 

By analysing their respective websites, The Royal Scottish National Orchestra 

employs seventy-two musicians, the Scottish Opera employs fifty-two, The 

Scottish Chamber Orchestra employs thirty musicians, and the Scottish Ballet 

employs forty-eight musicians. Savage (2018) notes that members of the 

Birmingham Symphony Orchestra were paid around £30,000 a year in wages, 

which was also conveyed in an interview with Maxwell (2022) regarding the 

Scottish NTCs. 

 
Income for classical musicians in 2018 

No. of classical musicians 

employed by NTCs 

= 202 X average yearly salary = 

£30,000 

= Estimation 

 
Total income for classical musicians in Scotland in 
2018 

£6,060,000 
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Popular Musicians 

 

The PRS Foundation has several funds which are accessible to musicians in 

Scotland. Two of these were utilised in 2018: The Momentum Fund and The Open 

Fund (Appendix Seventeen). Help Musicians have a number of funding options 

available to utilise across all genres. 2018 saw Scottish artists receive support 

from The Fusion Fund, The Transmission Fund, and The Do It Differently Fund. In 

total, twenty-four Scottish acts received support via The PRS Foundation and Help 

Musicians (Appendix Seventeen).  

 

Therefore, total funding for popular musicians in 2018 is estimated to be £118,545. 

 
Total funding for popular musicians in Scotland in 
2018 

£118,545 

 

 

Additional Income Sources 

 

So far, the identification of income streams for music creators has revolved around 

making or performing music; however, several additional streams fall outside of 

those categories. Still associated with music is the practice of music education, 

with music creators offering their services as teachers to provide private lessons 

while others actively pursue careers in academia.  

 

An additional method identified within interview data is community music projects 

(Scott, 2022). These programmes range from children learning musical 

instruments to prisoners in jail learning to write songs. Often, these are funded by 

local authorities; however, there have been instances where Creative Scotland 

has provided direct grants.  

 

Although both methods offer generous revenue streams and are crucial in music 

delivery, they will not appear in the final estimations as it is incredibly challenging 

to calculate the income from any education-type activities.  
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Total Income for Music Creators  
Advances £100,000 

PRS £44,674,760 

PPL £10,983,500 

Live revenue £11,566,323 

Session musicians £4,600,000 

Classical musicians (NTCs) £6,060,000 

Popular music funding £118,545 

Merchandise £5,806,780 

Total £83,909,908 
 
 

Considering all the revenue streams directly impacting the music industries in 

Scotland, it is estimated that music creators generated in the region of 

£83,909,908 for 2018. 

 

Live Music 

 

The revenues generated from the live sector support the remainder of the music 

industries in Scotland. Earnings have grown yearly in the UK, with a 10% increase 

from 2017 to 2018. UK Music estimates the total UK figure for 2018 to be around 

£1.1 billion (2019). Several distinctions must be clarified before we proceed with 

the live music sector. First, only music shows and festivals involved with original 

music will be considered. Additionally, only live music shows which are ticketed 

will be included. A discussion of amateur music activities already occurred in the 

previous chapter.  

 

Promoters 

 

The sale of tickets to a live music event is a promoter’s primary income source. 

Although most function for profit, several run as charities or not-for-profit. The 

revenue generated from charity organisations will be included in our estimations 

as the funds ultimately return to the Scottish music industries. Research has 

identified seventeen promoters across Scotland who facilitate multiple genres of 

music (Appendix Three). Several promoters operate exclusively within a specific 
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venue. Hootanannys in Inverness has its own booker, as does Krakatoa in 

Dundee. Although their income will be included in the promoter section, it will also 

be added to the music venue analysis. However, it will not be double-counted in 

the final estimations.  

 

Appendix Three reveals the music promoters identified for this study. Although 

Companies House indicated income for several promotion companies, additional 

data was required for a comparative analysis. Alternatively, a list of active live 

music venues in Scotland was compiled (Appendix Four). A comprehensive 

internet search revealed the number of shows hosted for each venue in 2018. 

Data was collected by examining Facebook pages, gig posters and online gig 

listings. A ticket price for each venue was identified by randomly choosing five gigs 

and taking an average price. A notable difficulty was determining what capacities 

to use for shows. Clearly, these can differ depending on the artist; however, using 

80% for each show unless otherwise specified was determined. The method was 

similar to that of Williamson et al. (2003).  

 

Appendix Three, reveals the method of calculating Scottish promoters’ revenue as 

the number of shows multiplied by the average ticket price and then multiplied by 

capacity, which is estimated to be, on average, 80%. The total revenue from ticket 

sales for music promoters is £110,155,465. However, this figure is prior to any 

event costs. These will be discussed in section 5.3. 

 
Total income for promoters  

No. of shows X Average ticket price X Average capacity (80% 

unless sold out) 

 
Total income for ticket sales for promoters of live gigs 
in Scotland 

£110,155,465 

 

 

Music Festivals  

 

Desk-based research has identified sixty-seven festivals in Scotland in 2018 

(Appendix Five), spanning the length and breadth of the country. Two operated as 
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free, not-for-profit events, eighteen were funded or run as charities, and the 

remaining forty-seven were commercial events. 

 

Although five revenue streams are available to music festivals in Scotland (UK 

Music, 2020), not all apply to this study: 

 
Ticket sales 

Food and beverage sales 

Merchandise 

Venue parking 

Camping fees 

 

 

As with music venues, alcohol and food generate additional income; however, 

catering companies often outsource this for a fee, which means it falls into a 

different sector of the economy and will not be included in this study.  

 

Although this section is only interested in the revenues raised by live music festival 

activities, it is also critical to highlight the costs incurred from staging large-scale 

events. Although the top-line profit appears impressive, the running costs of these 

events are substantial. Operating a 10,000-capacity festival could cost anywhere 

between £60,000 and £100,000 for electricity alone, whilst waste management 

and removal would be another £30,000 (Jinks, 2016). 

 

In order to calculate the revenue of each event, the capacity and ticket price were 

required. These were obtained from the festival’s website or the Efestivals web 

page. A Google search revealed whether each event sold out, with sources 

available in the relevant Appendix. Where events did not sell out, in alignment with 

music venue estimations, 80% attendance was extrapolated. In some instances, 

numerous pricing tiers were available. In those instances, an average price was 

utilised.  

 

Therefore, it has been estimated that music festivals in Scotland generated 

revenue of around £33,334,555. 
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Total income for music festivals 
Capacity (80%) unless sold out X Average ticket price 

 
Total income for music festivals in Scotland in 2018 £33,334,555 

 

Ticketing Agencies 

 

This study has identified three ticketing agencies in Scotland whose revenue 

derives from selling tickets for concerts and festivals (Appendix Seven). The 

ticketing agent adds a fee to each ticket sold, generally around 10% of the value 

(Girgis, 2019). Although the cost fluctuates and can often be as high as 15%, it 

would be wrong to overestimate as the variation would be in the millions. Gigs in 

Scotland is operated by DF Concerts, which Live Nation owns. However, it will be 

included as it is a Scottish company run on behalf of its parent firm. 

 

 
Total income for ticketing agencies 

10% of total live ticket sales = £11,015,546 

10% of total festival ticket sales = £3,333,455 

 
Total income for ticketing agencies in Scotland in 2018 £14,349,000 

 

 

Music Venues 

 

The income generated from music venues derives from venue hire costs and 

additional spending within the venue. In total, four revenue streams are identifiable 

(UK Music, 2021): 

 
Venue hire 

Food and beverage sales 

Merchandise sales 

Venue parking 
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Venue hire fees are applicable for most venues and paid by the promoter, 

although some smaller establishments have promoters working in-house, resulting 

in no rental cost. Additionally, another source of income is merchandise. Although 

this should solely be income for the artist, several venues demand a percentage of 

sales. Often, this can be up to 25% per night of total sales. However, this will not 

feature in the final estimations for this section as estimating merchandise sales for 

Scottish-based venues alone is too challenging. The decision not to include car 

parking, alcohol, and food is based on their relation to other sectors of the 

economy. However, the revenue from alcohol sales is essential for the continued 

functioning of grassroots venues and deserves to be recognised as a critical 

source of revenue (Pollock and Honey, 2019). 

 

This thesis follows the typology of live music venues, and their capacities 

proposed in the UK Live Music Census (Webster et al., 2018). The research has 

grouped venues based on their capacity, with each given an estimated hire cost. 

The data (Appendix Four) was disclosed by a promoter’s rep who works in the live 

sector in Scotland for a prominent promoter (Interview, 3). The interview indicated 

that several variables should be considered, such as hiring a PA for specific 

venues or the cost of bringing in health workers; however, these can vary greatly. 

Therefore, this section will assume that all bands require a PA for venues without 

one, so the higher rental figure was chosen. For stadium shows, data was scarce; 

therefore, a flat fee of £100,000 was estimated. It is worth noting that some 

promoter’s own venues whilst others will likely have agreements to lower the costs 

for continued use. This has not been factored into the final estimation. 

 
Estimated revenue for venue hire activities in Scotland in 
2018 

£5,277,200 

 

 

Auxiliary Services 

 

Although not an obvious component of the live music sector, services such as 

stage construction, security, lights, and PA hire fall under live music’s remit, as 

Frith (2012) suggested. Without the provision of such services, live events would 
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not occur in a large-scale manner. Companies House was the primary source of 

revenue for these enterprises; however, several could not be located. In those 

circumstances, a comparative analysis of company size helped identify which 

median to apply. Additional survey data was also advantageous for estimations. 

Appendix Six shows a list of Scottish-based companies. 

 

Many of the auxiliary companies offer services outside of the music industries. 

Online analysis has identified which businesses operate primarily with live music 

rather than the commercial sector. Inclusion in the study was based on the 

assumption that over 50% of business activities must be related to live music 

activities. The income for these businesses is often generated from the production 

of shows in music venues or festivals. Therefore, the figure will be deducted 

accordingly before the final estimations. 

 
Total income for auxiliary services in Scotland in 2018 £7,546,606 

 

Touring Crew 

 

An essential element of the live ecology, highlighted during the pandemic, is the 

number of crew workers behind the scenes who help to produce live events. 

These can fall into two categories: local crew hired on a per-show basis to load in 

equipment at venues and technical staff with expert sound and lighting knowledge. 

Sometimes, the technical crew are hired to go on tour with a band. Interviews with 

two prominent touring crew have given insight into the number of workers and the 

types of wages available. Earnings vary depending on experience, role, and the 

artist hiring, although generally within around £150 - £450 a day.  

 

Based on the number of Scottish artists who tour, it is estimated that around 100 

crew work across several bands in various roles. Additionally, it was revealed that, 

on average, crew work around 18 days a month away from home (Interview 4, 

2023).  

 

If 25% of those working at the top level receive £450 a day for 18 days a month, 

the total revenue for 2018 would be £2,430,000. If the remaining 75% receive 
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around £150 a day for 18 days a month, the total revenue for 2018 would be 

£2,430,000. 

 

In total, it is estimated that Scottish touring crews who work globally, though based 

in Scotland, generated around £4,860,000 for 2018. 

 
Estimated revenue for touring crew in Scotland in 2018 

18 days per 

month 

X 75 (crew 

members) 

X £150 (daily rate) Total: 

£2,430,000 

annually 

18 days per 

month 

X 25 (crew 

members) 

X £450 (daily rate) Total: 

£2,430,000 

annually 

 
Total income for Scottish-based touring crew 
working globally in 2018 

£4,860,000 

 
Total income for live music activities in Scotland 
in 2018 

£175,522,826 

 

Recorded Music 

 

The revenues from recorded labels, recording studios and distribution services 

have all decreased due to digitalisation. However, UK Music (2020) notes that 

record companies experienced a 22% income increase between 2015 and 2018, 

primarily due to the improved revenues from streaming services. A considerable 

number of commercial acts work with intermediaries based in London; therefore, 

the recorded music revenues are far lower than those of the live music sector.  

 

Record Companies 

 

Within Scotland, there are no record companies of scale. Even if there were, the 

economic impact of any major labels would not affect the local economy as those 

revenues would conceivably make their way back to London. However, Scotland 
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does have independent labels that continue to release culturally vibrant music. 

The primary source of income for labels stems from the exploitation of recorded 

music. Although this was at once related to the sale of a product, digitalisation has 

provided several other options to generate revenue. UK Music (2021), in 

conjunction with AIM and the BPI, disclosed a list of possible revenue streams 

utilised by labels: 

 
Possible record company revenue streams 

Sales  

Physical formats  

Online and mobile downloads  

Subscriptions  

Ad-supported 

Public performance and broadcast 

Synchronisation 

Film/TV/Advertising 

Games 

Premiums 

Digital exploitation of audio/visual content e.g. Youtube channel 

Artist related income 

Other – including merchandise, live events 

 

 

 

The following section will not report individual earnings as it would be almost 

impossible to estimate without access to royalty statements.  

Fifty-six record companies have been identified in Scotland (Appendix Eight) that 

generate a profit by selling music or exploiting rights. An income estimation was 

constructed using a thirteen-point median scale, survey data and data from 

Companies House. Five record companies responded to the survey, with three 

owners revealing they earned less than £10,000. One earned between £20,000-

£39,999, and another generated £80,000-£99,999. Information from Companies 

House aided in identifying revenue for a selection of the remaining businesses. 

The final data gaps were estimated by examining the remaining record companies’ 

size, artists and number of releases, then assigning them a median based on a 

comparative analysis. 
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Median range Midpoint No. of record 

companies within 
each median range 

Income for each 
median range 

< £10,000 £5000 33 £165,000 

£10,000 - £20,000 £15,000 10 £150,000 

£20,000 - £39,999 £30,000 3 £90,000 

£40,000 - £59,999 £50,000 3 £150,000 

£60,000 - £79,999 £70,000 0 £0 

£80,000 - £99,999 £90,000 1 £90,000 

£100,000 - £149,999 £125,000 0 £0 

£150,000 - £199,999 £175,000 2 £350,000 

 

 
Total income for record companies in Scotland in 
2018 

£995,000 

 

Music Distribution 

 

The digital distribution of music transformed the global music industries. Although 

digital music has overtaken physical sales, there is still a market to own a tangible 

product. Therefore, revenue from distribution activities has two elements: those 

who create physical products and distribute them and those who offer digital music 

distribution services. Scotland has four companies that offer distribution across 

various formats. Three companies have data from Companies House (Appendix 

Nine). The final enterprise does not, so an income estimation was required based 

on companies of similar size and scale.  

 

Therefore, the income of music distribution businesses in Scotland was around 

£658,723 in 2018. 

 
Total income for music distribution businesses in 
Scotland in 2018 

£658,723 
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Recording Studios 

 

Desk-based research identified ninety-six recording studios based in Scotland. 

The revenue for each studio was estimated using a detailed methodology. First, 

identification of a day rate for each premise either located via the studio's website 

or from direct contact with the owner via email. Several studios offer their services 

hourly; in this instance, a day would be classed as seven hours. Previous 

economic research (UK Music, 2021) revealed that recording businesses operate 

on average 261 days a year; therefore, the same principle will be applied to this 

investigation. The income will be adjusted accordingly when a recording facility 

has more than one usable space on site. 

 

Therefore, it is estimated that recording studios in Scotland generated somewhere 

in the region of £5,503,447 in 2018. 

 
Income for Scottish-based recording studios in 2018 

Day rate (7 hours) X 261 (days a year) 

 
Total income for Scottish-based recording studios 
in 2018 

£5,503,447 

 

 
Total income for recorded music sector in 2018 £7,157,170 

 

Retail 

 
The following section will analyse the construction and sale of musical 

instruments, followed by the sale of music in retail premises (Appendix Twelve). 

Physical music is sold in retail premises and online from vendors like Amazon or 

specialised stores. Scotland has lost several large retailers, such as Tower 

Records; however, HMV has remained active, albeit with fewer stores. 

Independent brick-and-mortar record shops declined in numbers after the 

digitalisation of music, although the vinyl revival has aided with their current health. 
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Musical Instruments 

 

Two markets exist to purchase new and second-hand/vintage music equipment. 

This study will not attempt to estimate the sale of instruments through online 

websites such as eBay, online dealers, private Facebook groups, or secondary 

retail stores. Instead, the primary source will be direct from retail premises. These 

premises sell equipment ranging from guitars, drums and keyboards to classical 

instruments and accessories, including digital recording tools and DJ equipment.  

 

Desk-based research has disclosed ninety-eight premises that sell musical 

instruments, recording equipment and sheet music. Several of these offer 

additional services such as equipment rental or repair workshops; however, their 

primary purpose is the sale of goods. The largest retailer with three stores in 

Scotland is the UK chain GuitarGuitar. Data from Companies House indicates the 

company generated £30,541,829 in 2018. If we split that figure by seven, which is 

the total number of premises in the UK, we arrive at £4,363,118.43 per unit. If we 

multiply the unit revenue by the number of premises in Scotland, we arrive at a 

total income of around £13,089,355. 

 

Additional data was located for several retail premises on Companies House, 

which helped to develop a median. 

 

A comparative analysis was utilised to fill in the gaps where no data could be 

found (Appendix Twelve). Additionally, there were no responses to the survey from 

instrument retailers, which restricted our estimations.  
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Median range Midpoint No. of music 
instrument sales 
within each median 
range 

Revenue for 
each median 
range 

< £50,000 £25,000 34 £850,000 

£50,000 - £99,999 £75,000 25 £1,875,000 

£100,000 - £149,999 £125,000 10 £1,250,000 

£150,000 - £199,999 £175,000 4 £700,000 

£200,000 - £249,999 £225,000 1 £225,000 

£250,000 - £299,999 £275,000 2 £550,000 

£300,000 - £349,999 £325,000 1 £325,000 

£350,000 - £399,999 £375,000 0 £0 

£400,000 - £449,999 £425,000 0 £0 

£449,999 - £500,000 £475,000 1 £475,000 

 
 

Specific stores 
 
Revenue 

Guitar Guitar £13,000,000 

Kenny’s Music £700,000 

Merchant City Music £700,000 

Band Supplies Glasgow £1,000,000 

Stringers of Edinburgh £900,000 

Rubadub Records (DJ equipment) £600,000 

 

 
Total music instrument retail in Scotland in 2018 £23,150,000 

 

Music Instrument Makers 

 

One company of scale is involved in the manufacture of instruments, with the 

remaining companies operating as solo enterprises. A number of those identified 

export their products worldwide. Desk-based research has identified thirty-one 

enterprises representing twenty-one Luthiers, one guitar-stand maker, an 

accordion maker, five bagpipe makers and a company producing guitar pedals. By 

analysing Companies House and recognising that an average salary for a luthier is 
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around £28,000 a year, we have created a median system for calculating the 

income from 2018.  

 

By using the midpoint of each median with the number of instrument makers and 

assumed income, we can estimate each category generated the amount of 

revenue detailed below. 

 
Median range Midpoint No. of music 

instrument makers 
within each median 
range 

Revenue for 
each median 
range 

< £20,000 £10,000 1 £10,000 

£20,000 - £29,999 £25,000 12 £300,000 

£30,000 - £49,999 £40,000 4 £120,000 

£50,000 - £79,999 £65,000 2 £130,000 

£80,000 - £119,999 £100,000 1 £100,000 

 
 

Specific music instrument makers 
Companies 
House data 

McCallum Bagpipes  £400,000 

 

 

In total, it is estimated that the total revenue for music instrument makers to be 

£1,060,000 in 2018. 

 
Total music instrument makers revenue in Scotland in 
2018 

£1,060,000 

 

Record Shops 

 

Desk-based research suggests that fifty record shops operate nationwide, with 

almost three-quarters of those independent businesses. HMV remains an integral 

component of the retail landscape in Scotland, although it is safe to assume that 

they are selling fewer physical products now than in previous years. However, 

HMV is estimated to have been responsible for 31% of all music products sold in 

the UK in 2018 (Beech, 2018). Record chain FOPP can no longer be considered 
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Scottish since its takeover by HMV and subsequent takeover by Sunrise Records. 

Therefore, the only retail premises eligible for inclusion in this study are all 

independently operated businesses.   

 

The remaining record stores were examined using data from Companies House 

with additional survey data (Appendix Fourteen), which allowed the construction of 

a median. Additionally, Rubadub Records sells music and DJ equipment. It is 

estimated that they generate around £50,000 a year from music. 

 

Where data was unavailable, a comparative analysis took place (Appendix 

Fourteen). 

 
Median range Midpoint No. of record stores 

within each median 
range 

Revenue for 
each median 
range 

< £20,000 £10,000 3 £30,000 

£20,000 - £39,999 £30,000 14 £420,000 

£40,000 - £59,999 £50,000 12 £600,000 

£60,000 - £79,999 £70,000 2 £140,000 

£80,000 - £99,999 £90,000 3 £270,000 

£100,000 - £149,999 £125,000 0 £0 

£150,000 - £199,999 £175,000 1 £175,000 

 
 

Specific record store revenue 
Companies 
House data 

Assai Records  £465,000 

 

It is estimated that record shops nationwide generated in the region of £2,130,000 

from the sale of products. 

 
Total record store revenue in Scotland in 2018 £2,130,000 

 
Total retail of physical music and music instruments in 
Scotland in 2018 

£26,340,000 
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Funding (and Development) 

 

The following section will illustrate the funding levels distributed to Scotland’s 

music sector. Cultural funding originates with the SG, which provides funds directly 

to agencies and via arm’s length through CS. Additionally, CS receive 

supplemental funds from the National Lottery. Although the main task of cultural 

funding is to boost Scotland’s economic, social, and cultural reach, this section will 

only analyse the economic contributions provided by funders, not the broader 

impacts. Although there are no discernible commercial music policies in Scotland, 

funding does appear in the sector as the commercial and public sectors often 

overlap. 

 

Scottish Government 

 

The SG (2018) directly funds the five National Performance Companies: Scottish 

Opera, Royal Scottish National Orchestra, Scottish Chamber Orchestra, Scottish 

Ballet, and Scotland's National Theatre. Although not all five entities are based 

solely on music performance, they all have an element of live music and, 

therefore, will be included.  

 
National Touring Company Funding from Scottish Government in 2018 
Scottish Opera £8,000,000 

Royal Scottish National Orchestra £3,960,000 

Scottish Chamber Orchestra £1,990,000 

Scottish Ballet (music component) £4,370,000 

National Theatre of Scotland (involved in music) £4,170,000 

Total £22,490,000 

 

The funds issued are used in several ways, such as purchasing goods and hosting 

events. The SG distributed a total of £22,490,000 between all five agencies, which 

disbursed over £37 million back into the Scottish economy, with around 70% of the 

total turnover from all companies utilised to stage performances and educational 

events for participants and audiences. The income for classical musicians 

employed within these companies was discussed earlier in this chapter and 

estimated to be £6,060,000.  
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Additional funds are distributed to each company for touring purposes independent 

of their core funding.  

 
Touring Fund for National Touring Companies in Scotland in 2018 
Scottish Opera £110,000 

Royal Scottish National Orchestra £80,000 

Scottish Chamber Orchestra £16,000 

Scottish Ballet (music component) £100,000 

National Theatre of Scotland (involved in music) £44,000 

Total £350,000 

 
Total fiscal support delivered by Scottish 
Government in 2018 direct to the National 
Touring Companies 

£22,840,000 

 

Local Authorities 

 

Additional financial support is also delivered to all thirty-two local authorities 

nationwide. The total figure for 2018 was £575 million; however, there are no 

details of how the budget was split amongst authorities or how much was invested 

directly in music activities (Scottish Government, 2020).  

 

Creative Scotland 

 

Creative Scotland distributes funds through three channels: open project funding, 

regular funding and targeted funding. In 2018, The open project fund received 

1177 applications for support, totalling £23.7 million. The fund had £10.6 million 

available, and therefore, only 493 applicants were successful. Of those chosen, 

117 were from the music industries and shared £2.2 million between them. The 

data provided by CS reveals that 50% of music applicants were successful.  

 

Regular funding entered its second round of distributions in 2018. The fund’s 

objective is to offer stability and allow for future planning. CS chose 121 
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organisations to receive the three-year grant of £101.6 million (Appendix Fifteen). 

The distribution of funds varied for each organisation based on their operating 

costs. Of the 121 businesses chosen, 35 were involved in music directly or as part 

of a multi-operational platform. Data from CS revealed that in 2018, the regular 

funding network distributed £10,322,667 to music-related activities. 

 

Targeted funding supported nine music organisations in 2018 (Appendix Sixteen). 

Principally, the fund's purpose was the growth of young musicians and audience 

development. A total of £11,481,000 was disbursed to the nine chosen agencies. 

The Youth Music Initiative received support from this funding channel, with 

£8,750,000 allocated to multiple projects and local authorities.  

 
Creative Scotland funding for music-related activities in Scotland in 2018 
Open Project Funding £2,200,000 

Regular Funding £10,322,667 

Targeted Funding £11,481,000 

Total £24,003,667 

 

The PRS Foundation 

 

The PRS Foundation helps to develop and support popular musicians as they 

begin their careers. Having distributed over £37 million to 7300 applications since 

2000, the PRS Foundation continues to be the principal funder of popular music in 

the UK, with £3 million delivered annually. 2018 saw Scottish artists receive 

funding from four channels: The Momentum Music Fund, The Open Fund, Beyond 

Borders and The Talent Development Partnership.  

 

The Momentum Music Fund offers applicants grants of between £5,000 and 

£15,000. Accordingly, a midpoint of £10,000 will be applied. Of the 30 successful 

applicants in 2018, four were Scottish: Catholic Action, Still Hound, Vukovi and 

Free Love. Therefore, it can be estimated that applicants received around £40,000 

between them.  
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Momentum Fund 
Median range Midpoint No. of popular 

musicians within the 
median range 

Revenue for 
each median 
range 

£5,000 - £15,000 £10,000 4 £40,000 

 

 

The Open Funding from PRS is available to both individuals and organisations. 

Individuals can receive up to £5,000, and organisations can receive up to £10,000. 

A midpoint will be applied to estimate each amount. Four individuals from Scotland 

received funding, suggesting the estimated total was £10,000. Five organisations 

from Scotland received support, resulting in a total distribution of £25,000. 

 
The Open Fund 
 Median range Midpoint No. of popular 

musicians within 
the median 
range 

Revenue for 
each 
median 
range 

Individuals < £5,000 £2,500 4 £10,000 

Organisations < £10,000 £5,000 5 £25,000 

Total £35,000 

 

 

The Beyond Borders fund is in place to support collaborations between artists from 

different countries, whether touring or artistic creation. Only one organisation in 

Scotland was chosen in 2018 to receive support. The East Neuk Festival, based in 

Fife, requested funds to bring a specific artist to perform at their event. The grant 

can be any amount up to £15,000. Therefore, we will take a midpoint of £7500.  

 
The Beyond Borders Fund 
Median range Midpoint No. of popular 

musicians within the 
median range 

Revenue for 
each median 
range 

< £15,000 £7,500 1 £7,500 
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Three organisations were involved in the Talent Development Partnership, a year-

long funding opportunity. Drake Music, Sneaky Pete’s and The Scottish Music 

Centre received support; however, there is no record of the figures delivered to 

each recipient.   

 

Funding information is available from the PRS Foundation website.  

 

It is estimated that the total PRS Foundation Funding for 2018 was - £82,500. 

 
Total PRS funding in 2018 in Scotland £82,500 

 

Help Musicians 

 

Help Musicians offered fiscal support via three funds. The Fusion Fund aims to 

help musicians develop and launch new projects. The Transmission Fund is in 

place to develop professionally as an artist, whilst the Do It Differently Fund 

assists musicians looking to approach their music-making from a DIY perspective.  

 

The Fusion Fund offers grants between £2000 and £5000; therefore, we will use a 

median of £3500. Six Scottish artists received the grant in 2018, resulting in the 

distribution of £21,000. 

 
The Fusion Fund 

Median range Midpoint No. of musicians 
within the median 
range 

Revenue for 
each median 
range 

£2,000 - £5,000 £3,500 6 £21,000 

 

The Transmission Fund offers grants between £500 and £1500; therefore, we will 

use a median of £1000. Seven Scottish artists were chosen as recipients in 2018, 

resulting in an estimated distribution of £7000.  
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The Transmission Fund 
Median range Midpoint No. of musicians 

within the median 
range 

Revenue for 
each median 
range 

£500 - £1,500 £1,000 7 £7,000 

 

The Do It Differently Fund had a sum of £59,000. Twenty-two artists received 

funding, indicating that, on average, each recipient received £2681. Three 

recipients were Scottish; therefore, it is estimated they received £8045.  

 
The Do It Differently Fund 

Total fund  Total no. of 
recipients 

 Scottish 
recipients 

Total funding 

£59,000 ÷ 22 X 3 £8,045 

 

Funding information is available from the Help Musicians website.  

 
Total Help Musicians funding in 2018 in Scotland £36,045 

 

Other Funding Sources 

 

Outside of the primary funding sources, funders are willing to help the creative arts 

in Scotland. Several trusts and foundations are in place to nurture and develop 

musicians, although most of these awards target traditional and classical 

musicians (Appendix Seventeen). Support for Scottish artists is available from the 

UK, as evident with The PRS Foundation and other avenues such as The Collard 

Fellowship and The Tillett Trust. 

 

Although CS, The PRS Foundation and HM reveal the recipients of their awards, 

many others do not. Therefore, it is impossible to present accurate data. 
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Funding Agencies  
Scottish Government £22,840,000 

CS £24,003,667 

Additional sources £118,545 

 

 
Total fiscal support for music-related activities in 2018 in 
Scotland 

£46,962,212 

 

Music Representatives 

 

Collection Management Agencies 

 

Although based in London, PRS and PPL distribute funds to artists and 

rightsholders around the UK. Both agencies allocate funds quarterly via record 

companies, publishers or directly to music creators. The methodology was 

presented in the music creators section; therefore, we will present the final 

estimation only.  

 
Revenue from Collection Management Agencies Delivered to Scotland in 2018 
PPL £10,983,500 

PRS £44,674,760 

 

Therefore, it is estimated that total distributions to Scottish music creators in 2018 

by CMA are estimated to be around £55,658,260. 

 
Total revenues delivered to Scottish-based music 
creators by CMAs in 2018 

£55,658,260 
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Publishing Companies 

 

Although the publishing sector remains one of the critical economic sectors in the 

UK music industries (UK Music, 2019), Scotland has no companies of scale. 23rd 

Precinct Music is currently the most commercially successful enterprise, with 

several Scottish songwriters and a significant back catalogue of material. The 

remaining publishers represent folk and traditional music. Income for music 

publishers stems from several sources. UK Music, in conjunction with the Music 

Publishers Association, identified multiple sources of revenue (2019b, p21): 

 
Payments from collection societies 
Broadcast (radio, TV) 

Online (downloads, streaming) 

International 

Public performance (shops and businesses) 

Live 

Recorded media (CDs, vinyl) 

 
Direct licensing 
Online (downloads, streaming) 

Synchronisation licensing (for use of musical work in visual media) 

Grand rights licensing (for use of musical work in a dramatic performance) 

Print licensing and permissions 

Production music (the licensing of library music direct to music users) 

 
Other receipts 
Affiliates 

Sub-publishers 

Print hire (hire of scores and parts for performance) 

Printed music sales 
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Collection agencies such as PPL and PRS for music provide revenue from 

streaming, online content, physical media and licences for music playing in shops 

and bars. Direct licensing from the publishers also occurs with synchronisation 

licensing, streaming services and grand rights licencing. The final revenue stream, 

pertinent within Scotland, is the sale of sheet music. Several publishers identified 

for this research specialise in sheet music relating to classical, choral, folk and 

traditional compositions.  

 

A mixture of survey data and records from Companies House have aided in 

calculating the revenue generated by the publishing sector. As with record 

companies, achieving a full breakdown of revenues regarding each revenue 

stream would only be possible with access to a royalty statement; therefore, only 

an estimated income figure has been provided. 

 

It is estimated that the total revenue generated by publishers in Scotland for 2018 

is in the region of £100,000. 

 
Total revenues generated by publishers in Scotland in 
2018 

£100,000 

 

Managers 

 

The role of a music manager has significantly transformed over the last twenty 

years. The introduction of digital technologies has altered the income streams 

available to them and their artists. The MMF (2019) has noted that although 

revenue streams have diversified, music managers remain on commission-based 

earnings of around 20%. There are newer business models, such as joint ventures 

between managers and artists, where remuneration varies across revenue 

streams; however, this business model is still in the early stages of 

experimentation.  

 

A combination of survey data and files obtained from Companies House helped 

identify revenue for several managers. Typically, 20% of the total income 

generated from specific artists was utilised as a benchmark for managers where 

no data was available. 
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Median range Midpoint No. of music 

managers within each 
median range 

Revenue for 
each median 
range 

< £10,000 £5,000 6 £30,000 

£10,000 - £19,999 £15,000 3 £45,000 

£20,000 - £39,999 £30,000 3 £90,000 

£40,000 - £59,999 £50,000 5 £250,000 

£60,000 - £79,999 £70,000 1 £70,000 

£80,000 - £99,999 £90,000 3 £270,000 

£100,000 - £149,999 £125,000 1 £125,000 

£150,000 - £199,999 £175,000 0 £0 

> £200,000 £200,000 1 £200,000 

 

 
Total revenues for Scottish-based music managers in 
2018 

£1,080,000 

 

Live Music Agents 

 

Live music agents receive a percentage of revenues generated from the sale of 

concert and festival tickets. The industry standard is 10%, although this is 

negotiable and dependent on the artist. Only three commercial agents operate 

across Scotland, with some offering additional services. Colin Keenan manages 

ATC Live, whose headquarters are in London; however, it is unclear how the 

revenue structure operates concerning Scottish revenues remaining in Scotland. 

The remaining two agents are Scottish businesses. The estimated income is 

derived from the revenues of music creators. One survey response has been 

added as it could not be any other agent. 

 

The total income for live music agents in Scotland is estimated to be around 

£272,500. 
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Total revenue for live music agents in Scotland in 
2018 

£272,500 

 

 

Summary 

 

The total revenue generated from music representatives is estimated to be around 

£57,110,760. 

 
Total revenue generated for music representatives 
based in Scotland in 2018 

£57,110,760 

 

Scottish Music Industries Total Income/Funding Summary 

 
Music creators  £83,909,9089 

Live music  £175,522,826 

Recorded music  £7,157,170 

Music representatives  £57,110,760 

Retail  £26,340,000 

Funding of music activities   £46,962,212 

 

Accounting for Double-Counting 

 

Thus far, an analysis of each sector recognised for the industry map has  

provided the data required to quantify their economic worth. However, combining 

the individual sectors and claiming to obtain an absolute figure would be 

inaccurate as an analysis of double counting is required. For this research, double 

counting will be defined as counting the same revenue over several sectors. An 

example is a music creator who receives payment for a live music performance 

from a promoter. The study will include that income in the music creator’s section 

as that is their total revenue; however, it must be deducted from the promoter’s 

total revenue. Otherwise, it will be included twice across sectors, thus conflating 

the worth of the overall music sector.  
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The difficulty of double-counting spawns numerous music reports and mapping 

studies (Williamson, Cloonan and Frith, 2003; Page and Carey, 2008; UK Music, 

2020b). Although there is no single method to combat the issue, a combination of 

literature, interview data, and personal experience will aid in estimating the overall 

worth of the music industries. Several studies out with the arts and humanities 

have investigated the issue of double-counting and highlighted several methods to 

address the problem, which, although noted earlier, are worth emphasising again. 

Three core issues are stressed when tackling double-counting: defining the role of 

each music industry sector to avoid ambiguity between roles, defining each 

revenue stream clearly, and increasing knowledge of the industry and the 

intricacies of its value-generating abilities across sectors (Fu et al., 2010). Whilst 

the previous chapter aided in defining the key sectors of the music industries, this 

chapter has so far identified the revenue streams available. The remainder of this 

section will address where double counting occurs.  

 

Music Creators 

 

The revenue generated from music creators predominantly remains with them. 

However, several acts identified for this study have management, who will collect, 

on average, 20% of their total revenue. Therefore, a deduction of 20% will occur 

with any music creators recognised as having representation.  

 

Booking agents receive 10% of the overall revenues from the live activities of 

music creators; therefore, the total will be deducted from the music creators 

section. 

 

National touring companies often hire classical and chamber musicians full-time. 

The salaries are generated from funding provided by the Scottish Government. 

Therefore, we will deduct the total salaries from the funding and development 

section.  

 
Total Deductions   £1,372,500 
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Live Music Promoter 

 

The Live sector has several areas where analysis is required to eliminate double 

counting. Music promoters are central to the economic returns for music creators. 

However, their revenue via ticket sales has a broader reach than those 

performing, as Forde (2017) emphasises. The total revenue has several 

deductions before the artist receives their fee (Interview 1). Assuming costs are 

around 30% and the remaining revenue is split 85/15 in the music creator’s favour 

(Forde, 2017), the final figure is estimated to be £11,566,323. 

 

Music Festivals 

 

Although the gross revenue of a music festival appears impressive, profit margins 

are far lower once costs are deducted. It is estimated that for a 10,000-capacity 

festival, the promoter would receive around 15% of the gross (Girgis, 2019). The 

remaining 85% will cover the cost of booking the artists (25%), hiring the venue 

and facilities (20%), Marketing (5%), and hiring staff, production and ensuring site 

safety (35%). 

 

Funding and Development 

 

Whilst the total funding across all sectors was £46,962,212 for 2018, some 

deductions are required to avoid double counting.  

 

First, the wages of the NTC musicians from the music creator section and the 

funding for commercial activity from PRS for Music and Help Musicians will be 

deducted from the total in the funding section as they will be counted in music 

creators.  

 

Two music festivals received regular funding from Creative Scotland for 2018: 

Celtic Connections, which received £183,333 and The St Magnus International 

Festival, which received £166,667. Therefore, we will deduct both figures from the 

music festival estimate when calculating our total revenue.  
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The amount of financial support injected into the music industries in Scotland after 

deductions is estimated to be £40,433,667. 

 

Summary of Total Income and Revenues Generated across the Music 

Sector 

 

The following section will reveal the final economic estimations of the music sector 

in Scotland for 2018. The previous section highlighted the need to analyse and 

investigate where double counting occurs. All efforts have been made to be 

transparent and consistent with the methodological choices for each sector. The 

methods employed for this chapter cannot be compared with other studies as it is 

a compilation of several approaches.  

 
Total profit/funding for each music industry sector in Scotland in 2018 
Music creators’ total profit £82,537,408 

Live music total profit £37,311,297 

Recorded music total profit £7,157,170 

Music representatives’ total revenue £1,342,500 

Retail total revenue £26,340,000 

Funding of music activities £40,433,667 

 

 

Therefore, this research estimates that the total revenue and funding generated for 

the music industries in Scotland for 2018 was £195,122,042. 

 
Total monies and funding generated by the Scottish music 
industries in 2018 

£195,122,042 

 

The Multiplier Effect and its Impact on Music Tourism 

 

So far, the direct impacts of live music and the revenues generated indicate what 

the sector is worth to the music industries; however, it is vital to investigate the 

broader impacts. The research has identified the direct impacts, such as music 

creators and specialised crews. However, the indirect impacts of music tourists are 
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a crucial element of the live music ecology. A description of the indirect impacts 

will reveal the economic importance of live music to the music industries and the 

broader Scottish economy.  

 

Music tourism remains an essential tool for value creation to the economy of 

Scotland, with around 1.1 million people travelling to see a concert or festival in 

2018. Analysing an event such as the Trnsmt festival in Glasgow, it is evident that 

many of those attending reside in the surrounding areas and further afield. Those 

who buy tickets will inject cash directly into the local economy via concert tickets, 

merchandise, food and alcohol. The indirect effects are identifiable in areas such 

as hotels, bars, restaurants, retail and transport, which all support the event 

(UKMusic, 2019).  

 

Initially, the plan for this section was to work with UK Music and utilise their 

bespoke methodology for estimating the economic income generated by music 

tourism in Scotland; however, Covid-19 prevented any 

collaboration. Instead, I consulted with Trevor Buck from the UofG Business 

School on potential methods which could be utilised. It became apparent during 

discussions that generating a reliable multiplier was, as Trevor revealed, “a thesis 

in itself”. Rather than abandoning the idea, several other multipliers were 

sourced from relevant literature on the creative industries and live events.  

 

Before proceeding, it is crucial to reveal that although multipliers are utilised widely 

by governments and arts organisations, they are not the gold standard of 

evidence. The first instance of the multiplier being used with regard to culture was 

by Myerscough in his paper, The Economic Importance of the Arts in 

Britain (1988). Whilst this was influential, claims were made regarding what some 

believed to be a flawed methodology (Hansen, 1995). The use of economic impact 

statements continued regardless of the criticism, with former 

culture minister, Chris Smith, openly admitting to strategically utilising data to build 

his case for government funding with careful wording while he was the culture 

minister (Smith, 2003). More recently, the Bazalgette Report (2017) reiterated 

Smith’s comments on producing a convincing case for the creative 

industries based on illustrating a prosperous sector that could boost the national 

economy. Whilst multipliers are an important way to bring attention to specific 

sectors, it is also crucial to remember that they are not based on tangible 
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evidence. As Belfiore (2022) has argued, multipliers are often presented without 

any methodology and, therefore, cannot be tested for reliability or dissected. 

Finally, whilst it has been noted elsewhere in this thesis, it is again important to 

reiterate that the economics of the arts are not the only indicator of value.   

 

The scope and coverage of this project make it almost impossible to generate data 

estimating the economic reach of live music events. However, research from the 

Centre for Economics and Business Research (CEBR) on behalf of the Arts 

Council England provides a methodology transferable to this thesis. The CEBR 

multiplier was chosen as the organisation is a market leader in economic impact 

statements and policy research. Additionally, similar research from Wales 

estimating their economic impact for the music sector in 2019 utilised the same 

multiplier with successful results (Todd et al., 2022). The authors of that paper are 

well-respected academics; therefore, it was logical to use the CEBR methodology. 

 

CEBR (2020) estimated the direct, indirect and induced impacts of the arts and 

culture sector on the economy and estimated that for every £1 spent, the broader 

impact would be £2.24 based on gross domestic output. The method utilises 

revenues before any costs are extracted. Therefore, an estimate can be derived if 

we add the total income from live events and merchandise spending and multiply it 

by £2.24. By applying the multiplier above, it is estimated that the total spending 

related to music tourism in Scotland for 2018 was £406,178,317 

 
Total spend related to music tourism in Scotland in 2018 £406,178,317 

 

Conclusion 

 

By utilising the mapping model introduced in chapter four, this chapter has 

endeavoured to estimate the economic worth of the music industries in Scotland 

based on the revenue of five sectors and the cultural funding provided by the SG, 

CS and other music funders. Each section has offered a bespoke method of 

calculating the estimated revenue.  

 

Double counting has remained the most challenging element of the chapter. My 

own experience working in the Scottish music industries and a review of the 
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literature from chapter two revealed several ways to combat this, which were 

implemented. The investigation revealed that the total revenue and funding 

generated by the Scottish music industries for the Scottish economy in 2018 was 

£195,122,042. 

 

The final section has estimated the impact of music tourism on the Scottish 

economy through direct, indirect and induced spending. Utilising a multiplier from 

the Centre for Economics and Business Research (CEBR, 2020), it is gauged that 

in 2018, live music activities generated around £406,178,317 for the Scottish 

economy. 

 

Whilst the estimates presented in this chapter may not be 100% accurate, they 

remain valuable. Several economic variables cannot be accounted for in a 

research project of this scale. Therefore, in most cases, it was reasonable to apply 

a one-size-fits-all methodology and tailor it to the most applicable economic 

estimations for each sector under analysis. 
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Chapter Six: An Examination of Value-Creation Within 

the Scottish Music Industries 
 

“The function of music is to enhance in some way the quality of individual 

experience and human relationships; its structures are reflections of patterns of 

human relations, and the value of a piece of music as music is inseparable from its 

value as an expression of human experience” (Blacking, 1969 p34) 

 

Value is an inherently problematic concept to address, particularly regarding 

music. Until the mid-1800s, music was valued mainly for its ability to provoke 

emotion; however, as the sale of sheet music increased, it soon became big 

business. As the creative industries have shown, it is now also valued for its 

revenue-generating abilities.  

 

The following chapter will introduce empirical evidence, arguing that music should 

be valued for its exchange and use value, as revenues are only one piece of a 

larger narrative. Whilst chapter five identified the revenue streams and economic 

worth of the music industries in Scotland, this chapter will investigate two separate 

topics: the additional values generated by music activities over and above the 

economic and the value creation processes in the new digital music economy. 

Chapter five was essential in fulfilling the request of the partner organisation to 

deliver an economic estimation of the Scottish music industries; however, a 

financial value placed on music, whether physical, intangible or experiential, is not 

the only indicator of value. As the literature review indicated, social and cultural 

values (Klamer, 2003) are inherent in musical texts and performances, which are 

equally weighted in relevance.  

 

Therefore, this chapter will investigate the value of music as a cultural good from 

several perspectives. The first section will investigate the value of music from a 

political standpoint, exploring the intrinsic and instrumental divide. The second 

section will examine the work of cultural intermediaries, demonstrating that the 

music sector is a complex web of tangible and intangible transactions based on 

economic, social, cultural and symbolic capital, which various intermediaries 

acquire and exchange for others. The final section will investigate value creation 
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within the Scottish music industries, illustrating that the process has developed 

from a goods-dominant Logic to a service-dominant Logic (Lusch and Vargo, 

2004). In this sense, value is co-created among numerous intermediaries across 

the sector with tangible and intangible transactions. 

 

Beyond Economic Analysis 

 

“Music matters because it has the potential to enrich people’s lives, and enrich 

societies ... [It both] feels intensely and emotionally linked to the private self ... 

[and] is often the basis of collective, public experiences” (Hesmondhalgh, 2013, 

p1–2). 

 

The Creative Industries are the fastest growing sector in the UK, five times faster 

than the national economy, contributing £115.9 billion to the United Kingdom with 

a 43.6% increase from 2010 to 2019 (Waitzman, 2021). According to UK Music 

(2020), around £5.8 billion came from music-related activities. These estimations 

of economic worth are essential to highlight the success of the creative industries 

and, more specifically, the global music industries. However, the following section 

will illustrate that providing an economic valuation of the music industries in 

Scotland alone is reductive as it negates the intrinsic benefits.  

 

Although the partner organisation for this thesis requested an economic 

valuation, I am cognisant that music is valuable beyond the revenues it generates. 

It has been noted elsewhere that economic valuations of culture do not capture the 

multifaceted nature of cultural value, “particularly the social aspects” (O’Brien, 

2010, p19). The SMIA hopes to use Chapter Five’s findings to lobby the Scottish 

government for fiscal support to develop and grow commercial music activities in 

Scotland; however, offering a more holistic valuation could strengthen the SMIA’s 

argument.  

 

Valuation becomes more challenging when analysed from a political perspective 

as there is a shift in language and “a tension between the way public policy 

understands value and the way value is understood and created by the arts and 

humanities” (O’Brien, 2015, p79). In alignment with the UK Government, the 

Scottish Government funds public culture based on the perceived impacts induced 
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by cultural participation. These instrumental outcomes are delivered via economic 

impact statements emphasising revenues and job opportunities while promoting 

social outcomes. Although measuring impacts is critical for accountability, the lack 

of intrinsic attention suggests two possibilities. Either the government do not 

regard personal experience as a reputable indicator, or providing individual 

accounts is too challenging.  

 

It has been argued elsewhere (Walmsley, 2013) that successive UK governments 

have altered the perception of the arts to a stage where they have become 

industrialised with their social and intrinsic impacts hidden, resulting in the use of 

revenue as a proxy for value. Bille et al. correctly assert that “a focus on the 

potential economic impact of culture can create a misguided cultural policy” (2014, 

p240). The dominance of instrumentalism and the use of impact to evaluate the 

worth of cultural policy is useful when investigating policy decision-making; 

however, it negates the primary motivation of why individuals interact with the arts. 

Although policy determinations are rooted in econocratic ideas, the commercial 

and public sectors struggle to define culture’s value, which is likely why they often 

rely on economic valuations. However, if individual benefits are the real value of 

interacting with the arts, “policy-makers need a stronger understanding of how 

intrinsic benefits translate into instrumental outcomes” (Brown and Novak-

Leonard, 2013, p231).  

 

The Changing Nature of Cultural Value 

 

The Cultural Value Project (CVP) was a two-year research project commissioned 

by the AHRC to investigate the value of arts and culture across seventy pieces of 

research. The project aimed “to put the experience of individuals back at the heart 

of ideas about cultural value, arguing that it is only once we have started with 

individual experience that we can then work outwards, and understand the kinds of 

benefit that culture may have for society, for communities, for democracy, for 

public health and well-being, for urban life and regional growth” (Crossick and 

Kaszynska, 2016, p5). Whilst instrumental analysis has investigated the economic 

and social impact of live music activities, the project employed a qualitative 

approach to enhance the understanding of the arts regarding their intrinsic value. 
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Whilst cultural value is often linked to policy decisions, the CVP broadened the 

scope to incorporate commercial, public and third-sector culture. 

 

Research conducted for the CVP demonstrates that there are intrinsic benefits to 

attending live music events that are identifiable and measurable. The study 

indicated that although economic estimations of activity are essential for providing 

an argument as to the value of music, providing a qualitative assessment, in 

addition to economic figures, would deliver a nuanced account highlighting specific 

areas that may require more direct support from funding (Behr et al., 2014). A 

follow-up report was more explanatory of their findings (Behr et al., 2016, p414): 

 

• Those attending live music events are doing so with the hope of 

experiencing something “transcendent”. 

• Those attending music events often do so for various reasons; 

therefore, collecting various accounts of those attending is 

necessary. 

• Most importantly, “the instrumental value of live music may be easier 

to measure than its intrinsic value, but instrumental value always 

derives from intrinsic value and is not a measure of it.  

 

Therefore, a cultural event has two strands of value: the revenue the event yields 

and the positive personal experience that individuals experience by attending. In 

this sense, the CVP supports Bruenger’s argument that it is not music that drives a 

music sector; instead, it is the “music experience” (Bruenger, 2019, p87). 

 

Music as an Instrument of Change 

 

Westminster and the SG have used the arts to meet government goals via 

economic and social targets. The positive impacts of music-making or attending 

live music performances are crucial because they can positively affect an 

individual’s health and well-being. The contribution of arts and culture to society 

has been widely reported in the literature (Matarasso, 1997; McCarthy et al., 2004; 

Belfiore and Bennett, 2008; Mowlah et al., 2014; Carnwath & Brown, 2014). 

Current research from UK Music reveals that 74% of adults confirmed that music 

is meaningful to their quality of life (Meadows and McLennan, 2022). However, it is 
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a mistake to assume that music is a universal good. Whilst those taking part in 

music activities would often describe the benefits, there are occasions where 

others do not. Noise complaints from neighbours or individuals living close to live 

music venues could be seen as a nuisance, which is why, according to Frith 

(2013), it is wrong to assume that music is always a public good.  

 

Everyday Music 

 

Community music practice covers a broad spectrum of activity, although Higgins 

suggests it can be defined as “an active intervention between a music leader or 

facilitator and participants” (2012, p3). Through these interventions, many of the 

social benefits of music arise, particularly with vulnerable or disenfranchised 

groups. In this sense, they are offering a type of cultural democracy (ibid, p7). The 

MusiCares initiative, run by the SMC, is the first national music project primarily for 

those within Scotland’s care system. Managing Director Gill Maxwell explained 

that “MusiCares has completely exploded. We can’t handle MusiCares for care 

experienced young people because it’s doing so well in its third year that all the 

schools and educational facilities who specialise with that group of 

people, they’re referring in big numbers” (Maxwell, 2022). The surge of interest 

indicates a demand for similar services and is vital for children who do not have 

direct access to music making.  

 

Learning a musical instrument and interacting with music can positively impact a 

child’s development from an early age due to the cognitive benefits, collaborating 

skills and learning to communicate with others. Additionally, learning to play music 

with others provides an opportunity to interact with other cultures whilst improving 

social mobility. Whether this occurs in a youth orchestra or as part of a band, 

these tools can be utilised for life (Broad et al., 2019). Children can express and 

explore their feelings by making music, leading to better mental health and lower 

anxiety levels. Understandably, access to live music is often difficult for those 

under the age of eighteen with little data on the topic; however, one music project 

in Stirling (Pump up the Jams) targets young, working-class children in their teens 

has shown promising outcomes. Project leader David Scott (2021) explained that 

although the workshop revolved around music, it indirectly helped literacy skills 
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and communication and socialisation techniques. In this sense, the social benefits 

were further reaching than the intended outcomes. 

 

A new thread of research has revealed the impact that music interventions can 

have in social care settings through music therapy. Music has been shown to have 

a positive impact on mood, depression, and anxiety in both children and adults. 

Improvements were identified with individuals singing, playing an instrument or 

listening to music. Additionally, music intervention has improved the quality of life 

for those living with dementia through group singing. (Meadows and McLennan, 

2022). The Glasgow-based charity Playlist for Life promotes specialised playlists 

based on dementia patients’ musical tastes and history with music. By doing so, 

individual moods can improve, and anxiety levels can be lowered. The practical 

work is supported by empirical research involving recorded music (Holmes, 

Knights, Dean, Hodkinson, & Hopkins, 2006).  

 

Negative Impacts of Music 

 

The advantages of interacting with music, whether through the commercial or 

public sector, should now be evident; however, there are instances where those 

who make music can encounter negative experiences, which is paradoxical. The 

very thing that helps mass numbers of listeners can have a crippling effect on the 

personal lives of music creators. Throughout the history of popular music, there 

are examples of musicians who have struggled with mental health and addiction 

issues; however, these have only recently been explored in more depth. As Gross 

and Musgrave highlight, “Music making is therapeutic, but making a career out of 

music is destructive” (2016, p12). 

 

In the last decade, the tortured genius narrative has been stripped away to reveal 

the complicated existence of music creators. Research from Gross and Musgrave 

(2020) and Jones and Heyman (2021) indicate several complex issues. The 

two key themes identified are related to the precarity of earnings and working 

conditions. The research for this thesis has consistently identified revenue for 

music creators as an enduring area of concern, as income can fluctuate and be 

non-existent for prolonged periods. The working conditions related to music 

creators are also a source of concern. Making music and releasing it to the world 
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will result in feedback; however, social media can be a critical space that can be 

“overwhelming and exhausting” (Gross and Musgrave, 2016, p19). Touring 

musicians have identified the industry’s darker side with the abuse of drugs and 

alcohol, long working hours and the constant highs and lows, all leading to 

negative mental health impacts. Additionally, a consistent issue across the 

literature was the breakdown of relationships, which can leave individuals feeling 

isolated and alone (Britton, 2015; Gross and Musgrave, 2017; Jones and Heyman, 

2021).  

 

Summary 

 

Although economic considerations will almost certainly remain the primary focus 

for commercial and government analysis, this section has demonstrated the 

possibility of collating a holistic strategy for valuing music activities through 

qualitative methods, as revealed by the CVP. Furthermore, empirical evidence has 

shown the additional benefits of interacting with music across various activities. 

Whilst these additional values are significant, measuring these remains a 

methodological issue. 

 

During the pandemic, UK Music (2022) began promoting additional benefits of 

music at a time when revenues were falling by illustrating that “music brings huge 

benefits to our country – not just for our economy, but for our sense of identity, for 

our soft power, for our local communities, and for our collective health and well-

being” (2022, p6). This suggests that there is an argument to be made for music’s 

value without continually referring to the economic contribution it makes to the 

economy.  

 

The Role of Cultural Intermediaries 

  

Throughout this thesis, music creators have received high-value status. Whilst 

they are crucial for delivering a value proposition in the form of a song or 

composition, the role of music intermediaries still needs to be defined. The 

following section will investigate the value proposition concept to illustrate its 

significance to the broader music industries and illustrate how it is utilised by 

cultural intermediaries to aid with value creation. In a simplified form, there are two 
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stages to the value-creating process: someone who makes music and an end user 

who consumes it. Bruenger argues that “it is impossible not to see that the end 

point of all music production processes is the moment when—regardless of 

medium or venue—the listener experiences the music” (2019, p87).  

 

Value creation is only possible with a value proposition in the form of a song or 

composition, as otherwise, there would be no new goods, services or experiences. 

According to Lepak, “Individuals create value by developing novel and appropriate 

tasks, services, jobs, products, processes, or other contributions perceived to be 

of value by a target user” (2007, p183). For the musical text to become valuable, it 

must become commodified, which is the beginning of the value-adding process. 

 

Traditional labour process literature identifies value as primarily concerned with 

exchange value; however, the production of cultural goods in the digital age has 

altered this perception. In addition to exchange value, musical texts contain a use 

value. The use value of a text will attract consumers, although the use value of any 

piece of music is ultimately subjective (Bowman and Ambrosini, 2000). The use 

value of a text is essential for securing support from intermediaries who will work 

with the text to generate additional value properties within the Scottish music 

industries. The value proposition becomes an “alignment mechanism” (Frow and 

Payne, 2011, p236), connecting music creators with intermediaries. 

 

Creating a cultural text is not sufficient for it to be valuable. Instead, as Jones 

(2003) acknowledges, it requires intermediaries with industry experience to add 

additional value. However, Jones’s speculation that “acts cannot be successful on 

their own” (p155) without the aid of intermediaries has proven somewhat incorrect 

by examining the trajectory of Scottish artist Gerry Cinnamon.  

 

The work of intermediaries is crucial in supporting music creators in bringing their 

texts to the broader public for consumption, as music creators often do not have 

the skillset or knowledge to successfully “break” themselves into the market. 

Negus argued that “cultural intermediaries shape both use values and exchange 

values, and seek to manage how these values are connected with people’s lives 

through the various techniques of persuasion and marketing and through the 

construction of markets” (Negus, 2002, p504). Although new media technologies 

have allowed music creators to bypass many traditional industry conventions, such 
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as recording music, distribution and promotion, intermediaries remain highly 

relevant and valuable agents. (Hracs, 2013). 

 

Negus proposed that the role of intermediaries was to add value to the cultural 

goods between production and consumption. Although he argued this point 

regarding the recording sector (1996), it can be applied more broadly to any 

intermediary adding value to the musical text, whether it is delivered as a product 

or an experience. In this sense, intermediaries can aid in circulating texts, provide 

meaning, and offer legitimisation practices (Powers, 2015). Legitimisation methods 

are essential as cultural intermediaries can influence consumption habits. They 

are extremely valuable in the Scottish sector as “they take local talent to a wider 

commercial market” (Leadbetter and Oakley, 1999, p45).  

 

A working definition of intermediaries is required as they offer services at multiple 

activity points for music creators. A cultural value chain from De Propris (2019, 

p45) provides a framework to group their activities. By applying this to the Scottish 

context, we can broadly categorise intermediaries into three groupings: 

 

• Creative Intermediation - Funding and Development, Managers, Recording 

Studios, Producers, Instrument Makers, Instrument Sales 

• Commodifying Intermediation - Funding, Live Music (All), Record Labels, 

Publishers, Booking Agents, CMA, Recording Studios, Distributors. 

• Outreach Intermediation - Media, Music Representatives, Record Shops. 

 

Although these are broad definitions, there are several instances where 

intermediaries will operate across groups.  

 

The traditional notion of intermediaries describes them as professionals in their 

respective sectors and genres; however, with the rise of the cultural omnivore 

(Peterson and Kern, 1996), many have diversified their workload, which has been 

possible due to the overall democratisation of tastes on behalf of both music 

creators and consumers. The trend was identified amongst a number of those 

interviewed, with one festival director explaining that she worked within the jazz 

sector but also carried out promotion work within popular music (Rodgers, 2022). 

Music managers who would often work within specific genres are now expanding 

their roster of artists, with one manager representing a DJ alongside a commercial 
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pop act (Scougall, 2021). Although these decisions could be based on building 

additional revenue streams, both interviews revealed their broad tastes in music, 

which accounts for the fluency with which they can move between genres. 

 

The work of cultural intermediaries can influence the choices made by other 

intermediaries. Maguire and Matthews believe that cultural intermediaries can: 

 

“Construct value, by framing how others – end consumers, as well as other market 

actors including other cultural intermediaries – engage with goods, affecting 

and effecting others’ orientations towards those goods as legitimate – with ‘goods’ 

understood to include material products as well as services, ideas and behaviours” 

(2012, p552). 

 

Cultural intermediaries are facilitators who provide opportunities for music creators 

to bring their products to market. The objective of discussing cultural 

intermediaries in this thesis is to investigate their role in the value-creating process 

for music creators and themselves. 

 

Investigating Resource Integration 

 

Now that the role of cultural intermediaries has been established, the following 

section will illustrate the dynamic transactions that occur during the integration of 

resources. Access to music has been a fundamental challenge since music’s 

inception as an industry; however, technology has played a significant role in 

negotiating the space between creators and consumers (Bruenger, 2019). 

Although this thesis places the value proposition as the singular most important 

element of value creation, the value-added sequence of events that occurs 

afterwards remains integral. Frow and Payne explain that “value develops and 

emerges over time, rather than being a discrete event” (2011, p.226), which 

indicates that interaction with intermediaries can make the original proposition 

more valuable. The process is known as “resource integration” (Kleinaltenkamp et 

al., 2012, p202). Therefore, value is co-created amongst members of the music 

sector rather than in a discrete event, such as composing a piece of music.  
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Although economic value is critical to any business sector, intermediaries also 

obtain and exchange more subtle value types. By applying Bourdieu’s theory of 

capital (1986), an analysis of economic, social, cultural and symbolic capital will 

demonstrate the types of transactions occurring across various sectors. Although 

capital is understood as revenue, this thesis will apply a broader definition 

incorporating monetary and non-monetary forms. In this sense, it will follow Allee’s 

notion of a value network (2000), which asserts that intermediaries interact across 

sectors to create and trade diverse value types.  

 

Exchanges among intermediaries and music creators are often dynamic and only 

sometimes grounded in economic reasoning, as there are more assets than 

revenue alone. In some instances, intermediaries may be more content with 

attaining dominant positions in their sectors and accruing additional capital (social, 

cultural or symbolic). Although Bourdieu delineated four types, he gives primacy to 

only one, believing that intermediaries strive to transform social, cultural and 

symbolic capital into economic capital.  

 

“So it has to be posited simultaneously that economic capital is at the root of all 

the other types of capital and that these transformed, disguised forms of economic 

capital, never entirely reducible to that definition, produce their most specific 

effects only to the extent that they conceal the fact that economic capital is at their 

root” (Bourdieu, 1986, p288). 

 

However, a study investigating capital conversions by craft entrepreneurs has 

challenged Bourdieu’s logic by revealing that those examined gave no primacy to 

economic returns (Pret, Shaw and Dodd, 2016). Therefore, the following section 

will examine the activities of intermediaries operating across the music industries 

in Scotland and investigate capital conversions between stakeholders. In doing so, 

it will become clear if economic capital is as critical to those in the sector as 

Bourdieu believed. 
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Typology of Capital  

 

Four types of capital can be exchanged among intermediaries: economic, 

symbolic, cultural, and social (1986). The following section will investigate each 

type of capital and illustrate its use within the music sector in Scotland.  

 

Economic capital is an actor’s resources, either as cash, assets or property. It is 

often utilised to accumulate additional capital, such as social or cultural. Regarding 

the music industries, assets can be considered intellectual property, such as the 

copyright of songs or branding and image capture, which often have relational 

rents applied to them.  

 

Symbolic capital is characterised as “accumulated prestige or honour” (Bourdieu, 

1991, p14). It is second only to economic capital, legitimising whoever attains it, 

with Bourdieu describing it as a “veritable credit” (1996, p142) capable of being 

converted into long-term economic returns. Symbolic capital is recognisable as 

high levels of record sales or concert ticket sales, winning awards or achieving 

commercial success. Additionally, the buzz occasionally associated with new up-

and-coming musicians can be translated as symbolic capital with the potential for 

conversion into economic capital (Hesmondhalgh, 2006).  

 

Cultural capital is education, skills or knowledge that provide social mobility tools. 

Bourdieu specified three cultural forms (1986). Education certificates characterise 

the institutionalised form. The embodied form is individual personal qualities that 

are inherent to them. Finally, the objectified form is located in material objects 

such as a physical recording, an instrument, or a music venue. The accumulation 

of cultural capital can be a slow process that occurs over time; however, it is a 

highly revered form to attain.  

 

The importance of social capital lies in the networks of individuals with the skills to 

either support or help influence others. Individuals can strengthen their position in 

any employment sector by building networks and accumulating contacts. Social 
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capital can be accumulated over time and should be regarded as a long-term 

investment. Joining agencies such as PPL or the PRS are examples of social 

capital, as is The Scottish Music Industry Association (Anheier et al., 1995).  

 

The Conversion of Capitals 

 

“(T)he real logic of the functioning of capital is the conversion from one type to 

another” (Bourdieu, 1986, p250).  

 

Digitalisation has opened up the possibilities for music creators and intermediaries 

to connect and convert capital more easily by accessing social networks online. 

Whether self-releasing music or locating intermediaries to work on a project, the 

internet has democratised power, providing direct access to resources. 

 

In most cases, early career musicians require more economic capital and must, 

therefore, utilise additional tools at their disposal. The aim is to present themselves 

as “subjects of value” (Skeggs, 2004, p72) with whom others wish to work. For this 

to occur, music creators must create cultural goods with a use-value and an 

exchange value. The distinction between use value and exchange value is 

essential when analysing cultural goods because, as Skeggs explains, this 

“enables us to see how different groups have different possibilities for evaluation”, 

therefore “shifting attention away from the object/asset being exchanged to the 

relationships and power that make the exchange possible in the first place (ibid, 

p11). Within this domain, cultural goods are the subject of analysis from 

intermediaries, and the opportunity for artists to appeal to larger markets is 

possible. In order to do so, artists must use whatever capital they hold to gain the 

attention of intermediaries.  

 

Importantly, once capital mobilisation occurs, a use-value is generated. The text 

also carries an exchange value once music creators have a finished product. 

Therefore, a creator’s profile can be constructed using social, cultural and 

symbolic capital as use values, which can then be converted to economic capital 

based on exchange value. In this sense, the music creator also becomes an object 

of exchange based on the interest of cultural intermediaries (ibid). 
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Symbolic Capital 

 

Symbolic goods such as songs are created with an inherent value attached, 

although others must recognise that value before it can become legitimate. 

However, once legitimisation occurs, success is not guaranteed as there is no 

formula for what the public will enjoy and purchase (Caves, 2000; Schreiber and 

Rieple, 2018). The acquisition and exchange of symbolic capital is not limited to 

the music sector alone, with social media and online websites responsible for 

public recognition and contributing to the success of new and established acts. 

Artists will attempt to gain low levels of local success before working with 

intermediaries, which is why obtaining symbolic recognition is critical. 

 

The acquisition of symbolic capital is vital for music creators as it can lead to long-

term economic returns. However, it is not easily attained. Instead, it is 

bestowed by intermediaries and consumers. Once this occurs, an artist will have a 

level of excitement attached to them, also known as “buzz” (Caves, 2000; 

Hesmondhalgh, 2006). Once this occurs, the capacity to convert symbolic capital 

to potential economic capital is highly appropriate for the three core sectors of 

music activity: recorded music, live music, and music publishing. However, it is 

also possible to assemble a team of intermediaries who will work to build an 

artist’s profile, adding value to them as a brand (Scott, 2012). The acquisition of 

symbolic capital is relevant from an industry perspective when determining which 

music creators’ intermediaries choose to work with and associate. Additional 

methods to achieve symbolic capital include high levels of sales, successful 

touring, winning music-related awards, gaining high charting records, performing 

at well-known festivals and working with a successful record label (ibid).  

 

Converting symbolic capital to economic capital is possible once legitimisation has 

occurred. Consequentially, intermediaries across sectors will view an artist as 

having the potential to generate income from various sources. In this sense, the 

artist has become valuable and a brand. The conversion of symbolic capital can 

occur via several channels. Working with a music manager can provide access to 

the broader music industries and a wealth of industry contacts. Record and 

publishing companies are interested in acquiring and exploiting the symbolic 

capital accrued by artists and the cultural goods they produce. By signing a record 
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deal, the artist can have access to cash reserves to develop and promote 

themselves with the chance of receiving a cash advance depending on the chosen 

label. 

 

A music publisher will also use the music creator’s intellectual property to generate 

revenue through relational rents. Access to local and regional touring from music 

promoters will aid with financial returns and help build an artist’s profile, providing 

further legitimisation. The more symbolic capital accrued, the larger the crowd an 

artist can draw for live concerts. Additionally, once an artist accrues symbolic 

capital, this can be converted into social capital by inclusion in previously 

unavailable networks (ibid).  

 

Music creators are not the only stakeholders able to generate or obtain symbolic 

capital. Recorded music in Scotland is represented by a number of small 

independent labels renowned for working with culturally rich artists. Chemikal 

Underground and Rock Action Records are the largest in Scotland, whilst Olive 

Grove Records operates as a labour of love. These labels and numerous others 

attract artists to work with them based on their roster and history. In this sense, 

record labels can sign acts based on their own symbolic significance and 

association.  

 

Social Capital 

 

For those pursuing a career in music, social capital is a crucial component to 

acquire to maintain and further one’s career. The most utilised means of doing so 

is by building networks of social contacts within the music sector and the broader 

creative industries, with literature noting their importance (Coulson, 2012; Scott, 

2012). The strength of relationships depends on the resources available to 

members and the willingness to share with others in the network (Granovetter, 

1973). Although the music industries are built on interpersonal relationships, these 

are only possible with a certain degree of cultural capital. In its embodied form, this 

translates to expertise, using the correct language and appearing to fit into the 

correct networks due to image (Bourdieu, 1996). 

 



 158 

Early career musicians rely on social networks to catch the attention of 

intermediaries, which is essential for access to larger markets. Media services play 

a critical role in developing buzz for artists, often built on the strength of networks 

created by intermediaries. For one publishing company, social capital was vital for 

obtaining work opportunities. Montgomery (2022) discussed the process of 

working to briefs for a number of her songwriters. Collaborating and sharing 

expertise made several high-profile K-pop releases in Japan and Korea possible, 

resulting in economic capital. 

 

Utilising social media is another way to build relationships. Although not all social 

media operates in the same manner, it can be broadly described as “a group of 

internet-based applications” that allow the “creation and exchange of user-

generated content” (Kaplan and Haenlein, 2010, p61). Applications such as 

Twitter, Facebook, Instagram and TikTok allow users to connect with others. The 

artist-fan relationship can then strengthen through the continual interaction of new 

content. Furthermore, social media fosters an “economy of favours” (Haynes and 

Marshall, 2018, p1985) through the utilisation of social capital, which can be 

generated in the form of photo sessions and gig opportunities from promoters. 

Additionally, building strong networks with fans will result in the monetisation of an 

artist as a brand, with cultural texts and as a live act. 

 

Furthermore, social media allows music creators to connect with intermediaries, 

which may have been more challenging before the internet. Traditionally, joining 

networks was only possible in person and often based on locality. However, social 

capital can now be accrued in any location as long as the individual has access to 

the internet and a device.  

 

The acquisition of social capital is central to functioning as a music manager. The 

role often permits the building of contacts across multiple networks. The 

accumulation is often slow to begin with; however, if a stakeholder has previously 

worked in the music sector, they are already in a fortunate position. As one 

manager explained, “I had connections with a lot of these artists through friends 

and through previous work” (Interview 1, 2021). In this sense, social capital is 

valuable across sectors. Additionally, by working with artists, managers can obtain 

a degree of cultural capital through mutual association. 
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Cultural Capital 

 

Three types of cultural capital are relevant to music creators and the broader 

Scottish music industries. The embodied form is closely linked to social capital, 

relating to the way someone speaks, acts or presents the knowledge they have. 

Some artists will have high levels of embodied capital, which can then be 

packaged and branded, resulting in the acquisition of economic capital. However, 

artists may not have the skills to do this themselves and will, therefore, require the 

assistance of intermediaries with the knowledge and skills. 

 

Although institutionalised cultural capital is primarily beneficial for intermediaries to 

further their professional careers, it is also relevant for those attending music 

schools for performance or composition studies. Music creators who acquire such 

qualifications will already be in social networks of like-minded musicians, where 

career opportunities will be readily available. Specifically, institutions such as the 

Royal Conservatoire in Glasgow produce a diverse range of career-ready 

musicians who can convert their institutional capital into economic capital.  

 

Alternatively, students in Scotland attending higher education institutions offering 

music industry degrees can also benefit from institutional capital. However, this is 

converted into social capital by networking and building solid connections across 

sectors. Over time, this, too, can be converted into economic capital.  

 

Although intermediaries may not understand how to play an instrument or be a 

musician, they can acquire the power associated with that knowledge, embodied 

in cultural capital, through direct association or economic capital 

exchange. This becomes apparent within the creative and cultural industries. 

Specifically, the music industries, where booking agents, managers or marketers 

of music and the artists who record that music can acquire cultural capital through 

association without possessing it. This also applies to individuals who possess a 

particular machine or device but may not have the actual cultural capital needed to 

use it appropriately. The ownership of these items, or association through a proxy, 

also portrays a level of symbolic capital that reinforces the actor’s social status or 

position. However, this only remains effective if it is used as a tool within the field 

or social space (Bourdieu, 1986). This is evident when a manager or booking 
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agent who represents a well-known artist wields this power intentionally to his or 

her personal advantage or on behalf of the artist they represent. Being ‘associated’ 

with a commercially successful artist and the symbolic capital represented with 

that may be used to achieve further symbolic, economic or social capital if so 

chosen.  

 

Summary 

 

Capital conversion is a complex activity. Whilst generating revenue is not 

necessarily the first priority for all music creators, it 

certainly cannot be disregarded within resource integration. Literature has 

portrayed cultural intermediaries as “self-interested entrepreneurs seeking to 

maximise economic value” (Perry, 2015, p724). However, research for this thesis 

has shown that this is not always the case, with many intermediaries overworked, 

underpaid and working for job satisfaction. Whilst not addressed directly, many of 

those interviewed alluded to going over and above their actual roles to help others, 

sometimes at the expense of their time and without financial return (Calder, 2022; 

Montgomery, 2022; Rodgers, 2022; Whytock, 2022). 

 

Does Scotland’s Music Industries have a Sustainable Business 

Model? 

 

“The music industries attempt to make profit out of producing and circulating 

goods and services based on acts of symbolic creativity” (Hesmondhalgh and 

Baker, 2011, p57)  

 

Oskam et al. argue that the “way in which actors create and capture value around 

a value proposition is at the core of the sustainable business model” (2021, 

p1060). However, this section will suggest that Scotland’s music industries are 

inadequate in several critical areas due to its inability to retain commercial artists’ 

business and intellectual property. Value creation within the music sector has 

drastically altered with new digital technologies, resulting in a transition to a 

service-dominant logic, which deviates from the previously goods-dominant logic 

(Vargo and Lusch, 2004). Technology plays a major role in the value-generating 

ability of firms, with periods of stability followed by disruption and innovation. 
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These activity cycles are identifiable with the various listening formats that have 

transformed over the last hundred years. As technology has improved, so too have 

the methods of consumption. Value creation within a traditional music sector is 

possible by analysing “composition, trade of rights, recording, record production, 

and distribution” (Wirtz, 2020, p161). Previous sections have discussed alternative 

forms of value created by music from various perspectives; however, the 

remainder of this section will focus on the economic viability of music. 

 

The music industries in Scotland function by utilising exchange value; however, 

the end goal of all firms is to create value for the consumer, which derives from 

use value. Bruenger accurately argued that “regardless of the primary motivation 

for making music—artistic, social, or commercial—there is always a need for a 

sustainable economic model for it to survive, let alone thrive” (2019, p108). The 

literature review noted that the value chain concept appeared outdated; therefore, 

this section will illustrate the evolution to an ecosystem model (Moore, 1993), an 

adequate theory for understanding recent changes in many global music markets. 

Although the global music industries revolve around recorded music, publishing 

and live music, regional variations occur (Simon, 2019), which is highly evident in 

Scotland. No publishers of scale operate, and no major record labels have offices.  

 

Recorded Music and Publishing 

 

“Artists consider recordings less a revenue stream than a publicity tool for touring” 

(Holt, 2010, p248)  

 

Although the sale of recorded music in physical form has declined, the recorded 

artefact remains at the heart of the value-creation process as it is the text that 

other stakeholders in the music industries use to generate revenue from 

consumers through consumption. 

 

Transforming the value proposition from an intangible idea to a sound recording is 

essential for creating a good that can be monetised. Often, this takes place in a 

dedicated recording studio with an engineer or a producer; however, recent 

advancements in home recording equipment have shortened the gap between 

amateur and professional recordings. By integrating the value proposition with the 
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skills of a producer, a master recording can be created which contains both an 

exchange value and a use value. Although survey results identified recording 

studios as in high demand, interview data revealed music creators were more split 

on their recording methods, with two artists using recording studios (Napier, 2021; 

Scott, 2022) and two preferring to record with mobile setups (Duncan, 2022; 

Schlesinger, 2022). The decision appears to be based on preference, although 

Schlesinger alluded to the fact that studio time can be expensive. In 

the current digital age, it is not the physical recording that is valuable but rather the 

intellectual property it contains. Research conducted by Hviid et al. into the impact 

of digitalisation in the UK noted that “Intellectual property rights, and especially 

copyright, underpins the economic framework used in the music industry” (Hviid et 

al., 2018, p252). In this sense, selling physical music is no longer the primary 

driver of revenue.  

 

Music managers are among the most significant intermediaries within the 

music industries as they supervise their artist’s careers as businesses. As Jones 

explains, “Artist managers occupy the only position in the Music Industry which 

interacts with all other areas of activity and the individuals involved with them” 

(2012, p91). By utilising the master recording, managers develop its utility by 

interacting with other stakeholders to generate interest domestically and 

internationally. One of the primary roles of a manager is administrating rights for 

their artists with a record company and publishing company. Whilst it is possible 

for musicians to manage themselves, this will inevitably impact their creativity 

through time, which is why, in most cases, when an artist achieves a specific level 

of success, a manager becomes vital.  

 

According to Negus, “recording and publishing have been central to how 

generations of popular musicians have experienced their art, obtained investment 

and made a living” (Negus, 2019, p375); however, Scotland does not have 

a strong infrastructure in either of these sectors, particularly publishing. Record 

labels in Scotland are limited in their value-creating activities as they are all micro-

enterprises. Artists who can achieve commercial success continually sign with 

record labels outside of Scotland. A reasonable deduction is that popular labels 

such as Chemikal Underground and Rock Action Records do not have sufficient 

recording or marketing budgets compared to independent or major labels in 

London. Recorded music in Scotland does generate economic value; however, by 



 163 

analysing the successful labels and their rosters, assumptions can be drawn 

regarding their revenue compared to the live sector. The estimated revenues of 

Scottish signed acts in chapter five demonstrate the disparity (Appendix One). 

 

Olive Grove Records, a well-respected independent label based in Glasgow, 

operates as a labour of love for owner Lloyd Meredith, who explained, “essentially, 

we wanted to be a springboard for artists to essentially push who we thought were 

good and to kind of give them exposure and hopefully push them off into the world 

and set them for bigger things” (Meredith, 2023). In this sense, it is evident that the 

traditional record company business model is challenging in the current climate, 

with revenue not moving around the sector as it had previously. While several 

small labels in Scotland still follow the traditional model, others have adopted 

alternative frameworks. A new venture from the Glasgow-based label Last Night 

From Glasgow is challenging conventional notions of curation via its patronage 

model. Operating as a not-for-profit organisation, the owner seeks to reinvest 

finances into additional music projects whilst offering fair remuneration for all 

parties.  

 

Since digitalisation, there has been an upsurge in entrepreneurial activity amongst 

music creators. The internet, digital distribution services and social media have 

given music creators the option to become self-contained businesses (Dumbreck 

and McPherson, 2016, p23). Scottish-based artist Malka demonstrated her 

business model based on receiving revenue for synchronisation deals and, more 

recently, via commissions through her Hen Hoose songwriting collective. Malka 

explained, “Going to play 14 festivals in the summer when they’ve (her children) 

got school holidays, it’s not really realistic” (Schlesinger, 2022). It was evident that 

childcare was a barrier to working; however, changing the method of value 

creation led to additional revenue opportunities. It is worth noting that none of the 

three companies Malka uses for Synchronisation opportunities are Scottish-based. 

Artist C Duncan pursues a more traditional path of value creation. Signed to Bella 

Union, he follows the recording and touring of material. However, his music 

education at the Conservatoire in Glasgow qualifies him to receive commissions 

for classical compositions (Duncan, 2022). The descriptions of value creation 

suggest that in the current landscape, various business models and opportunities 

can be utilised to create revenue that does not involve working with a record label. 

However, a music publisher believes that for current indie artists in Scotland, 
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“there’s a sort of shelf life or like there’s a cap people reach, maybe 50,000 or 

60,000 streams on Spotify, but then that’s it” (Montgomery, 2022). The data 

suggests that it is possible to generate revenue from music-making in Scotland, 

although it does appear more challenging in the current climate. 

 

The transition from music as a product to music as a service has significantly 

impacted music creators and record labels in Scotland. Streaming services are 

now the leading source of revenue for recorded music in the UK (UK Music, 2022); 

however, many music creators do not feel that the revenues 

generated are fairly redistributed. It has been argued elsewhere that the fault does 

not lay entirely with the streaming services but also with the rights holders (record 

labels) who pay musicians after they deduct their percentage share 

(Hesmondhalgh, 2020). Research into the earnings of music creators has revealed 

that the economic value of recorded music (tangible and intangible) remains 

relatively low for music creators across the UK (Hesmondhalgh et al., 2021, p18). 

A folk musician has highlighted the income disparity between a pre and post-

streaming economy, revealing that before streaming sites became commonplace, 

he could independently sell 10,000 albums at £10 a copy. In contrast, one of his 

most recent albums only sold 2,000 copies (Napier, 2021). Although his assertion 

suggests that streaming services are responsible for the fall in sales, there are 

other possibilities which he did not discuss. 

 

Intellectual property generated by music creators is critical to any commercial 

music sector. Record labels and publishers often receive the highest incomes as 

they own the rights through contract agreements with music creators. However, as 

music has become a digital product for most consumers via streaming services, 

new opportunities to exploit music have become digital, too, indicating that 

publishers have grown to have an increasingly prominent role in value creation. 

 

Scotland has a rich history of songwriters (Calvin Harris, Lewis Capaldi, The 

Proclaimers, Frightened Rabbit) enjoyed domestically and internationally. 

Scotland’s current roster of artists is arguably the strongest (economically and 

culturally) Scotland has seen in some time based on their streaming figures and 

size of touring venues. However, the Scottish music industries have an enduring 

issue with retaining intellectual property as there is only one commercial publisher 

in the country (affiliated with a London-based company, Nottinghill Music). 
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No popular Scottish artists have publishing deals in Scotland, with almost all 

songwriters signing contracts with international publishers. UK Music disclosed 

that revenues from publishing activities were around £459 million in 2018 (UK 

Music, 2019). The estimation of Scotland’s publishing sector in chapter five for the 

same period reveals a staggering difference, with Scotland estimated to have 

generated around £100,000.  

 

Live Music 

 

“The potentially huge revenues realisable from live performances in big arenas 

and stadiums, lucrative brand endorsements and income from merchandise tend 

to be possible only for the minority of established major superstars” (Negus, 2019, 

p375) 

 

The live music sector is the dominant method of value creation within the Scottish 

music industries. The value generated from live music activities sustains multiple 

stakeholders across the sector. The economic relevance of live music is 

highlighted annually by UK Music. In 2019, the UK generated £1.3 billion from live 

music activities, whilst recorded music revenues were far lower at £630 million. 

Additionally, music tourism in Scotland for the same period saw revenues of £453 

million from direct and indirect spending, supported by 4300 full-time OTE jobs 

(UK Music, 2020). Although the revenues generated within Scotland are 

impressive, most of the earnings for music promoters and festivals are generated 

by artists from outside Scotland; however, this situation is not unique to Scotland. 

Although live music can be a lucrative business for some musicians, not all genres 

of music have equal opportunities. Popular music often generates higher revenue 

than more traditional types, such as jazz and folk. 

 

Although the infrastructure is in place within Scotland to exploit artists and sell 

tickets, the ability to do so is often based on an artist’s recorded music 

output. Those with high streaming figures are often capable of selling more tickets, 

which indicates that the value proposition is a prominent component of value 

creation in the live sector. However, online popularity does not always equate to 

high ticket sales. 
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Music promoters are the crucial cog in the live sector, providing popular touring 

bands and local acts through a contractual agreement with a guaranteed 

economic return for a live performance in a music venue or a festival. In this 

sense, the live sector delivers a guaranteed method of generating value for artists 

compared to the recording sector. The strength of the live sector in Scotland can 

be illustrated by the takeover of DF Concerts by Live Nation (Cloonan, 2010) and, 

more recently, Regular Music, which was acquired by Deutsch Entertainment AG, 

which now has a controlling stake in the company (Williams, 2022). Both examples 

give weight to the economic value-creating properties of the sector for both 

domestic and international artists.  

 

The role of music promoters is not limited to staging shows. In many respects, 

some have taken on a role similar to that of A&R by working with artists before 

they are signed to a record label. Promoters assist new, upcoming local artists by 

offering them support slots with touring acts as a way of growing their fanbases 

and helping with career development at defining moments. One manager from 

Maniana Music explained, “The promoters at DF Concerts helped us a lot with 

creating the buzz around Joesef; the support that we get from them is incredible” 

(Scougall, 2021). The purpose of investing in these acts early in their careers is to 

create a working relationship which will be honoured should they become 

successful and move to bigger venues in the future. 

 

Consumer Value 

 

Whilst music consumers have previously remained passive in value-creation, Choi 

and Burnes have argued that “value is not created solely by producers in the 

market, but is co-created by the consumers of products and services” (2013, p39), 

with research indicating that value co-creation from consumer activity is possible 

across recorded and live music (Saragih, 2019). The digitalisation of music, 

combined with consumer electronics, the IT sector and telecommunications, has 

helped connect music creators and consumers in what Hesmondhalgh and Meier 

call “networked mobile personalisation” (2017, p1556). Access to music has been 

a fundamental challenge since music’s inception as an industry; however, new 

technologies have played a significant role in negotiating the space between 

creators and consumers (Bruenger, 2019). Although social media sites such as 
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Facebook and Twitter were created as social tools, they have since been 

utilised to assist artists in building fanbases and maintaining interaction, which aids 

with monetisation strategies. 

 

Value co-creation activities have provided Scottish creators with the tools to 

bypass traditional value-creation routes, such as record companies and 

publishers, as many of the roles and responsibilities can now be performed by 

artists. Web 2.0 has delivered several services, such as social media and 

infomediaries, which are utilised to deliver content that consumers can circulate 

via online websites. Scottish artist Gerry Cinnamon is a prime example of the 

possibilities presented by internet technologies. Cinnamon grew his fanbase 

without any record label by embracing and encouraging significant online word-of-

mouth with the help of his fanbase, which shared digital content (Paine, 2020). 

Nambisan and Baron call these online spaces of interaction “virtual customer 

environments” (2007, p42). Within four years, Cinnamon evolved from a relative 

unknown to selling out two nights at Hampden Stadium due to his fanbase and 

their online support. Whilst this example is notable, it is worth stating that it does 

not reflect the experiences of most music creators, with research from Haynes and 

Marshall (2018) indicating that there is uncertainty regarding its actual impacts. 

 

The development of the app economy has assisted in delivering content to 

consumers in new digital forms. Mobile phone applications such as TikTok host 

music clips that music creators upload to integrate into videos, which users then 

upload online. TikTok is particularly useful for music sectors as 50-60% of the core 

user base is 13 to 24-year-olds, who are the key demographic for value co-

creation activities (Toscher, 2021). Scottish singer-songwriter Katie Gregson-

Macleod signed a record deal with Columbia Records after a video of her 

performing went viral on the app (Tiwari, 2022). In this way, music becomes 

content for users rather than a product, which Negus explains is “circulated in the 

hope that it will be ‘used’ in a manner that allows it to be monetised” (2019, p371).  

 

It can be deduced that the value-adding qualities are now identifiable with online 

reviews too. In this sense, consumers who critique music have also 

become defacto value generators. Whilst all media types have the ability to drive 

commodity sales for an artist, they also have the power to bestow music creators 

with cultural value.  
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Value Extraction 

 

As previously discussed, a value proposition is essential as it is the launchpad for 

all other value transactions. Intermediaries then use the cultural text in the music 

sector to generate value for themselves and additional value for music creators. In 

many cases, this helps keep the sector healthy. However, there are instances 

when intermediaries extract economic value without helping to add additional 

value or reintroducing value for other stakeholders.  

 

The extraction of value from the Scottish music industries is a significant issue 

demonstrating a flawed infrastructure. The recording sector and publishing operate 

around IP, which derives from the work of music creators. As detailed in Chapter 

Five, the value generated from IP returns to those who own the rights. The 

exploitation of IP is often performed by record labels and publishers who are “rent-

seeking” (Mazucatto, 2017, p4), which refers to generating economic returns 

without producing anything new. With the most prominent commercial acts 

aligning with major or large independent labels outside Scotland, their revenues 

remain outside the country. As one grassroots promoter explained, the work of 

high-profile Scottish artists “is an input into a UK or English music industry a lot of 

the time because the industry is based in those places” (Stewart, 2022).  

 

An additional concern is outsourcing work to intermediaries based in London due 

to the strong business network. In some instances, stakeholders were conscious 

of this and actively sought to keep as much activity within Scotland as possible 

(Interview 1, 2021). The research presented in Chapter Four reveals that 

specific elements of the sector are underrepresented or lacking in scale. In these 

circumstances, there is a shortage of opportunities, which directly causes the 

employment of intermediaries from other countries.  

 

A longstanding issue for music creators remains retaining the total value they 

create without “value slippage” (Lepak, 2007; Oskam et al., 2021). Elsewhere in 

the thesis, we have discussed revenue streams and potential ways for music 

creators to generate revenues by retaining the rights to their songs. However, it is 

common for music creators to sign away the rights to their recordings to record 
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companies, publishers or distributors (Hesmondhalgh et al., 2021, p44). In turn, 

this decreases their revenue via physical sales and streaming services. However, 

by working with key intermediaries, music creators can add potential value to their 

products by association and access to a wealth of experience (Bowman and 

Ambrosini, 2000). Intermediaries are required to make value judgements based on 

the use value of the text. Industry stakeholders must determine whether they 

believe they can exploit the text to a reasonable degree to make a profit. In the 

process of agreeing on contract agreements, value slippage often occurs, 

particularly for new artists who require more bargaining power. In this sense, the 

value generated by music creators is lost to other intermediaries without fair 

remuneration.  

 

Blockchain technology (BT) is a potential solution to value slippage as it can 

compensate music creators directly, removing many traditional intermediaries and 

retaining additional economic value. Baym et al. explain that “a blockchain offers a 

multipurpose, decentralised, permanent, transparent ledger” (2019, p404), 

implying that revenues can be easily traced and will return to the rightsholder more 

expediently. In line with value co-creation principles, BT can co-exist alongside 

creators, consumers and other intermediaries in the music industries to help 

deliver higher levels of economic value. However, new digital technologies offer 

unique methods of making, distributing and publicising music while simultaneously 

bringing issues of control and remuneration. BT will not benefit everyone. Most 

likely, artists who already have an established fanbase will have the potential to 

generate higher revenues by collecting rights revenues. 

 

The sale of concert tickets is the highest form of revenue generation across the 

entire sector; however, digital ticketing agents such as Ticketmaster incorporate 

around an additional 10% into the original ticket price. The added revenue is 

extracted and not reinvested back in any way. The secondary ticketing market also 

affects the sector, with surplus value leaking to ticket touts. The leakage is often 

identifiable with more prominent acts performing in larger venues; however, there 

are rare occasions where it is seen at the grassroots level. Secondary ticketing 

has a long lineage dating back to the 1960s; however, it has only become a 

significant source of revenue since 2008. Additionally, promoters have been 

accused of using online sites such as Viagogo and Seatwave to sell vast numbers 
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of tickets at inflated prices. Notably, no Scottish-based promoters in Scotland have 

faced these accusations (Behr and Cloonan, 2020).  

 

Conclusion 

Whilst the partner organisation requested an economic measurement of the music 

industries in Scotland, this chapter has identified other values which could be 

utilised in future research to provide a holistic valuation of the sector. Although 

economic value has been highlighted as critical to the operation of any prosperous 

economy, the intrinsic benefits of music require further exploration. Additionally, 

this chapter has emphasised that all value creation begins with a music creator. 

Mapping reports are often only interested in the economic estimations of a sector 

without any explanation of how or where the revenue originates. 

Section two identified the value proposition as a crucial element for intermediaries 

in their role as value creators. A framework from De Propris (2019) revealed that 

their work can be categorised in three ways: Creative intermediation, 

commodifying intermediation, and outreach intermediation. Bourdieu argued that 

intermediaries were primarily concerned with economic gains; however, this was 

proven inaccurate.  

Section three examined the types of value generated when resources are 

integrated. Utilising Bourdieu’s theory of Capital (1986), it was revealed that 

economic capital is not the primary goal of all intermediaries, with more subtle 

value exchanges, including social, cultural, and symbolic, also occurring.  

The final section investigated the Scottish music sector's infrastructure, arguing 

that it does not have a sustainable business model. Potential revenue is being lost 

due to the inability to retain IP within the country, as there are no record 

companies or publishers of scale. Therefore, value extraction is occurring, with 

revenue leaking to businesses outside of Scotland. Additionally, the section 

identified the consumer's value-creating abilities with the use of social media sites 

and digital applications such as TikTok.
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Chapter Seven: What Impact did Covid-19 have on the 

Scottish Music Industries? 
 

"COVID-19 exposed the serious fault lines that exist across the creative industries. 

But for the music industry, this was a painful reckoning of what is and what isn't 

working" (Henderson, 2021) 

 

This chapter will investigate how the Covid-19 pandemic disrupted the Scottish 

music industries. Although the global music industries have periodically 

experienced disruption to business activities, this has exclusively revolved around 

digital innovations in recent decades, predominantly impacting the recording 

sector (Hughes, 2016). The Scottish music industries have several areas that lag 

behind other areas in relation to the UK industry (no recording or publishing 

companies of scale); however, some of the issues are global concerns (low 

musician revenues, inequalities with cultural work, a lack of support for grassroots 

venues and the mental wellbeing of music creators).  

 

This chapter will illustrate that the pandemic only heightened several of these 

structural flaws, which were already prevalent before lockdown restrictions. Banks 

and O'Connor argued that to identify the pandemic's impacts, it was first essential 

to investigate "how the cultural sector stood going into the crisis, what made it so 

vulnerable over and above the particular impacts of the virus" (2021, p4).  

 

The following chapter will examine the pandemic's effects across multiple 

academic fields, primarily from a cultural studies standpoint, whilst merging 

resilience theory. In doing so, the discussion will provide a multi-perspective 

analysis of the pandemic. This will follow Williams's approach to studying events. 

He concludes that "while we may, in the study of a past period, 

separate out particular aspects of life, and treat them as if they were self-

contained, it is obvious that this is only how they may be studied, not how 

they were experienced. We examine each element as a precipitate, but in the 

living experience of the time, every element was in solution, an inseparable part of 

a complex whole" (Williams, 1969, p17-18). This critical approach will provide a 
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holistic synopsis demonstrating how music's socio-economic, political and cultural 

aspects intertwine. 

 

By building on the work of previous resilience literature in business and 

management research, this chapter will investigate the music industries in 

Scotland from two perspectives: the cultural worker and the organisation. Although 

resilience has numerous definitions across the literature, the following analysis 

defines it as "the capacity of a system to absorb disturbance and still retain its 

basic function and structure" (Walker et al., 2004, p1). Resilience theory is 

appliedto situations where a disturbance has occurred, such as new technologies; 

however, this chapter will use resilience as a conceptual framework to analyse 

Scotland's music industries to understand the pandemic's impact fully. 

 

The chapter will have six sections. The first will briefly characterise the pandemic 

and place it within a crisis framework. The second section will examine cultural 

work in Scotland, arguing that the effects of the pandemic reinforced existing 

inequalities whilst illustrating the resilience of cultural workers. Section three will 

investigate the broader impacts of lockdown regulations, asserting that the music 

sector in Scotland was significantly impacted due to its reliance on revenue from 

live music. Section four will examine the government's response to the pandemic, 

illustrating its continued neo-liberal response to the arts. The fifth section will 

examine Scotland's funding decisions during the pandemic, arguing that a lack of 

commercial music policy was detrimental to supporting the sector during the 

pandemic. The final section will offer a retrospective analysis of the estimated 

economic loss during the pandemic in Scotland by investigating reports from 

Wales and the broader UK.  

 

Framing the Covid-19 Pandemic 

 

The pandemic was, first and foremost, a global health emergency. The World 

Health Organisation declared the outbreak a global pandemic, leading 

governments worldwide to impose various health protocols to stop the spread of 

the disease, including social distancing measures, national lockdowns, and travel 

bans. The announcement of initial restrictions in Scotland took effect on the 23rd 

of March 2020. First Minister Nicola Sturgeon explained that the "stringent 
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restrictions on our normal day-to-day lives that I'm about to set out are difficult and 

unprecedented. They amount effectively to what has been described as a 

lockdown" (The Scottish Government, 2020b).  

 

The Scottish music industries faced severe challenges due to the socio-cultural 

nature of live events. Although there were brief periods when regulations were 

lifted, the live music sector was effectively closed from March 2020 until July 2021, 

with the implementation of smaller lockdowns identified into January 2022. 

Workers from all sectors of the economy were instructed to remain at home unless 

employed in what became known as essential professions, such as NHS staff, 

care workers, those working in supermarkets or similar occupations. Additionally, 

individuals were to adhere to a strict two-metre distance outside the home. 

 

It was not the pandemic itself but rather the regulations imposed by the 

government that affected music activity. Live music encountered the most 

significant economic and social impacts alongside travel, tourism and hospitality. 

The restrictions introduced by the government effectively prevented music 

production in group settings. Although lockdown measures were eased and, in 

some cases, lifted for periods, the live music sector was one of the first economies 

to close and one of the last to reopen. Throughout this time, the creative and 

cultural sector could be characterised as "VUCA: volatile, uncertain, complex and 

ambiguous" (Sargent, 2022, p12).  

 

This thesis will frame the pandemic as a crisis aligning with current creative sector 

research (Walmesley et al., 2022). Using Hall's (1988) examination of a crisis as a 

starting point, it is evident that analysing the music industries alone will only deliver 

a reductionist viewpoint. Therefore, starting from a cultural studies perspective will 

allow an in-depth analysis of the pandemic's social, cultural, economic and political 

aspects. 

 

The remainder of this chapter will reveal that the dominant narrative of the 

pandemic was a crisis in the live music sector. However, what will become 

apparent are the structural flaws that came to the forefront due to lockdown 

restrictions. In this way, the chapter will follow Antentas, who asserts that "(c)rises 

are moments of simplification of social relations and clarification of reality. They 

reveal the hidden which we usually do not see" (2020, p316). 
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Sectoral Challenges prior to (and accelerated by) Covid-19 

 

"There is already a crisis in the cultural and creative industries" (O'Brien, 2020) 

 

Although there are around 10,373 music jobs in Scotland, 9157 are carried out by 

freelancers (SMIA, 2020a). Despite the precarious and uncertain working 

conditions, individuals continue to enter the music industries in Scotland. The 

following section will argue that operating under such conditions has constructed 

psychological resilience, which aided cultural workers during the pandemic. The 

following section will investigate the resilience of cultural workers based on Luthar 

et al. They propose that resilience is a "dynamic process encompassing positive 

adaptation within the context of significant adversity" (2000, p543). Resilience 

often refers to the ability to bounce back after disruption; however, in the current 

context, it refers to an individual's response to the crisis. It will become evident that 

cultural workers have psychological resilience, a valuable tool during the 

pandemic. At the employee level, the term has been used to refer to the ability of 

organisational members to bounce back and even succeed in the face of 

hardships and adversity (e.g. Luthans et al., 2010; Shin et al., 2012) 

 

Cultural workers are known for their adaptive behaviour. Tales of change and 

creativity were disclosed throughout interviews conducted for this study. Lisa 

Whytock from Active Events explained, "The main thing was keeping the artist 

going, so I came up with lots of different projects" (2022). Her ethos aligns with 

recent research (Giustiniano et al., 2018; Lombardi et al., 2021), demonstrating 

that resilience has two stages: adaptive and reactive.  

 

Portfolio Careers 

 

The term gig economy originated in the music sector to describe the precarious 

working life of music creators, although it has since extended to other sites of 

cultural work (Haynes and Marshall, 2018). Consequentially, portfolio careers 

became commonplace, with creative and cultural workers utilising various job 
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opportunities to make a living (Neely, 2020). The precarious nature of employment 

has provided cultural workers with the skills to negotiate disruptions when they 

occur in the creative economy, as many workers are accustomed to moving from 

role to role. From an educational standpoint, preparing aspiring musicians and 

intermediaries wishing to enter the music industries to the realities they will 

encounter is vital. As a part-time musician, Smith believes "we all have portfolio 

careers, pieced together from a mixture of high-profile performances, low-profile 

gigs, teaching, journalism, composition, and all manner of music-related and non-

music-related work" (2013, p33). A music educator, creator and community music 

worker builds on the intention of a portfolio career, explaining, 

 

"In a nutshell, I think the key thing for me has been trying to sort of sustain, 

and you'll find this with so many different people has been trying to sustain 

different forms of a creative life... As it is a life, you know, it's a life choice" (Scott, 

2022). 

 

In this sense, both Smith (2013) and Scott (2022) follow Freidson's (1990) 

rationale for carrying out creative work, with Friedson explaining the calling as a 

labour of love with the ambition of feeling fulfilled. The immediate observation from 

conducting interviews was the satisfaction cultural workers acquire from their 

activities, which corresponds with Hesmondhalgh and Baker's (2010) concept of 

good work in several respects.  

 

Those interviewed seemed satisfied to work in an industry that offered little job 

security and saw individuals overworked. This suggests that involvement in a job 

that offers fulfilment, and pleasure is more rewarding than traditional work benefits 

such as high economic return and normalised working patterns. The topic was 

alluded to by an independent promoter from Aberdeen, who explained the reason 

for doing his job was "not really about the money" (Calder, 2021), whilst a festival 

organiser was more direct by referring to the artists she works with and helps as 

her "babies" (Rodgers, 2022). Both examples infer that there are more deep-

rooted motivations for executing their jobs than to make a living.  

 

Those who enter the music sector working towards a specific role spoke of moving 

between positions until they found something they enjoyed (Interview 1, 2021; 

Scougall, 2021). Again, this reveals a longing to work within a specific sector 
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rather than a specific job. Additionally, several workers interviewed (Scott, 2022; 

Duncan, 2022) recognised that the need to make a living as a creative worker 

meant they had to find additional employment at certain times to continue their 

creative occupations, which they would find within the music sector.  

 

Individualisation 

 

"The individualised person must shoulder the consequences when things go 

wrong. This is an uncertain and precarious life to lead" (McGuigan, 2010, p333).  

 

The notion of individualism is especially relevant in the music industries, affecting 

freelancers and those within many SMEs. Although several large organisations 

operate across Scotland, most occupational activities are performed by 

individuals. Research reveals that even full-time employees also participate in 

additional projects (Rodgers, 2021; Scott, 2022; Schlesinger, 2022). Symbolic 

creators also experience the precarious nature of employment. As highlighted in 

Chapter Four, music creators participate in several areas of employment. 

 

The precarious nature of working in music was not a deterrent for those 

interviewed. One festival organiser acknowledged that their job was becoming 

more difficult each year with cuts to funding; however, they did not seem to view 

this as an obstacle and endeavoured to find methods to continue in their role 

(Rodgers, 2022). 

 

An important aspect of portfolio work is the ability to network with peers. Engaging 

with contemporaries across the music sector creates opportunities for 

collaboration and job prospects. Blair refers to this as active networking, the act of 

"purposefully using network connection(s) to source and transmit job information" 

(2009, p120). However, as Blair explains, networking participants must have 

commonalities, such as social class or similar capital levels, to connect 

successfully.  

 

Although active networking occurs across the music industries, it raises questions 

regarding inequalities, especially the entrance to specific jobs or roles. It has been 

proposed that the creative industries were a meritocracy where accessibility was 
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fair and just (Florida, 2012). However, his theory appears to be incorrect. There 

are evident inequalities identifiable across Scotland. These imbalances are not 

new; they have been heightened due to the pandemic. Survey data reveals 

negative characteristics identified by respondents regarding inequalities. Of those 

that replied to the research survey, over 96% of respondents were white, with less 

than 1% representing Mixed or multiple ethnic groups and less than 2% 

representing Asian or the Asian British community. 

 

Furthermore, 67% of respondents were male, 28.4% were female, 1.8% were non-

binary, and 2.8% did not want to respond. Create London revealed that only 

18.2% of those working in music and the performing arts are from working-class 

backgrounds. When race is incorporated, the figure drops to 4.8% for those 

coming from black and minority ethnic backgrounds (O'Brien et al., 2018).  

 

The data indicates apparent inequalities among those wishing to enter the 

music industries as a profession; however, sample sizes are not adequate and 

should be more extensive to reflect the industry as a whole. Nonetheless, it does 

support more comprehensive research investigating the culture sector, with 

O'Brien and Oakley stating, "the cultural industries are less ethnically diverse, 

more male and skewed towards those of a higher socio-economic background 

than most other parts of the economy" (2015, p11). Those with meritocratic views 

tend to be white males in high-paid jobs, whilst younger precarious workers tend to 

be critical of ideas of equality (Taylor and O'Brien, 2017).  

 

The consequences of lockdown regulations have led to a loss of work across the 

music industries and a decline in revenue. Those most affected were freelancers 

and those on temporary work contracts. Individuals from middle-class 

backgrounds with family support and accumulated capital would see the pandemic 

with ease (Banks, 2020). However, working-class individuals, especially females 

and ethnic minorities, would most likely leave their occupations and not return to 

the sector post-pandemic. A longitudinal study from Walmsley et al. (2022) 

supports Bank's initial theory of disruption to the creative workforce.  

 

Furthermore, as highlighted in chapter four, revenue for musicians is often a 

combination of music and non-music activities, with financial assistance from 

friends and family remaining a prominent source of income for many music 
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creators. It is estimated that around 46% of creators received financial help at 

different stages of their careers (UK Music, 2018), demonstrating that those from 

higher socio-economic backgrounds have an advantage over those from less 

affluent families. Before the pandemic, music creators led financially precarious 

lives, with many existing on low incomes. It is estimated that 56% of musicians 

earn less than £20k a year, which aligns with the primary research for this 

thesis. The wages come from several activities such as teaching, recordings, 

performing live, royalty payments and session work (Musicians Union, 2010). 

 

Mental Health and Wellbeing 

 

Aside from the well-documented economic and employment hardships, the music 

industries have received attention for their heightened adverse mental health 

statistics. The literature identifies music creators as most at risk (Gross and 

Musgrave, 2022); however, I would assert that intermediaries supporting the 

creation and delivery of music, especially those in the live sector, are equally 

susceptible as they are exposed to the same working conditions. With long periods 

of touring, intermediaries leave behind families and become exposed to the 

excess nature of life on the road. Long days, lack of sleep and easy access to 

alcohol combined with precarious employment patterns can lead to similar results 

in their wellbeing. It is estimated that musicians are three times more likely to 

experience anxiety and depression than the general public (Krueger, 2019).  

 

Lockdown restrictions and a complete loss of employment across the live sector 

saw increased support for mental health from Help Musicians (2021). A survey of 

over 700 musicians indicated that 87% of individuals reported declining mental 

health since the pandemic began. However, the additional concern of Brexit and 

the impact of long-term touring in Europe were also factors. A 40% increase in 

support was noted in 2020, whilst 2021 saw a rise of 65%. In this sense, lockdown 

restrictions have heightened what is already a challenging situation for many 

music creators. 
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The Immediate Impact of Covid-19 on the Scottish Music Industries 

 

Disruptions within the global music industries are not uncommon. Instances of new 

listening formats, from the gramophone to vinyl records and then the compact 

disc, have frequently displaced the recording sector. These disturbances have 

become known as disruptive innovations (Moreau, 2013). The Covid-19 pandemic 

is the first instance of a global health emergency disturbing an entire business 

sector. As noted above, previous industry disruptions have affected recorded 

music; however, the lockdown restrictions imposed due to social distancing 

measures resulted in the closure of all live, in-person events. Therefore, the 

impacts can be characterised as economic, social, cultural and political. 

 

Scotland's music industries are unlike those of England and many other countries 

(with the notable exception of Wales) in that they do not revolve around the core 

three sectors of recording, live and publishing. Instead, Scotland operates around 

a robust live sector (Williamson et al., 2003; Ekos, 2014). The following section will 

argue that the Scottish music industries were impacted significantly more than 

other music ecologies due to their reliance on live music as their primary source of 

revenue and value creation. It is estimated that in 2018, live music in Scotland 

contributed £494 million to GVA through activities related to travel and tourism (UK 

Music, 2019). Based on sector earnings identified in Chapter Five (Appendix Eight; 

Appendix Twenty), it is evident that recorded music and publishing activities 

generate significantly less revenue than live music. As a consequence of those 

revenues disappearing, the impact on additional sub-sectors across the country 

was severe, particularly for music creators. A more robust infrastructure may have 

softened the impact slightly, but it would not have remedied the situation. 

 

Disruption of the Live Music Ecology  

 

The nature of live music is not replicable; it can only be experienced by attending 

an event at a specific time. Additionally, a live music event requires a locale for a 

performance to occur. As Fuchs explains, "(a) locale is a particular physical or 

virtual space that is used at a particular time, typically in a routinised manner, 
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which implies repetition, for social actions and communication that have a 

particular goal" (2020, p379). The implementation of national lockdown measures 

and social distancing rules signified it was impossible to proceed with in-person 

events, resulting in the cancellation of all socio-cultural events. Consequently, 

promoters, music venues, music festivals, event production suppliers and 

specialised touring crews were instantly affected by a loss of work (UK Music, 

2021). 

 

National media coverage was primarily related to the impact of live events, 

although there was some dialogue regarding music creators. Initial articles 

discussing the implications of the pandemic warned of doomsday scenarios with 

job losses and companies collapsing in economic ruin. Dredge explained, 

"tours and festivals have been cancelled or delayed, leaving a gaping hole in this 

year's earnings for artists and ticketing companies alike. For many venues and 

promoters, meanwhile, it's a genuine existential threat to their businesses" (2020). 

The sentiment was echoed by an anonymous music promoter in Scotland in the 

first week of lockdown who explained that "a lot of people operate on a financial 

knife edge and closing venues, even for a few weeks, could be a disaster" (Inglis, 

2020). As with other creative sectors, impact reports emerged, highlighting the 

need for immediate fiscal support with warnings of mass unemployment.  

 

Literature from The Concert Promoters Association (Carey and Chambers, 2020) 

and UK Music (2021) demonstrated a unified message from the UK sector. The 

sector provided multiple accounts of what they perceived as an economic crisis, 

revealing that the total loss of revenue for live music could be between 81-90% by 

the end of 2020. Within crisis management literature, this is known as sense-

making. Boin et al. define this as "collecting and processing information that will 

help crisis managers to detect an emerging crisis and understand the significance 

of what is going on during a crisis" (2017, p15). Although the government had 

no real sense of what the creative sector required, specific sectors pre-emptively 

provided the data to expedite fiscal support. 

 

As one live agent explained, within Scotland, "nothing was happening at all" 

(Whytock, 2022). As a result, key stakeholders from the commercial sector came 

together to form the Scottish Commercial Music Industry Taskforce (SCMIT) in 

April 2020. The group immediately published an open letter to the government 
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pleading for intervention. The purpose of the open letter from SCMIT and the 

additional impact reports was essentially a call for help. In this sense, by exposing 

the fragility of the music industries, SCMIT hoped the government would be 

compelled to support music after being called out on a public platform (Banks, 

2020).  

 

Research prepared by SCMIT for the SG suggests that the primary consideration 

was related to the live sector with the inclusion of artists and music managers. 

Although the report did not include music venues, they were raised as a primary 

concern. The exclusion arises from the fact that they had previously received 

funding. Although not explicitly stated, this indicates live music's importance within 

the sector (SMIA, 2020a). Additional research reveals that almost three-quarters of 

those surveyed make a living from live music, whereas less than a quarter receive 

income from the recording sector. Although the sample size is not significant (51 

responses), it is indicative of the broader industry structure within Scotland (SMIA, 

2020b) and is in line with empirical research for this thesis. Other areas of music 

activity in Scotland provide revenue to the economy; however, much of this comes 

from earnings induced by live music. 

 

Additionally, the SMIA provided economic figures required to support Scotland's 

music industries. Monthly fixed operating costs were estimated to be around £1.5 

million, excluding freelancer costs and salaries. The data also revealed that the 

industry required £8.3 million to support, restart and recover. The figures for both 

estimations relate to artists, agents, managers, festivals, promoters and production 

suppliers, again, all directly linked to the staging and production of live music 

(SMIA, 2020a). 

 

Restarting Live Music 

 

UK Music provided several initiatives to emphasise the disruptive nature of the 

pandemic on the live sector to secure a roadmap back to full-capacity gigs. Let 

The Music Play (UK Music, 2020a) was launched on the 2nd of July 2020 and was 

aimed at promoting the live sector and its significance to the economy in the UK. 

The endeavour requested the government conduct three tasks: first, provide a 

clear and conditional timeline regarding the startup of gigs, a support package to 
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aid in the continued survival of businesses and their staff, and a total exemption of 

VAT regarding concert tickets. The request also identified the need for an 

insurance scheme backed by the government, which would help curb the impact of 

cancelling shows and festivals due to Covid-19.  

 

The second initiative, Save Our Summer (UK Music 2021a), was launched in 

January 2021 and was a follow-up report from Let The Music Play. Once again, a 

meaningful start date for gigs was requested alongside the need for a government-

supported insurance scheme. Although Let the Music Play was successful with the 

VAT request, an extension was now required with an extension to the business 

rates relief.  

 

It is understandable why UK Music and the broader sector desired an indicative 

date for live shows to resume; however, the government was clearly in a 

challenging position with Covid-19 infection rates rising. One area where there 

was an apparent failure in both Westminster's and the SG's position was the need 

for provision regarding insurance policies for festival cancellations. A £750 million 

scheme was finally announced in August 2021, with the government acting as a 

guarantor to insurance companies providing cover to UK festivals. However, this 

was too late for many festivals in Scotland, with Doonhame, Party at the Palace, 

Rewind Scotland, Summer Nights, and Belladrum all cancelled or rescheduled to 

2022, whilst TRNSMT moved to September 2021 (BBC, 2021).  

 

Music Sector Impacts: Initial Assessments 

 

It is estimated that music creators' earnings dropped by 65% during the pandemic 

to around £8000. The figure would rise to 80% if musicians relied on live revenue 

and session work (UK Music, 2020d). Music creators in the commercial sector 

operate in activity cycles, often beginning with writing, then recording and finally 

touring a product (album). Depending on where an artist was in that cycle during 

the pandemic would impact them differently, with one artist explaining, "I was very 

lucky that I'd finished an album and had done the album tour just before everything 

hit" (Duncan, 2022). Although some creators were fortunate to be at the end of 

their album cycle, others had to rely on savings to survive. Those savings would 

have been invested in recording and promoting a new record. According to one 
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manager, the impact on creators will cause ramifications for three to four years 

post-pandemic explaining, "that lost growth, all that lost investment. Those lost live 

shows where bands and artists pocket the money and say right, we will put that 

towards our next record, it's kind of all gone" (Interview 1, 2021). 

 

The loss of earnings for musicians has more comprehensive implications for those 

representing them. Music managers and booking agents encountered a steep 

decline in revenues due to lost earnings by music creators. Chapter five indicated 

that managers receive around 20% of their artists' earnings, whilst booking agents 

acquire around 10% of all live earnings, with the MMF reporting that 80% of a 

manager's income is generated from their artists performing live (UkMusic, 2020d). 

Music Manager Lyle Scougall confirmed the impact of show cancellations, 

especially as one of his acts is a DJ. He explained, "they make all their money 

from live. Obviously, that was out. We lost a lot of potential revenue last year 

through that" (Scougall, 2021). 

 

Like those in the live sector, music managers and booking agents continued 

operating despite having minimal or no income. Live music agent Lisa Whytock 

(2022) explained that she was "constantly rescheduling" shows, with another 

manager explaining, "Me and the team I work with have just been trying to keep 

businesses alive, keep people sustained through whatever route we can find 

financially to get them through this period. So yeah, I've never worked this full on 

and as hard as I have done in the last 18 months" (Interview 1, 2021). 

 

The decimation of the night-time economy inadvertently harmed the revenues that 

CMOs collect, who in turn pay to music creators, publishers, record labels and 

rightsholders. PPL disclosed that in 2020, they experienced a 17% decline in 

revenues collected, mainly due to public performance and dubbing, which fell by 

42.2% (PPL, 2021). Additionally, PRS for Music reported a 19.7% decrease in 

revenues collected on behalf of songwriters, composers and producers. Again, the 

most significant consequence came from the live performance of music, which 

saw a 61.2% decrease (PRS, 2021). A Publisher repeats this sentiment, stating, "a 

large portion of our income comes from, well, it did come from a lot of live shows, 

but obviously, there's not been any live shows the past two years (Montgomery, 

2022).  
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Record labels fared relatively well, with the sale of vinyl and streaming figures 

reaching record highs after an initial fall in numbers. However, independent labels, 

particularly those operating in Scotland, require the back catalogue of artists on 

their roster to rely on for revenue from rents. Recording studios were impacted by 

social distancing and lockdown regulations. Studio diaries are booked months in 

advance, with producers and engineers reliant on long-term income; however, this 

evaporated overnight. The Music Producers Guild (MPG) estimated the loss of 

around 70% of revenue in the first month of the lockdown (UKMusic, 2020d). 

Overall, the revenues generated from recording studios and those who work in 

them fell by around 50% in 2020 compared to 2019 (UKMusic, 2021b).  

 

The data indicates that the music industries in Scotland are a perfect example of a 

complex system which "has many 'moving parts' (people, products, processes) 

that are relatively simple to understand individually, but that act together to be 

productive and efficient without the benefit of a controlling authority" (Bruenger, 

2019, p12). Disruption in one sector can cause a ripple effect across additional 

areas of economic activity, affecting multiple elements of the music sector. 

However, music creators began to rethink and re-strategise ways to connect with 

fans by creating new revenue streams. Additionally, enterprises analysed their 

business models to find new ways of delivering goods and services.  

 

Alternative Business Models 

 

"We did some remote writing camps which were really really good and hopefully 

boosted the morale of people" (Montgomery, 2022) 

 

The austerity measures imposed by the Conservative government during 2010-

2015 resulted in cuts to culture across both the funded and commercial spheres. 

Despite the decreased funding, cultural activities continued flourishing, with the 

creative economy expanding. The sector's ability to grow was not based on the 

amount of funding it received or did not receive but related to the adaptability of its 

operations. In this sense, the cultural sector received recognition for bouncing 

back and showing strength in the face of hardship (Pratt, 2019). Unsurprisingly, 

the pandemic brought about renewed calls for resilience.  
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The following section will illustrate that the live music sector displayed 

entrepreneurialism and resilience during the pandemic by altering its core 

business model. It will use an organisational resilience framework to identify and 

analyse the sector's initial response and the adaptability of business models 

(Kitsos and Bishop, 2018).  

 

As the in-person delivery model was impossible, businesses and individuals 

investigated alternative delivery methods focused on digital tools. There are three 

strategies which businesses can adopt in order to endure a crisis (Wade and 

Bjerkan, 2020):  

 

• Strategy 1: Same Products, Different Channel  

• Strategy 2: Same Infrastructure, Different Products  

• Strategy 3: Same Products, Different Infrastructure  

 

The role of technology within the music sector has historically faced backlash due 

to its disruptive nature; however, digital opportunities were embraced during the 

pandemic, with musicians welcoming the opportunity to connect and be innovative 

in the digital world (Daffern et al., 2021). By utilising digital platforms, musicians 

and artists took their live performances online to a digital locale (Fuchs, 2020). 

Although live streaming is not a new phenomenon (Kaufman, 2009), it was the 

primary means for musicians to connect with their fans (Haferkorn, Kavanagh and 

Leak, 2021). Performances generated revenue by selling tickets or viewers could 

donate to a virtual tip jar. Early in the first wave of lockdown, it became evident 

that live shows with audiences would not be possible for an extended period, 

leading to several high-profile streaming shows from artists such as Biffy Clyro 

(Daly, 2020). It is fair to assume that the income from these events could be 

substantial for an established act. However, for the large majority, it would provide 

no real financial support. Whilst some used streaming as an opportunity to 

generate revenue, others saw it as a way to socialise and raise morale.  

 

DF concerts attempted to produce live events whilst adhering to strict attendance 

and distancing regulations, which apply to strategy three. In a similar vein to drive-

in movie theatres, the planned shows were due to take place outdoors with 
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individual viewing platforms; however, rising infections and localised lockdowns 

led to the project's cancellation (Dingwall, 2020). 

 

The commercial sector attempted to alter its revenue streams from in-person to 

digital service models. Additionally, attempts were made to deliver live 

performances within the government guidelines. However, as hindsight has 

shown, these methods were short-term solutions. Although digital technology was 

used to alter the delivery of live music performances during the pandemic, live-

stream gigs have since ceased, with music venues reopening and festivals taking 

place again. 

 

The UK Government's Response to a Cultural Crisis 

 

The UK government continually promoted cultural policy activities as investments 

rather than subsidies, dating back to the 1980s when Margaret Thatcher slashed 

cultural support. However, the funding of public arts took an instrumental 

approach, which, according to Belfiore, "overshadowed arguments that defended 

subsidy based on the "art for art's sake" principle" (2004, p188). The move from 

culture to creative industries further removed commercial music activities from 

funding discussions. What remained was the public sector, which was required to 

prove its worth to receive financial subsidies, and the commercial sector, which 

received input in the form of regulatory support. Couldry describes the neoliberal 

turn to a free market as "common sense" (2008, p4). In this way, music was not 

viewed as culture but as a commercial activity that was part of the free market.  

 

The outbreak of the global economic crisis of 2008 led to a renewed interest in 

creative activities, with the creative sector frequently recognised as a highly 

dynamic part of many economies that seems to be more resilient to economic 

recessions compared to other sectors (Protogerou, 2021, p1076). However, the 

typical laissez-faire approach was not suitable for navigating the pandemic. 

Although it will be revealed that the UK government introduced several socialist 

policies, albeit under duress, the following section will illustrate that the 

overwhelming approach remained neoliberal.  
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Emergency Support for Workers 

 

The UK government introduced several fiscal schemes during the initial stages of 

the pandemic, which could be described as socialist. However, it has been 

noted elsewhere that this was a forced measure (Banks, 2020). The Coronavirus 

Job Retention Scheme (CJRS) was the first initiative offered to workers in the UK. 

Any employer could apply for 80% of their staff's salary with the caveat that it 

would not exceed £2500 monthly. Delivery came from a grant and would be 

provided to any sized company, charity or non-profit organisation to workers who 

contributed tax through PAYE (BBC, 2020b). However, it became apparent that 

the self-employed would require further support. Six days after announcing the 

CJRS, the Chancellor revealed plans to launch the Self Employment Income 

Support Scheme (SEISS).  

 

Although the SEISS was a welcome addition to the support offered by the CJRS, it 

was flawed. Successful applicants were required to earn more than 50% of their 

income from self-employed activities whilst earning no more than £50,000 a year. 

Applicants were also required to be self-employed for more than twelve months 

and not be part of a limited company that received income from dividend 

payments. Rishi Sunak offered assurance that the scheme would protect 95% of 

the self-employed. However, only 62% of applicants were successful, leaving 

many working in the music industries without financial support (HelpMusicians, 

2020).  

 

It is estimated that 15% of staff within the live sector found employment elsewhere, 

with 76% receiving financial support from one of the previously mentioned 

government initiatives. Therefore, job losses across the music sector appear lower 

than early projections. However, this is likely due to the disproportionately high 

ratio of freelancers in the sector. As stated earlier, the music sector in Scotland 

has around 1216 full-time employees, although the number of freelancers is much 

higher at 9157. The highest number of those are music creators, 36%, with 
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festivals employing around 30.1% and production workers covering 29.8% (SMIA, 

2020b).  

 

It is evident that Westminster did not understand the complexities of the music 

workforce. Those who create music and cultural workers who operate within the 

Scottish music industries function by utilising portfolio careers as freelance or self-

employed individuals, many of whom did not conform to the government's 

parameters for fiscal support. Clearly, a market failure occurred due to lockdown 

restrictions placed on the music sector; however, many were resigned to looking 

for alternative employment rather than financially supporting those who required 

assistance. The assertion is further illustrated by the government-supported ad 

campaign suggesting that workers in the arts and culture sector consider retraining 

in alternative sectors (Bakare, 2020). As the Chancellor explained in his winter 

economy plan, the main focus was on "viable jobs" (Miliband, 2020), which was a 

deviation from Boris Johnson's earlier statement claiming, "This is a time to be 

bold, to have courage. We will support jobs, we will support incomes, we will 

support businesses... We will do whatever it takes." (BBC, 2020b).  

 

Cultural Recovery Fund 

 

This section will demonstrate the UK government's decision to prioritise high-

culture organisations, further illustrating their neoliberal agenda. With New 

Zealand and Germany unveiling packages within weeks delivering support for 

cultural organisations and workers, the UK remained silent on any support until 

early July 2020 with the Cultural Recovery Fund (CRF). The joint statement from 

the Treasury Department and the DCMS revealed £1.57 billion in financial support, 

which would be delivered to each devolved nation. Scotland received £97m of the 

distributed funds, equalling around 6% (DCMS, 2020). Although the allocation was 

calculated using the Barnett formula, no valid working has yet to materialise.  

 

According to Westminster, the CRF was set up "to tackle the crisis that faced our 

most-loved cultural organisations and heritage sites during the coronavirus 

(COVID-19) pandemic" (ibid); however, this raises questions regarding who 

determines which types of culture are worth protecting. It is evident that the fund 

was in place to support high-art institutions which delivered heightened levels of 



 189 

economic revenues, as those were the first to receive support. Furthermore, by 

analysing the Culture Recovery Board, it is clear that no effort was made to 

include representation from the commercial music industries. Instead, members 

came from The National Theatre, The British Film Institute and Historic England, to 

name a few. (ibid). As Belfiore states, "cultural value does not operate and is not 

generated in a social, cultural and political vacuum, but is in fact shaped by the 

power relations predominant at any one time, and is a site for struggles over 

meaning, representation and recognition" (2018, p2). In this sense, the UK 

government's continual support of institutions with high-art connotations linked to 

classical music, ballet and museums indicates an apparent lack of cultural 

democracy. Popular culture must be present in these discussions as the state is 

responsible for delivering culture to its citizens. After all, politicians have a 

democratic duty to deliver what the public desires. However, difficulties arise when 

governments assume they know which forms of culture are best (Street, 2013).  

 

The first cash allocations went to those establishments most in need. In reality, 

they went to what the UK government classifies as the cultural institutions that 

deliver the highest cultural value; however, how this was gauged is yet to be 

known. A stipulation proposed by Oliver Dowden, the Culture Secretary, stated 

that to receive support, those applying would be required to demonstrate how they 

"contributed to wider economic growth" (BBC, 2020c). As Belfiore points out, pre-

pandemic, the UK Government "mostly focused on the articulation and 

measurement of 'economic value', at the expense of other forms of value" (2018, 

p1), with the approach continuing into pandemic times too. Judging whether an 

institution delivers economic goals alone is unjust when the cultural sector delivers 

more than financial gain to the economy (see Belfiore and Bennett, 2008).  

 

The slow response to protect commercial culture highlights the UK government's 

attitude towards what they perceive as an industry rather than cultural activities 

needing protection. In many respects, the responsibility lies with the Cultural 

Industries themselves. For years, industry sectors, including the music industries, 

have promoted their activities and revenue-generating abilities by publishing 

sectoral reports (Edwards, 2021). These reports often promote and emphasise an 

industry's performance; however, they can often portray the positives, negating 

any negative or disparaging elements. Therefore, when the time comes for the 



 190 

government to intervene in a crisis, they may believe that the sector does not 

require support even if there is a market failure.  

However, governments can and have intervened with financial support when there 

is a sufficient need and enough public demand (Banks, 2020). Although Banks 

and O'Connor provide several possibilities, the most plausible appears to be the 

maximisation of "political capital" (2021, p10). Following this logic, the UK 

government was not interested in providing security but was more concerned with 

positive optics after an outpouring of public and cultural sector support. Williams 

referred to this as a "phased advantage", which was part of what he called "Plan X 

politics" (McGuigan, 2016, p196). 

 

The Economics of Music Streaming Committee 

 

With the loss of revenues from Live shows, the attention of music creators and the 

UK government pivoted to income from music streaming services. The UK 

government established the Economics of Music Streaming inquiry to investigate 

the economic impact of streaming on music creators and record labels. 

 

It appears that the UK government set up the committee to delay providing fiscal 

support to music creators as they do not see them as a priority when it comes to 

culture. The UK government prioritised providing funds to the flagship 

establishments in London, which deliver high economic returns and are regarded 

as high-culture institutions (BBC, 2020c). Additionally, the request to retrain in 

other economically viable sectors indicated the nature of their funding decisions. 

Although there is no direct evidence, analysis of the Scottish response reveals a 

more artist-centric approach via several funding channels (Ekos, 2022). 

 

Nonetheless, the committee's investigation was essential in showcasing the poor 

remuneration for music creators from streaming sites. Data revealed that 

streaming generated over £1 billion in revenue, with as little as 13% returning to 

the artist or songwriters (Musicians Union, 2021). Numerous artists have spoken 

out regarding the issue (Guy Garvey and Tom Gray); however, Nadine Shah 

garnered the most coverage with her story. Speaking at one of the committee 

meetings, She admitted, 
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"The earnings from streaming are not significant enough to keep the wolf away 

from the door, I have a substantial profile, a substantial fanbase, I'm critically 

acclaimed but I don't make enough money from streaming and am struggling to 

pay my rent. I am a successful musician, but I am just not being paid fairly for the 

work that I make." (Sweney, 2020). 

 

The Ivors Academy and The Musicians Union corroborated Shah's experience in a 

poll, which revealed that 82% of music creators earned less than £200 from 

streaming across all platforms, including those with over a million streams in 2019 

(Taylor, 2020).  

 

The committee is unquestionably a step in the right direction; however, it is not the 

first time revenues from streaming have been discussed. A 2014 study from The 

International Council of Music Creators (CIAM) highlighted songwriters' issues in 

the digital age. The study revealed that digital streaming services exploit 

musicians and undervalue music creators and their works (CIAM, 2014). The 

recommendation of a higher market share and a proposed 50/50 split between 

songwriters and publishers received traction with the Copyright Royalty Board 

(CRB). The American institution instructed Spotify and other streaming services to 

increase royalty pay-out from 10.5% to 15.1% over five years (Ingham, 2022). The 

streaming services have taken legal action, and the case is ongoing. If the UK 

committee were to conclude with the same opinion, a fair hypothesis would be 

similar legal action in the United Kingdom.  

 

An Analysis of Pandemic Recovery Funding within Scotland 

 

Although Scotland is a member of the United Kingdom, it received devolution in 

1998 following the implementation of the Scotland Act. Specific powers were given 

to the newly formed Scottish Parliament, allowing the country to decide on critical 

political areas. Although culture falls under the remit of devolved powers, 

Westminster remains in control of legislation regarding intellectual property and 

policies concerning broadcasting (Homan et al., 2016). The following section will 

argue that whilst there were high levels of financial support available, a lack of 

music policy and understanding of the commercial sector led to a mismanagement 

of funds.  
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Scottish Cultural Policy 

 

Before analysing the policy decisions made during the pandemic, it is first practical 

to outline how cultural policy determinations are made. Historically, cultural 

policy was implemented to bring the arts to the public due to their intrinsic benefits; 

however, in alignment with the UK government, policies veered away from 

commercial culture.  

 

Since devolution, Scotland has deviated from England on several political 

junctures, with commentators referring to this as the "Scottish approach" (Cairney 

et al., 2016). The most significant divergence remains the role of consultation 

when forming and implementing new policies. Those involved in the policy process 

have come to be known as "pressure participants", such as unions, interest groups 

and government organisations at the local level. The willingness to include others 

in the policy process and to deliver power to local authorities is a clear diversion 

from Westminster, which delivers a top-down approach. 

 

Pre-pandemic, the Scottish population was highly engaged with culture. Research 

indicates that 90% of adults participated in cultural activities, with 81% having 

attended a cultural event or place in the previous twelve months (Scottish 

Government, 2019a). Although there are reasons to praise the SG for its approach 

to policy procedure, the recently published Culture Strategy for Scotland (2019b) 

has realigned its outcomes to be akin to Westminster's. The strategy highlights 

how culture is a tool that can enhance the population's quality of life and increase 

wellbeing. Although the NPF requires instrumental outcomes, Orr believes that 

"many of the actual impacts are as a result of the intrinsic value of culture at every 

level" (2008, p315). In this sense, the actions taken by the SG can be defined as a 

combination of intrinsic and instrumental whilst adopting a bottom-up approach to 

consultation and delivery.  

 

The impact of devolution on the commercial music sector in Scotland 

remains fairly positive. Cloonan believes that devolved powers "began a process 

of reducing the distance that has separated popular music in Scotland from 

policymaking" (2007, p121). Most notably, the creation of a cross-party group to 
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discuss the music industry and any immediate concerns they had. It is from this 

group that the SMIA was formed. However, recent research (Behr and Brennan, 

2016) reveals the difficulty in generating popular music policy when it exists as 

both a part of the creative industry and a cultural activity.  

 

Pandemic Support from Creative Scotland 

 

The following section will illustrate CS's funding decisions regarding the CRF, 

revealing further complications with the public and commercial sectors. Boin et al. 

contend that a core component of crisis management is "making critical calls on 

strategic dilemmas and orchestrating a coherent response to implement those 

decisions" (2017, p15). The following section will argue that a lack of commercial 

music policy led to an incoherent and delayed approach. 

 

Westminster distributed the CRF to each member nation in the UK and delivered it 

without instruction, providing Scotland with complete autonomy on spending. To 

support the SG, music delegates from all sectors of the music sector came 

together to form the Scottish Commercial Music Industries Task Force, with the 

group providing feedback to the SG on how best to support the sector (Stewart, 

2022). The SG had two key objectives with the fund: to avert the loss of jobs and 

avoid the loss of businesses. As with annual cultural funding, the fiscal support for 

the music sector came from Creative Scotland via three channels: 

 

Funds for Individuals 

• CS Bridging Bursary Fund 

• Hardship Fund for Creative Freelancers 

 

Funds for Organisations 

• Cultural Organisations and Venues Recovery Fund (COVRF) 

• Performing Arts Venue Relief Fund (PAVRF) 

• Grassroots Music Venues Stabilisation Fund (GMVSF) 

• Culture Collective 

 
SG Covid-19 Targeted Support 
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The SG provided all funds except for the CS Bridging Bursary Fund, which CS 

independently delivered in its first round. Additionally, not all funds were distributed 

directly by CS, with several partner institutions chosen to administer support. 

Unsurprisingly, Glasgow and Edinburgh received over 50% of all funding from 

53% of awards. 

 

Overall, music activities received the highest share of all funding provided by CS, 

approving over 3,500 awards, almost double the closest art form, the visual arts. 

Around 3000 of those awards went to individuals, whilst the remainder went to 

organisations. In total, music activities received £15.1 million of fiscal support, with 

multi-art form organisations the only sector to receive more funding (Ekos, 2022) 

 

Whilst CS delivered adequate support to the music industries in Scotland, the 

delivery of funds was disjointed in that the financial support did not always go to 

those most in need. First, the inclusion of nightclubs within the COVRF fund 

received criticism. After lobbying pressure on the government and CS, the 

parameters were agreed by which funding would be provided. The decision was 

controversial; however, nightclubs arguably provide cultural value, which is within 

CS's remit. 

 

Although CS deserves praise for its rapid response regarding the application and 

delivery of funds, mistakes were made regarding repeat applications. If an 

organisation received support from an earlier fund, for example, the GMVSF, then 

it would not be eligible to apply for later funds where it may have received more 

fiscal support. In those circumstances, the original application should have 

received a top-up to compensate for the difference between funds. Lisa Whytock 

explained her frustration with the deadline date for artist funding, explaining, 

 

"the last round of funding I thought was appalling, absolutely appalling because it 

was fine for the artists that had shows in December and January, but that funding 

was for people that had cancellations from December until the end of March, but 

the deadline for that application was January. Now, half of those shows that were 

taking place in March had not been cancelled by the time the deadline was in 

place. When SCMIT argued this with the Scottish government and 

said you can't do this... what about the artists whose gigs are in April 

that are going to be cancelled? Or what about the artists who haven't had any 
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shows in this particular period, and they're not getting any revenue like there 

needs to be something more that's done" (Whytock, 2022).  

 

Expanding on an earlier topic made by a music manager (Interview 1, 2021) 

regarding artists lacking funds to go back into the studio to record music or tour, 

Lisa Whytock expressed concern that some funding could have been put to better 

use,  

 

"The last lot of money that came was several million pounds, and it was 

decided that that money was only open to RFOs or not for profits. It was not open 

to the commercial sector or artists, right? Or artists? And you know what? 

They couldn't spend it. They had an underspend they couldn't spend it. They were 

chucking money out the door, and in actual fact, that could have made a huge 

difference to artists in the commercial sector to 

restart. I mean, you know yourself, there's a lot of artists that have cancelled tours, 

particularly in Europe, because they just don't make enough money, like it 

just doesn't work" (Whytock, 2022). 

 

This point was reinforced by a GMV owner who explained, 

"there were definitely some mistakes made, especially at the very end of Covid, 

where they had a pool of money left, and they gave it only to not-for-profit 

organisations that are already normally in receipt of government funding 

and don't necessarily rely on ticket sales quite as much" (Stewart, 2022). 

 

Although the SCMIT delivered feedback on the best way to support the 

commercial sector and what was required financially, it was not implemented. The 

fault must lay with the SG even though CS chose the successful applicants and 

sectors for support. However, artist C Duncan was sympathetic in his approach to 

funding and the amount of pressure placed on the government and CS, explaining; 

 

"I think it was a bit unfair for the arts, but I could see how they 

just wouldn't understand what it is to do this line of work and what the loss was 

for a lot of people, and it's just such a complex one that no one at the top really 

understands" (Duncan, 2022). 
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Although CS came under fire for these examples, the pandemic unfolded in real 

time, and decisions had to be made quickly. However, when the SCMIT 

highlighted the issues regarding deadlines and how money was distributed, 

nothing changed. It should also be noted that CS was implicit in its mission. So, 

although it can be judged for not delivering enough support to the commercial 

sector, it largely achieved its goal of saving jobs and businesses.  

 

An analysis of the UK and Scottish approaches to the pandemic highlights several 

different directions taken. The Scottish government offered additional assistance 

to freelance workers across the arts sector who did not qualify for support through 

the furlough scheme or the SEISS. The Creative Scotland Bridging Bursary Fund 

offered immediate support to those who had fallen through the cracks. Opening on 

the 27th of March 2020, applicants could apply for a one-off payment from £500 to 

£2500. Initially, the budget was £2 million; however, the SG eventually doubled the 

contribution to £4 million due to demand. The funds were distributed over two 

rounds, with £871,427 paid out to individuals involved in music covering all local 

authorities nationwide (Bridging Bursary, 2020). 

 

Additionally, whereas the UK government opted to protect the "crown jewels", the 

SG made a concerted effort to interact with the culture sector to identify the most 

at-risk areas. Grassroots venues were recognised as in imminent danger of 

closure and received funds to aid their survival.  

 

The SG's actions prove that they understood the nuances of cultural work by 

targeting specific areas of the workforce that the CJRS and SEISS neglected. In 

essence, the SG applied what de Peuter and Cohen termed "policy from below" 

(2015, p310). In doing so, the voices of the cultural workforce in Scotland were 

heard, and meaningful change was implemented. In this sense, the SG can be 

praised for its attempt to support those who otherwise would have remained 

disenfranchised.  

 

Whilst this section has claimed that fiscal decisions made by CS were not always 

correct, it should be noted that SG's injection of funds was the most significant 

investment that commercial music in Scotland has ever experienced.  
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The Approach of Small European Nations to the Pandemic 

 

The previous section investigated Scotland's response to the pandemic; however, 

it is also useful to briefly compare that to the other nations in the UK, followed by a 

snapshot of additional small—to medium-sized European countries. Context is 

crucial when examining government legislation. The response of other countries 

can not be directly compared as several aspects require analysis. For example, 

the amount of debt a country has, its annual GDP, or its previous track record of 

funding cultural activities must be considered.  

 

The ACE led initial investments into arts and culture across the UK. However, 

Northern Ireland delivered the highest level of early economic support, with £7.02 

per capita. In comparison, England provided £2.84, Scotland provided £2.38, and 

Wales provided £2.23. Once the cultural recovery fund was distributed, the scales 

shifted, and England became the highest investor per capita at £25.37, £18.71 in 

Wales, £18.33 in Northern Ireland and £17.75 in Scotland (Wright, 2020). 

Alongside the discrepancy in economic support is how each nation administered 

those funds. Northern Ireland and Scotland targeted individual artists whilst 

England and Wales primarily supported cultural organisations and subsidised 

venue recovery (ibid).  

 

By expanding the analysis to Europe, research from Betzler et al. (2020) 

demonstrates how the governments of the Netherlands, Slovenia, Portugal, 

Switzerland, and the Czech Republic responded to the pandemic with economic 

cultural packages. 

 

 

• Scotland - 5m people - £97m 

• Holland - 17.7m people - £300 million 

• Switzerland - 8.7m people - 260 m euros 

• Czech Republic - 10.6m people - 41m euros 

• Portugal - 10m people - 1.4 million euros 

• Slovenia - 2.1m people - no cash until third round of payments 
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In comparison, the Scottish government matched or exceeded those countries' 

cash injection of support. Only Switzerland provided more economic help than 

Scotland to the cultural sector, while Slovenia offered no support in the short term. 

 

It is worth noting that all five countries analysed by Betzler et al. followed a similar 

pattern of help for their respective citizens as Scotland. Payment deferrals for tax, 

fiscal support for employers, and fiscal support for the self-employed were 

utilised to support the general public, which in many cases also aided the cultural 

sector.  

 

Culture during a Pandemic 

 

Although the pandemic negatively impacted the nation from a socio-economic 

perspective, it also reinforced the importance of cultural activities to society. The 

population found themselves with an abundance of free time due to stay-at-home 

orders, which many spent on cultural activities. Whilst some choose to learn a new 

skill, such as playing a musical instrument, others utilised cultural content as a 

support system (Edwards, 2022). 

 

The hiatus of all in-person socio-cultural activities did not stop content delivery. On 

the contrary, consumption increased in what Radermecker calls a "paradoxical 

situation" (2020, p1). With the general public staying home due to lockdown 

restrictions, they turned to digital means of accessing culture. However, instead of 

seeking out new and alternative types of cultural activity, Roberts (2020) 

summarised that individuals spent more time at home doing what they had before 

the pandemic. Around 80% of all music consumed in the UK was from a streaming 

platform, which experienced an 8.2% increase in 2020 (Topham, 2021). The data 

supports additional research from Bakhshi et al., who contend that music 

consumption increased, especially among younger adults (2021). Although music 

consumption initially decreased, it recovered to join video streaming and gaming in 

what Mulligan calls the "covid bounce" (2021). The increased consumption habits 

align with Frith's argument that culture could be critical to helping society escape 

the mundane of everyday life, which was especially pertinent during the initial 

lockdown period (1996, p20).  
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The analysis reveals a disconnect from the government in its cultural policy 

decisions. In line with the 2008 economic crisis, the pandemic affected the cultural 

sector's three revenue sources: income from sales, private donations, and 

government funding. What is apparent is how audiences used commercial music 

as a support method to cope with conditions while the sector faced market failure. 

In this sense, governments are overlooking the social and cultural importance of 

commercial music activities and narrowing in on their economic capabilities. 

 

Medium-term impacts of Covid-19 on the Music Industries in Scotland 

 

The easing of lockdown restrictions in Scotland began on the 24th of January 

2022, with indoor and outdoor shows permitted to proceed and social distancing 

rules cancelled. However, the live sector had been damaged by job losses, a drain 

of professionals and the threat of further cancellations. Although the live sector 

was functioning again, the impact of Brexit and the cost-of-living crisis affected 

Scotland's music industries, further complicating the recovery from Covid-19. 

 

It was unclear whether the public would feel safe enough to attend live shows, with 

the Omicron variant responsible for around 25% of gig cancellations in the first 

three months of 2022. Live agent Lisa Whytock noted that several small shows 

were slow to sell; however, "when tickets do sell, they're selling the last week for a 

lot of the shows, which is terrifying for everyone and leads to cancellations" (2022). 

However, ticketing data from DF Concerts suggests that the loss of events drove 

up demand, with over one million tickets sold between June and August of 2022 

(Garner, 2022). The contrast in ticket sales is likely due to the demographic, with 

DF promoting commercial mainstream artists. 

 

With so many gigs cancelled and rebooked, the sector has witnessed a shortage 

of specialised crew. Although this was first experienced during the pandemic, the 

impact of Brexit only exacerbated the issue. UK Music notes "skills shortages in 

some areas, for example, freelance crew and musicians, and a lack of access to a 

European workforce to plug the gaps for UK-based events" (Edwards, 2022, p11). 

With the lack of crew came a rise in operating costs, affecting every live music 

area. However, whilst costs have risen, there has been a notable stagnation of 
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income for performers. It was noted that this was "largely attributable to the 

pandemic and Brexit" (UK Music, 2023) 

 

Retrospective Economic Analysis 

 

Economic impact data regarding the UK music industries is scarce when 

investigating the impact of the pandemic, particularly for Scotland. UK Music's 

2021 annual report (Edwards, 2021) offers a partial snapshot across some 

sectors. They estimate that the UK lost 46% of the overall GVA, declining from 

£5.8 billion in 2019 to £3.1 billion in 2020. Live music is emphasised as having 

experienced a 90% drop in revenue, and music creators are suggested to have 

lost around 56% of their total revenues, too. There is a lack of topline data for the 

recording and publishing sectors; however, UK Music reveals a 15% growth in 

streaming and a 31% growth in the sale of vinyl. Whilst UK Music does not divulge 

the total economic change from 2019 to 2020, the BPI handbook discloses that 

recorded music experienced a 3% increase in 2020, generating around £1 billion 

(Green, 2021). Based on various UK Music reports, Osbourne (2023) estimates 

that live music and music creators accounted for 96.3% of the total decline in 

GVA. This means that recorded music, music publishing, music representatives, 

music merchandise, and music retail were only responsible for the remaining 3.7% 

decline.  

 

Although UK Music does not offer a comprehensive analysis of sectors,  

recent research from Todd et al. (2022) provides a snapshot of Wales for 2020 

compared to 2019. Chapter two of this thesis featured a comparison of both the 

Scottish and Welsh industries from several perspectives; therefore, it is more than 

reasonable to assume that the economic impact of the pandemic will have been 

similar, too. It is worth noting that the Welsh figures are based on GVA, whereas 

this thesis offers income estimations. Even so, the data remains valuable as it is 

indicative of the overall impact. 

 

The sectors analysed by Todd et al. (2022) are similar to those within this thesis, 

with the only exception coming from recorded music, which was combined with 

music publishing. 
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• Music Creators: 22% 

• Live Music: 90% 

• Recorded music and music publishing: +3% 

• Music Retail: 64% 

• Music Representatives: 22% 

 

Total GVA lost in 2020: 55% 

 

The data from both authors indicate that the impact experienced by the live music 

sector across the UK is similar and, therefore, should be comparable in Scotland. 

The only discrepancy I would highlight is that Scotland has more mainstream 

commercial artists performing in the UK, Europe, and globally; therefore, the 

Welsh estimation of a 22% decline may be inaccurate, with Scottish music 

creators being closer to the UK music figure of 56%.  

 

Conclusion 

 

This chapter has argued that although the government's measures to curb the 

spread of the virus had adverse social, cultural, and economic consequences, the 

pandemic only aided in revealing preexisting structural flaws within the Scottish 

music industries.  

 

Although the cultural sector has been described as in crisis due to the pandemic, 

it was revealed that cultural workers have been on the brink of a crisis for far 

longer. The outbreak has highlighted the precarious nature of working in the 

music industries and the existing inequalities, which are an ongoing concern. 

However, cultural workers and businesses showed resilience during the pandemic 

by attempting to alter their business models.  

 

Amidst the disruption, culture stood out as a way to connect people during difficult 

times. The most interesting aspect of the pandemic remains the public use of 

culture to cope with lockdown measures against the government's recurring 

adoption of instrumental policies.  
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It is also evident that neither the Scottish Government nor Westminster understood 

the creative or cultural sectors before the pandemic. As a result, it took far longer 

to deliver support. Overall, it appears CS performed fairly well with the delivery of 

the CRF, although the distribution of funds to organisations that were already in 

receipt of core CS funding was flagged as poor decision-making. 

 

The pandemic has been an opportunity to reshape cultural policy in Scotland and 

engage with the arts in a different, more meaningful way in the long term. 

However, it has been announced recently that the SG is cutting yearly funding to 

CS by £6 million.  
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Chapter Eight: Findings and Discussion 
 

The semi-final chapter of this thesis will deliver the research findings collected 

from a survey and semi-structured interviews. The participants work in 

intermediary roles or as music creators in the Scottish music industries. Therefore, 

the data in sections 8.1 and 8.2 directly expresses the opinions and concerns of 

those operating within the music sector. Section 8.3 will then discuss the two data 

sets alongside the findings from Chapter Five and discuss their findings to draw 

out and identify key themes. 

 

Survey Findings 

 

Basic Participant Information 

 

The survey received 109 completed responses. The number of male respondents 

(67%) is more than double that of females (28.4%), whilst two identify as non-

binary and three did not reveal their gender identity. Additionally, 96% of those 

who took part are of white heritage, whilst only 0.9% are from mixed or multiple 

ethnic groups, 1.8% are from Asian or Asian British, and 0.9% identify as another 

ethnic group. 
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Of the 109 participants, 50% revealed that they had experienced discrimination. 

The two most prominent reasons were age and gender; however, sexuality and 

ethnicity were also noted.  

 

 
 

Geographically, the highest number of respondents came from Glasgow (55%), 

followed by The Clyde Valley, Ayrshire and Argyll (10.1%), then both Dundee, 

Angus and Perthshire and Edinburgh (7.3%). 
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Although the thesis argues there are seven music sectors in Scotland, the survey 

was only interested in five of those. The Media and Funding and Development 

were excluded from the survey as they operate on the periphery of the music 

sector. However, the remaining five sectors were represented, with music creators 

making up 59.6% of respondents. 

 

Overview of the Music Sector in Scotland 

 

As the pandemic was a temporal event, it was imperative to understand how the 

music sector functioned pre-pandemic so as not to conflate any pre-existing issues 

with pandemic ones. Therefore, respondents were asked to report on how strong 

they felt the Scottish music sector was before the pandemic, with 62.4% believing 

it was strong or very strong, while 8.2% thought it was weak or very weak.  
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The individuals who indicated the industry was in good health provided several 

reasons: 

 

 

Alternatively, those who felt the sector was lacking and reported it as weak also 

provided multiple reasons: 

 
The low income of music creators received criticism, with many not receiving a liveable 

wage. 

There is a lack of government and local council support to improve local music scenes 

and prevent the closure of music venues. Industry funding received a high level of 

criticism, especially concerning music creators, the diversity of funding, and the overall 

sector's strengthening. 

Although live music received praise, the need for a coherent touring infrastructure, 

particularly in rural areas, was highlighted as a concern. 

The Scottish music industries are considered Glasgow-centric.  

The lack of rehearsal and performance space, especially for amateur choirs and 

orchestras, was disappointing. 

The infrastructure available in Scotland to develop artists and genres was highlighted 

as problematic. Specific attention was given to developing jazz and blues.  

An enduring issue within the research was the need for an export office to promote 

Scottish music abroad. 

Scotland's music sector needs to catch up in many respects compared to countries of 

similar size and demographics. 

 

The strength of the live scene is regarded as one of the most vital elements of the 

music industries, with promoters receiving significant praise. 

The range of festivals on offer around the country covers a diverse range of genres. 

The number of artists representing Scotland signed to major labels was used as an 

example of the strength of the talent pool.  

Several respondents believed that although Scotland is a small country, it often 

punches above its weight in terms of creative output. 

The quality of recorded music, albeit released independently, highlighted the talents of 

artists. 

A vibrant scene was visible for new and emerging artists and musicians. 

The industry's strength was linked to those working in the sector and the network of 

available help.  

Music makes a massive contribution to Scotland's cultural vibrancy. 
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The live sector received relatively widespread praise. Music venues were rated 

strong or very strong by 69.9% of respondents, whilst music festivals were slightly 

less at 50.4%; however, the touring infrastructure was described as weak or very 

weak by 42.4% of respondents, whilst only 23.5% felt it was strong or very strong. 

Although not part of the commercial sphere, the amateur sector received fairly 

positive feedback, with 49.5% of respondents believing it to be strong or very 

strong.  

 

The recording sector received mixed feedback. Recording studios received the 

most praise, with 61.7% indicating that they are strong or very strong, whilst music 

distribution is fairly split as neither strong nor weak. Respondents felt that record 

labels are the most powerless element of recorded music in Scotland, with 45.7% 

reporting that they are weak or very weak. In contrast, only 20% consider them 

strong or very strong. 

 

Government funding received very little praise, with only 21.7% believing it to be 

strong or very strong, whereas 52.8% viewed it as weak or very weak. Trade 

bodies are deemed neither strong nor weak by 48.5%, although 34% of 

respondents believe them to be weak or very weak. On a positive note, music 

education is considered to be strong or very strong by 50.5% of individuals, whilst 

weak or very weak was 26.2%. Additionally, community music projects received a 

51.9% response as strong or very strong, whereas only 16.1% believed it to be 

weak or very weak.  

 

Overall, music representatives received mixed to negative feedback. Most 

respondents believe music managers to be neither weak nor strong; however, 

40.8% believe them to be weak or very weak, with only 10.6% considering them to 

be strong or very strong. Live agents did not receive any votes for very strong, 

instead obtaining 49.5% for weak or very weak. Additionally, publishers did not 

receive any feedback for very strong, with only 6.9% believing them to be strong, 

whilst 35.1% consider them to be weak or very weak. 

 

The support from media outlets in Scotland is relatively negative. Only 17.8% 

believe it to be strong, whilst 48.6% consider it to be weak or very weak. 

 



 208 

Gaps in Provision 

 

Respondents have highlighted several areas that they deem to be under-

represented. The findings match those of the previous section, with a number of 

additional areas emphasised. First, 43% of those who completed the survey would 

like to see more funding for music creators and businesses. Music publishers, 

record companies and distribution services have been flagged as areas where 

improvement in the services on offer or the provision of services could be 

enhanced. Additionally, television, radio and press are problem areas with a need 

for more TV opportunities raised as problematic.  

 

 

Are there any stakeholders within the Scottish music industries which you feel are 

underrepresented leaving a gap in provision? 
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Music Creators 

 

The survey received 65 responses from music creators. Of those, the highest 

number were musicians (28), followed by artists (19). The most common genre 

was classical/chamber, followed by traditional Scottish music, rock, indie, pop and 

folk; however, jazz, hip-hop and electronic music are represented. Early years 

music tuition whilst attending school was confirmed by 44 music creators, with 18 

receiving additional private tuition.  
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A number of revenue streams are available to music creators both directly and 

indirectly involved with music making.  

 

 
 

Live performance fees were reported by 78.4%, indicating it is the primary source 

of income. Teaching work and the royalties from selling CDs, digital sales and 

streaming services were noted by 58.4%, with commissions reported by 41.5%. 

Notably, 33.8% acknowledged that some or all of their income is generated from a 

funding source such as Creative Scotland, PRS Foundation or a similar type of 

funder.  

 

Over two-thirds of respondents (46) define their music activities as professional, 

with 26 individuals revealing that music is their primary source of income. The 

other 20 are paid for music and other activities, too. Of the remaining nineteen, 

seventeen identify as semi-professional, while two are amateurs who receive no 

money for music. Although 46 individuals identify as professionals, only 27 spend 

more than 30 hours weekly on music-related activities.    
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Almost everyone reported that their income came from within Scotland. However, 

revenues were not limited to Scotland alone. 

 

• 57 reported income from Scotland (87.6%) 

• 44 reported income from the UK (67.6%) 

• 31 reported income from Europe (47.6%) 

• 28 reported income from the rest of the world (43%) 

 

The revenue generated annually by music activities was relatively low across the 

65 respondents.  

 

 
 

78.5% of respondents reported earning less than £20,000 in 2018. Only 10.7% 

earned over £30,000, with 3% earning over £100,000. Only 31.3% of individuals 

reported earning enough to survive each month. Whilst 66.2% of creators noted 

earning liveable revenues, 37.5% were not earning enough.  

 
Statement % of respondents 
I am earning more revenue than I spend 31.3 

I am earning as much revenue as I need 31.3 

I am not earning enough revenue  37.5% 
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Funding is a staple of support for music creators in Scotland, with 53.8% 

confirming they have received a subsidy at some point in their careers. 

Respondents identified several sources of help: 

 

• Creative Scotland 

• Local Councils 

• PRS Foundation 

• Hope Scott Trust 

• Help Musicians 

• Tasgadh 

• Nevis Ensemble 

• William Grant Foundation 

• Arngee Ltd 

• Private investment 

 

Most music creators look after their own careers; however, several respondents 

disclosed that they have representation from industry-specific intermediaries. It is 

not clear whether these representatives are based in Scotland: 

 

• Manager (7.7%) 

• Booking agent (12.8%) 

• Record label (7.7%) 

• Music publisher (11.5) 

 

The survey delivered a list of intermediaries whom music creators utilised. In line 

with previous data, music venues and recording studios were utilised most by 50 

participants. Radio was high up on the list with 43 respondents, whilst music 

festivals were used by 41. Music lawyers, accountants and TV reps were the least 

utilised. 
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Which music industry stakeholders do you interact with? 

 

 
 

Impact of Covid-19 on Music Creators 

 

According to data, revenue for music creators was significantly impacted due to 

lockdown restrictions, with 89.2% of individuals noting a decrease in earnings.  
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Since the pandemic began, has your income from music activities … 

 

 
 

Although revenues were lost, the level of income varies. Almost 25% reveal that 

they have had no regular work. Only four respondents carried on with full work 

commitments. 

 

 
 

Lockdown restrictions affected the ability of music creators to produce music, with 

72.3% indicating difficulties. Feedback from respondents reveals the closure of live 

music venues and lockdown restrictions as the primary reason; however, some 

expanded on their explanations. A number of responses suggest that poor mental 

health contributed to the lack of music creation. The leading causes are isolation, 

absence of motivation and anxiety over income. Access to recording studios and 

rehearsal spaces was an additional hardship for music creators as these spaces 

are where they can be creative. 

 

It is evident that the online video conference tool Zoom was utilised to help group 

music-making; however, one respondent highlighted that online sessions could 

have been more effective. Additionally, although all live in-person gigs were 

cancelled, performers pivoted to online delivery, which was described as four 

times the effort for one-quarter of the result. An additional obstacle was childcare. 

With lockdown protocols, children had to stay home with their parents, making 

work increasingly challenging. Notably, both mothers and fathers raised the issue. 
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Although Covid-19 relief funds were available, only 29 respondents applied. Of 

those who applied, three did not receive any fiscal support. The data suggest a 

high success rate for music creators at around 90%. Just under half of music 

creators took on additional employment outside the music industries. 

 

Music Intermediaries 

 

The reply rate was far lower for intermediaries than that for music creators. 

However, the data collected is still relevant. 

 

Live Music 

 

Five music promoters responded to the survey, with four revealing they are self-

employed. Three are based in Glasgow, one in Edinburgh and the other in Perth. 

All respondents operate independently, which is reflected in their income.  

 

What was your income for 2018? 

 

 
 

The topic of gender splits at festivals was met with a positive reaction, with four of 

the five promoters believing it was possible. However, secondary ticketing appears 

less critical, with respondents less decisive on whether it remains a problem. 

 
 

The individual who believes it is a concern explained that it takes money out of the 

industry and disenfranchises fans while undermining ticket allocation.  
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Feedback from music venues was broader with its reach. Two responses came 

from bars/clubs, one from a small music venue and one from a large music venue. 

One respondent reported less than £50,000 income for 2018, while the rest noted 

revenues to be between £50k and £99,999. A variety of methods were used to 

stage gigs in each property: 

 

• In-house promoter  

• Independent promoter 

• Both in-house and independent promoters 

 

Of the four venues represented, only two confirmed that they provide disabled 

access, while three confirmed that they provide safe spaces for women or a similar 

initiative. Finally, music venues were asked what issues they had encountered in 

the past five years, impacting their business: 

 

 
 

The survey received two responses from music festivals: one urban event and one 

rural. Neither represents popular music, instead representing trad, jazz, classical 

and blues. Both events have been running for more than 20 years. However, one 

is run by a single full-time worker generating less than £50,000 a year, whilst the 

other is a more extensive operation employing between 6-10 full-time and part-

time members of staff and generating between £500,000 and £699,999 annually. 

In both instances, they actively pursue an even gender split in their line-ups.  

 

Recorded Music 

 

The survey received feedback from five record companies covering several 

genres: 
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• Rock 

• Indie 

• Trad 

• Pop 

• Dance 

 

The age of labels ranged from four years to the longest-running operating for 

around 35 years, with only one having a full-time member of staff. The income 

generated by releasing music is relatively low, with three companies reporting less 

than £10,000 annually in revenues. The top earner generated between £80,000-

£99,999; however, only one company generates enough revenue for its artist to 

earn a liveable wage. None of the businesses has the resources to invest in new 

acts financially. Whilst digital has become the primary output and revenue source 

of many labels, all five surveyed still produce and distribute physical albums on 

numerous platforms: 

 

On which formats do you release music? 

 

 
 

 

One recording studio and two record producers provided feedback. The studio 

operates part-time, earning less than £20k a year. Its primary service is music, but 

it also records podcasts to generate additional revenue. The studio is used for 

around 30 hours a week, working with various genres. Whilst home recording 

equipment has become commonplace, it was not believed to harm their ability to 

earn revenue.  
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Music Retail 

 

Two record shops responded to the survey. The Glasgow-based premises have 

been operating for 25 years with two full-time and one part-time staff member. The 

Dundee premises are a newer venture that has only traded for six years with one 

full-time staff member. Although the Glasgow-based business earned between 

£150K and £199,999, the Dundee store earned less than £20k annually. Both 

companies admit that their business models would not be possible if they did not 

sell goods online. Only the Glasgow-based business is involved in Record Store 

Day while selling additional items such as clothing and merchandise. 

 

Music Representatives 

 

Several managers are part of more expansive management agencies with four 

full-time staff, whilst three managers noted their businesses have one full-time 

member. Four of the managers also note part-time staff ranging from one to five. 

Company earnings were highly varied, with one manager noting less than £10,000 

a year whilst two managers noted revenues over £200,000. 

 

What was your company’s income for 2018? 
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Four managers admitted that they had invested personal funds to develop and 

progress their artist's careers, whilst five admitted that in addition to music 

management, they also must support the mental health of those they represent. 

Qualitative feedback reveals how seriously it is taken in the industry. One manager 

set up a support network and has assisted their acts during spells in rehab, whilst 

another manager revealed they had training in mental health first aid after dealing 

with various "crisis situations". The top responsibility was overseeing their artists' 

finances, whilst qualitative feedback revealed assistance to support and develop 

disabled artists.  

 

As a manager, which of the following roles do you carry out? 

 
 

Only one response was received from a live booking agent; however, very few 

agents operate from Scotland; therefore, it is vital to reveal their findings. They 

primarily work with artists from the trad, folk and singer-songwriter genres, with 

their business employing two full-time staff. In 2018, their business generated over 

£200,000 in revenue.  

 

Impact of Covid-19 on Scottish Music Businesses 

 

A large majority of intermediaries revealed they had lost revenue due to pandemic-

related issues.  
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Over 50% of individuals could fulfil up to 40% of their usual workload, with 22.5% 

having no work at all. Only 15% were able to continue working as usual. 

 

 
 

Due to lockdown restrictions and financial hardship, just over 30% of individuals 

took on additional work out with the music sector, whilst around 70% stayed in 

their music-related roles.  

 

Around a quarter of businesses let go of staff during the pandemic, whilst two-

thirds retained their usual workforce. The retention of staff was likely due to the 

Covid-19 relief funds. Over 50% of businesses applied for fiscal support with 

various possibilities available. There was a 100% success rate for all businesses 

from several sources, including: 

 

• Business rates relief 

• SEISS 

• Event Scotland emergency fund 

• Creative Scotland Recovery Fund 

• Grassroots Music Stabilisation Fund 

 

As a result of lockdown restrictions, 55% of businesses believe they lost growth 

opportunities for 2020/21, whilst just under 25% did not know. Those who believed 
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they had lost growth reported various levels; however, almost two-thirds reported 

over 10% loss.  

 

 
 

Additionally, 100% of freelancers revealed that they had lost earnings and had no 

regular work since the pandemic began, which resulted in 75% of individuals 

locating work in other sectors. Only 25% of freelancers applied for Covid-19 relief 

funds, with fiscal support reported as partial. Overall, freelancers did not feel 

adequately supported during the pandemic, with 75% of individuals struggling 

financially.  

 

Interview Findings 

 

This section presents the main findings from primary qualitative research 

conducted with key stakeholders across the music industries in Scotland. The data 

collected is varied as each stakeholder represents their work sector; however, 

several themes are identifiable and will be presented below.  

 

Routes to Employment 

 

Entryways to music jobs varied among interviews; however, the two most common 

routes were from university or post-music careers. One live agent explained, “You 

become a manager, you become a tour manager, you start recording and mixing 

bands and everything, and then you just settle on being an agent” (Keenan, 2022). 

A music publisher highlighted the importance of making connections across the 

sector, “you just kind of put yourself about and hope that you’ll kind of stumble 
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across someone who might be able to help you get from A to B” (Montgomery, 

2022). Once individuals are in employment, they often pursue additional work to 

generate extra income (Rodgers, 2022). Keenan acknowledges that working in 

music is revered, which is why so many people want to enter the workforce; 

however, that then causes “a lot of pressure to thrive” (Keenan, 2022) 

 

Music Education in Scotland 

 

“I think music education has made a profound impact on the Scottish music scene 

and continues to do so” (Scott, 2022). 

 

Music education has not featured highly in previous chapters; however, its 

importance across all ages was discussed in multiple interviews. Gill Maxwell 

discussed the importance of access to music from a young age to introduce 

children to the prospect of a music career, “I was keen to start at 14 because I 

think people get missed if they leave it too late. So I thought, you know, kids are 

making choices at 13 and 14 about what exams they are gonna take, and music is 

never high up there unless their parents are able to pay for tuition” (2022). 

However, she admits, “it’s not just about stats and feeding into the industry; it’s 

about well-being, it’s about taking part, it’s about meeting kids their own age. 

Playing in bands, nothing needs to come of it economically, but when it does, 

great” (ibid). The impact of music projects for young kids was revealed by Maxwell, 

who identified Lewis Capaldi as one of the first musicians to use their services, 

whilst a host of others are “earning full-time money now as musicians that have 

started off on hit the road” (ibid, 2022)  

 

The fèisean movement was highlighted as an excellent tool for kids to learn 

Traditional music, with one musician explaining, “There are very few people I think 

you’ll find in the Scottish music scene that have not come through the feis 

movement” (Napier, 2021).  

 

At the university level, David Scott believes the emergence of commercial music 

courses across Scotland “legitimises the music industry” (2022) as it provides 

access routes into the sector and the skills required to enter several creative roles. 

Schlesinger is optimistic about the role of music degrees in university, but she is 
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critical of the work opportunities available in Scotland, explaining, “If you think 

about graduating, where are the jobs? There’s not that many” (Schlesinger, 2022).  

 

The Importance of Music Creators  

 

The data reveals that most intermediaries were positive of those making music in 

Scotland and felt responsible for nurturing and growing that talent as it could 

positively impact the sector. One interviewee revealed that she thought the “talent 

pools are probably the strongest part, and you know, not just focusing on Glasgow 

but up and down the country across the islands” (Montgomery, 2022). Industry 

veteran and long-term educator David Scott was far more direct in his assessment 

of music creators and their importance to the sector, explaining that “there is no 

music industry without songs” (Scott, 2022).  

 

However, there was a high level of sympathy for new musicians at the beginning 

of their careers with remuneration an ongoing topic for both musicians and 

intermediaries. One manager explained that the payment structure of running an 

artist’s business means that “the artist is the last person to get paid” (Interview 1, 

2021). In some cases, this would mean that they would not get paid at all and 

when they did, it was often dependent on the sale of merchandise.  

 

The motivations of music creators were identifiably split between the art and 

commerce divide. Whilst no one was seeking to become a megastar, there were 

indications that revenue was a primary motivation. C Duncan was the most 

explicit, explaining that “making music is my big interest” (2022). However, he 

follows a traditional industry path and is signed to a prestigious indie label in 

England. Although revenue is necessary, there were other reasons for music-

making. Instead, he explained, “I do it because I love it, and I feel I need to” (ibid, 

2022). The remaining music creators were far more forthright in their attempts to 

generate revenue from their music. Malka and Findlay Napier are independent 

artists who exhibited signs of entrepreneurialism whilst utilising music education as 

an additional form of revenue.  
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Sectoral Challenges within the Scottish Music Industries 

 

The lack of robust services across a number of sectors is a clear challenge for the 

Scottish music industries. However, a music manager accepts that having every 

service based within Scotland may not be a good solution as it “negates the 

realities of globalism” (Interview 1, 2021). However, other stakeholders highlighted 

the need to grow and develop the infrastructure, with artist Malka explaining why 

she joined the SMIA advisory board, “I didn’t think there was enough 

infrastructure, and I’m lecturing, so I’m conscious of my students for career 

prospects” (Schlesinger, 2022). Publisher Susan Montgomery revealed that she 

“would love to see more publishers in Scotland” (2022) as 23rd Precinct Music is 

inundated with requests for publishing deals; however, the business is a micro-

enterprise and does not have the time or resources to look after more artists. 

 

The lack of infrastructure, in many cases, leads to economic value leaving the 

Scottish sector. Music venue owner Nick Stewart explained that whilst music 

creators do not necessarily need to relocate anymore to achieve success, “they 

are almost definitely working with companies which are based outside of Scotland, 

“meaning that the UK (English) sector benefits from Scottish activity. Stewart 

concludes, “You’re seeing an extraction of value from Scotland constantly” 

(Stewart, 2022). Keenan offers a reason for this, though, explaining, “I think it’s 

just tough because so much of the game is down in London. You know, it’s very 

much a networking business to get those artists before anyone else” (2022).  

 

Live Music 

 

Touring and the opportunities to earn revenue from live shows are evident based 

on data provided in chapter five; however, interviews brought several issues to 

light, mainly those working within the sector. Agent Colin Keenan explained that 

“artists do have a good foundation for touring here, but it’s certainly not as 

developed as it could be” (Keenan, 2022). However, a local promoter in Aberdeen 

explained that “working outside of Glasgow for a promoter means you’ve got a 

less crowded market for promoting gigs” (Calder, 2022). However, he contends 

that it takes time to build relationships with agents outside Scotland who will take a 
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chance on an independent promoter. Although this thesis has continually 

promoted the revenue-generating abilities of live music within Scotland, that is only 

the case for some genres.  

 

A jazz promoter revealed that earning a living in Scotland is challenging, adding, 

“You have to be really committed to staying” (Rodgers, 2021). She described how 

many jazz musicians would go to London to study but would never return due to 

ongoing opportunities. What was once considered popular music has grown to 

include additional genres, with folk and traditional music moving from the periphery 

to the mainstream. Agent Lisa Whytock explains, “Elephant Sessions, one of our 

artists, have just sold the Barrowlands out, and I’ve got the Academy booked, and 

they’re now working With DF and like major promoters in England, we’ve charted 

in the Australian download charts, they have an international career” (Whytock, 

2022).  

 

The role of GMVs was discussed in detail by venue owner Nick Stewart, the MVT 

representative in Scotland. Even though GMVs are incubators for new artists, they 

almost always lose money promoting shows. Stewart explained that grassroots 

music venues spend 128% of the ticket value on putting on the shows. That is to 

say that they make a 28% loss” (2022). The revenue which allows the venue to 

operate comes from club nights and the sale of alcohol. 

 

Record Labels 

 

The record labels in Scotland are all micro-enterprises; however, their quality was 

recognised by a publisher who explained, “The record labels here, I think, are 

super, super strong and I’d like to highlight Olive Grove and Last Night from 

Glasgow” (Montgomery, 2022). However, this may not always have been the case, 

as Olive Grove Records co-founder Lloyd Meredith explained that the initial idea to 

start the label came from a position of frustration with the lack of support for 

musicians as there “wasn’t something out there supporting them to put out their 

music and get it more widely heard (Meredith, 2022). A lack of financial support for 

record labels is an ongoing concern, with Meredith explaining that he must fund all 

the releases independently.  
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“I don’t think it’s sustainable in the long term unless you’ve got people who are 

passionate about that. Otherwise, you’ll just end up with biggish indie labels, and 

just the small people who try to promote local bands getting overline will disappear 

because we can’t do it anymore” (ibid, 2022) 

 

Music Management 

 

An interesting point that music managers raised was the comparison of managing 

an artist to running a business. Although this is an accepted part of the job, recent 

changes in the global music industries due to technological changes and the 

introduction of new revenue streams mean that the role of music managers has 

expanded, with one manager noting, “the workload is intense” (Scougal, 2021). 

The number of music managers in Scotland appears to have increased, with 

Whytock noting that no managers were available for trad and folk artists in the 

early days, so her agency had to do everything for their artists, “Set up the 

distribution deals, sort out licencing deals, get a press agent for them, set up all 

the sub-agents around the world, help them with their visa applications, and do 

their funding applications for them (Whytock, 2022). Whilst this has improved, the 

introduction of the internet has enabled musicians to take on many of the 

responsibilities often performed by managers. Montgomery believes it is crucial to 

have an understanding of all the processes involved; however, she asserts that 

trying to have that understanding of every aspect of the business and being a 

performer as well it’s nearly impossible” (Montgomery, 2022) 

 

Fiscal Support for Music 

 

Overall, CS received reasonably positive feedback from interviews. One manager 

explained, “I think Scotland is actually very well served through Creative Scotland 

and local authorities because they’re under immense pressure for a whole heap of 

stuff and they sustain music, funding and music activity” (Interview 1, 2021). Jazz 

promoter Gill Rodgers indicated that annual CS funding sustains the Glasgow 

Jazz Festival after Glasgow City Council removed all funding, which emphasises 

the previous manager’s points. Artist Findlay Napier illustrated how helpful the 

support had been from CS over the years in order to pursue a music career. 
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However, he believes that the measurable outcomes of funding are short-sighted, 

explaining that “funding went in about five years ago, and the payoff only 

happened this year” (2021).  

 

The funding structure of CS was frustrating for one music representative who 

questioned why the industry did not receive structural support but would fund 

individual tours or albums. She illustrated that CS “won’t fund the infrastructure 

that those artists need to have a career; it’s just self-perpetuating nonsense 

because if they fund an album that just sits in someone’s bedroom who doesn’t 

sell anything, what’s the point in that?” However, she does acknowledge that 

blaming CS without addressing the ongoing issues at SE would be wrong 

(Interview 12, 2022). Although she does not address the issues directly, a music 

manager admitted that “Scottish Enterprise at the moment just don’t see the music 

industry as a priority because of their parameters, not because somebody sitting 

there saying, let’s just deliberately forget about the music industry. The parameters 

they’re working to mean that the kind of money involved, and the growth 

opportunity is not seen as a priority” (Interview 1, 2021) 

 

A manager stressed the difficulty of knowing where to go for funding as the 

signposting is unclear. At one stage, he wanted to start a record company for his 

artist and went to CS; however, their remit is artistic creativity. Additionally, he 

explained that funding is available across the industries but added that “you need 

to know what you’re looking for and be in the right circles” (Scougall, 2021). 

 

Although CS does not have a commercial music remit, their funding benefits 

commercial artists indirectly. C Duncan stressed the importance of the SAY award 

to his career progression, “I think the SAYS got a lot to do with why I still have a 

fan base in Scotland” (2022). The artist believes that the nomination is why people 

continually attend his shows. 

 

Pandemic Impacts 

 

The previous chapter addressed many of the pandemic’s direct impacts. However, 

what was missing from the literature was the exhaustive nature of working in the 

music industries in Scotland during that period, with one manager explaining, “Me 
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and the team I work with have just been trying to keep businesses alive and keep 

people sustained through whatever route we can find financially to get them 

through this period. So yeah, I’ve never worked as full-on and as hard as I have 

done in the last 18 months (Interview 1, 2021). An Aberdeen-based promoter 

echoed this sentiment, noting that he was “constantly rescheduling and stuff, but 

there’s obviously no income coming in” (Calder, 2022).  

 

A common theme amongst interviewees was the lack of support for artists during 

the pandemic. David Scott acknowledged the impressive support packages for 

venues and promoters and the associated live sector; however, he noted, “where 

was the support for artists? (2022). Music Publisher 23rd Precinct tried to facilitate 

revenue for their artists by organising songwriting sessions online and setting up 

home recording studios. Similarly, artist Malka created a new all-female 

songwriting collective called Hen Hoose to bring together songwriters to try and 

provide a revenue stream as touring was not an option. “Everyone was so grateful 

for the distraction and focus that, actually, I would’ve almost done it for free 

(Schlesinger, 2022). The notion of interacting with others creatively was also 

highlighted by C Duncan, who explained, “You need people to speak to. You need 

inspiration to come from somewhere” (2022). One manager explained that many 

of their artists had used savings during the pandemic as they had no incoming 

revenue. He theorised that the music sector in Scotland would need an injection of 

cash to restart, explaining that it was crucial “to invest at the front line of artists, in 

their content, in their music, in their songwriting and recording” (Interview 1, 2021). 

By doing so, the revenue would trickle down to support additional sectors.  

 

The government support for creative jobs and workers was discussed by C 

Duncan, who believes that “there was a lack of understanding of what a musician 

actually is” (2022). Lisa Whytock argued that “the music team and Creative 

Scotland have been very good” (2022) due to the support offered to freelance 

workers; however, she was more critical of other agencies, “What are Scottish 

Enterprise doing? Where is their support for music?” (ibid). Ultimately, she 

believes the funding structure of SE should revert to the older model when there 

was a dedicated music department. Nick Stewart agrees about CS, illustrating that 

“for the most part of Covid, they actually totally nailed it” (2022).  
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Long-term Sectoral Improvements 

 

Whilst many stakeholders were optimistic about music in Scotland, they were 

asked what changes could be implemented to improve the sector. Those 

interviewed often expressed issues and concerns regarding their areas of work; 

however, two identifiable themes emerged: the need for a dedicated export office 

and the need to unite the separate sectors under one banner.  

 

Keenan noted a major absence in the Scottish sector was a dedicated export 

office, explaining “if you look at The UK export Offices and their events all around 

the world, you can see how little Scotland is represented” (Keenan, 2022). 

However, a manager expanded on the requirement to offer a potential framework 

where the office would be “embedded across different public bodies” (Interview 1, 

2021) to offer a range of funding and investment opportunities to help artists trade 

internationally. 

 

Lisa Whytock illustrated how she developed her own export model. International 

promoters were travelling to Celtic Connections to identify possible export-ready 

artists. Whytock then formalised that process and set up Showcase Scotland 

Expo, a dedicated export office for traditional, folk, acoustic, Gaelic, and Scottish 

music. Whytock explained, “It has a huge, huge, huge ROI because everybody is 

signing, and everyone is booking” (2022). 

 

The second transformation identified is the separate sectors coming together to 

fight for a stronger, unified music economy. Music Publisher Susan Montgomery 

highlights the lack of unity, explaining that there are “a lot of people doing a lot of 

great things separately” (Montgomery, 2022). Although the SMIA are tasked with 

trying to unite the sector, one music representative expressed her doubt, 

explaining, “As far as I’m concerned, you will never unite the sector behind one 

organisation” (Interview 2, 2022). She theorises that this is because every sector is 

pulling to improve its own issues and access more resources without looking at the 

bigger picture.  
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Discussion 

 

The outcomes of this research have provided insight into the structure and 

operational practices of the music industries in Scotland whilst revealing several 

strengths and weaknesses. However, caution is required. The interpretation of 

data is limited as it encompasses a broad spectrum of individuals from extremely 

diverse sectors and geographical locations, all with mixed needs and demands. 

The remainder of this chapter will discuss the findings from sections 5.1 and 5.2 

and place them in the overall research context.  

 

The findings indicate that Scotland’s music industries lack a coherent 

infrastructure. However, there is a bustling live sector and an abundance of music 

creators across all genres performing nationally and internationally. The sector 

requires more robust provisions from several areas, such as record labels and 

publishers. The lack of such services has led to the outsourcing of business 

activities. The analysis indicates issues regarding the retention of IP in Scotland, 

with some popular acts residing outside the country, resulting in their revenues not 

returning to the Scottish economy. An investigation of the Covid-19 pandemic 

demonstrates the inequalities across the music industries. Many of these were 

evident pre-pandemic; however, these have become exacerbated due to lockdown 

regulations. The main observation is the localisation of music activity across 

central Scotland, with data demonstrating Glasgow is the epicentre, followed by 

The Clyde Valley, Ayrshire and Argyll and then Edinburgh. The remainder of this 

chapter will discuss the findings from sections 5.1 and 5.2, placing them in the 

overall research context. Due to the comprehensive nature of the feedback, it was 

unexpected that the current study was overall reasonably positive. Interviews, in 

particular, were optimistic regarding the music industries in Scotland, although 

specific areas were highlighted for development and growth. The quantitative 

feedback was less so due to the closed questioning. However, it was evident 

within the qualitative survey feedback that respondents did not understand how 

some music sectors functioned, indicating that some feedback was from less 

experienced individuals.  
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Economic Worth of the Music Industries in Scotland 

 

Although Chapter Five measured the Scottish music industries in 2018, it is worth 

revisiting to discuss the broader significance. This thesis estimates that the music 

industries in Scotland generated profits for the Scottish economy of around 

£195,122,042 in 2018. The total income/funding of each sector are as follows: 

 
Music creators’ total income   £83,909,908 

Live music total income  £175,522,826 

Recorded music total income  £7,157,170 

Music representatives’ total income  £57,110,760 

Retail total income  £26,340,000 

Funding of music activities total expenditure  £46,962,212 

 

However, double-counting transpired across sectors; therefore, a number of 

deductions occurred where relevant (breakdown in Chapter Five). It is estimated 

that the total profits/funding were: 

 
Music creators’ total profit   £82,537,408 

Live music’s total profit   £37,311,297 

Recorded music’s total profit   £7,157,170 

Music representatives’ total profit   £1,342,500 

Retail total profit   £26,340,000 

Funding of music activities   £40,433,667 

 

For a country of its size, Scotland is generating a respectable amount of income 

for the Scottish economy. Comparing the Scottish data to that of UK Music for the 

same period (2019) highlights why this research was necessary. Whilst the UK 

sector is estimated to have generated £5.2 billion for the UK economy, this 

research estimates that around £195 million came from Scotland. What is evident 

is that whilst the UK recording sector is showing signs of recovery due to 

increased revenues from streaming, the Scottish sector has continued to decline. 

The previous Scottish report noted recording profits of around £39,489,000 

(Williamson et al., 2003), whilst this thesis asserts that it is around £7,157,170 for 

2018. 
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Additionally, the live music sector in Scotland is estimated to have generated a 

total income of around £175,522,826. However, most of that figure is generated for 

other stakeholders. Music creators are the largest beneficiaries; however, this 

includes non-domestic creators. However, this works both ways, with Scottish 

music creators bringing revenue back to the Scottish economy from international 

sectors. 

 

The significant reduction in earnings highlights how much revenue from live music 

is reintroduced to other sectors of work within the music industries in Scotland.  

 

Strengths and Weaknesses of the Current Scottish Music Industries 

 

Many of the issues presented in the findings for this thesis can be identified in 

Scottish Enterprises mapping Report (Williamson et al., 2003) and Creative 

Scotlands music sector review (Ekos, 2013b), which is significant as it emphasises 

that there has been no real growth or development taking place across the music 

sector. If anything, this thesis has highlighted that conditions have deteriorated.  

 

The current roster of music creators (Appendix One) is the most robust export list 

for quite some time. A Dundee-based promoter exemplifies the overall response: 

“Talent-wise, we always have and continue to punch well above our weight” 

(741178-741169-81343900, 2021). Those interviewed illustrated that there are 

numerous ways to maintain a music career that does not follow the traditional path 

of recording and touring. The lack of revenue for music creators is an ongoing 

issue in the literature (Musicians Union, 2010; UK Music, 2019; Hesmondhalgh, 

2021) and corroborated in primary research. Over three-quarters of those 

surveyed earn less than £20,000 annually from music. Analysis reveals that those 

who perform live generate higher revenues than those who rely on songwriting 

royalties. Musicians earn no more than £50,000 a year; however, one artist 

revealed he earned between £100,000 - £150,000. The highest earner was a 

composer, generating over £200,000 per year; however, they also performed live. 

Although these are impressive figures, it is worth noting that only seven music 

creators noted yearly earnings of over £40,000 a year from a possible sixty-five.  
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All the major music sectors are represented in Scotland to varying degrees. 

However, it is undeniable that the live sector is the primary economic driver, with a 

vast level of positive feedback relating to the industries buoyant health. What was 

once a stronghold for rock and pop has extended to other genres, with acts from 

folk and traditional music performing in large venues nationwide (Whytock, 2022). 

In 2008, the SAC noted that traditional music was reserved for those from the 

north of Scotland, often from middle-class families (Hibberd, 2009); however, they 

are currently at the heart of music-making and performing across Scotland. The 

increase in live agents nationwide is a testament to this, with Craig Corse and 

Katch Holmes operating new live agencies alongside Active Events. The fact that 

DF concerts now represent Elephant Sessions illustrates the revenue-generating 

abilities of these acts.  

 

The provision of record labels is limited. It is telling that no new rock or pop labels 

have started since the 1990s. Qualitative feedback indicates that some feel 

Scotland would benefit from having major labels based here. Whilst that may be 

true from an artist investment perspective, any revenues generated would revert to 

offices based in another country, most likely London. The ability to develop new 

acts could be improved across the sector, with artist managers now taking the lead 

(Scougal, 2021). Analysis of all data sets reveals the difficulties in operating a 

label in the current climate. Two respondents generated encouraging earnings 

(£30k and £90k); however, most earned less than £10k annually. A number of 

interviews highlighted Olive Grove Records as an example of an indie label 

releasing great music; however, in its current guise, it is simply a labour of love. 

Although the owner appeared optimistic, it is clear that it is not a long-term model 

with the owner investing his personal savings, often losing money. 

 

The lack of financial resources to develop new artists prevents potential revenues 

from remaining in Scotland; however, this is not a new problem (Williamson et al., 

2003). As a result of limited record companies, there is a severe shortage of music 

distribution services, highlighted in the survey. Although Emu Bands received 

recognition, they only offer uploads to digital service providers without additional 

marketing support. The model is ideal for acts with a strong fanbase; however, a 

more bespoke package is required for new artists. 
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A consistent problem for music businesses in Scotland is the capacity to retain 

intellectual property, as Scotland only has one publisher of scale in 23rd Precinct 

Music. It is worth illustrating that no commercially successful artists have their 

publishing rights located in Scotland, resulting in a massive economic loss. 

Although retention was not specifically mentioned, publishing was among 

Scotland’s highest sectors regarded as underrepresented. A high level of 

investment is required for record labels and publishing to improve in Scotland, 

which is problematic due to scaling issues and the potential to recoup funds 

(Montgomery, 2022). SE are the leading investment body for business; however, 

its relationship with music has been and remains fractured. As Homan et al. note, 

the “population size makes Scotland an inherently limited market for its artists” 

(2016, p23). Therefore, it is evident that funding these businesses would be high 

risk and does not offer the types of growth which currently receive investment.  

 

Whilst the impact of media services continues to decline globally, music creators in 

Scotland remain invested in their services. Although not explicitly stated in the 

findings, this may be related to digital media. Radio play is still highly regarded, 

with BBC Scotland Introducing receiving criticism and praise for promoting new 

and emerging artists. However, the interest may arise from the royalties generated 

by spot plays.  

 

Structural Inequalities 

 

A key conclusion drawn from the data is based on representation. The results 

support the notion of a male-oriented industry, with 96.3% of individuals identifying 

as white. Current literature agrees that women are underrepresented in music 

creator and intermediary roles (Homan et al., 2016; Bain, 2019).  

 

The music industries in Scotland lacks diversity across all sectors, with only 3.6% 

of individuals not of white ethnicity, which correlates with recent literature which 

estimates that BAME in the UK is only 4.8% for music, performing, and visual arts 

(Brook O’Brien and Taylor, 2018). Additionally, the industry stakeholders 

interviewed for this thesis were all white, with no minority groups. However, the 

representation of women was higher, especially those in positions of power and 

across genres (Rodgers, 2022; Whytock, 2022; Maxwell, 2022; Montgomery). 
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Additionally, Gill Maxwell from the SMC noted difficulties encouraging girls to sign 

up for their youth development programs such as Hit The Road. The current 

uptake is around 70% male, although she noted that it dropped during the 

pandemic.  

 

Music education in Scotland has been relatively healthy since the youth music 

initiative was introduced in 2003. Its activities have increased by around 10%, with 

244,000 young people taking part in 2016/17, with 202,000 attending lessons in 

school and at least 42,000 participating in out-of-school activities (Broad et al., 

2019). In this context, the delivery of services is impressive; however, looking 

more closely, it becomes evident that there are deeper issues with social mobility, 

geographical barriers and the attainment gap. Data supplied in the “What’s Going 

on Now” report highlights concerns with the delivery of music tuition. The report 

stresses the issue of a post-code lottery regarding which local authorities charge 

and which do not. However, it is worth noting that the SG removed all tuition fees 

for the academic year 2021/22, although there is no word as yet as to whether this 

will continue. Even so, this does not change the more significant issue of inclusion 

(Wilson et al., 2021) 

 

Households earning less than £28,000 per annum are 50% less likely to have a 

child learning an instrument than households earning over £48,000 (MU, 2010). 

Furthermore, the cost of an instrument is also crucial for families when deciding 

whether they can provide tuition for their children (Catchpole and Karoni, 2018).  

 

Survey data indicates that those who received private tuition were more likely to 

become professional musicians with music as their primary source of income. 

Further analysis suggests that those who received private tuition are more likely to 

be linked to classical, folk or traditional music. In this sense, a lack of economic 

and social capital will disrupt the talent pool of aspiring musicians entering specific 

genres of music. Not only the opportunity to access but also from believing that a 

music career is possible. The same problems are witnessed when investigating 

those who attend the RCMS in Glasgow. Applicants must be able to perform to a 

high degree, which in most cases would only be possible with specific social and 

economic attainment. However, this is not true across all genres.  
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Half of the survey respondents highlighted various forms of discrimination 

experienced whilst working in Scotland, with gender and age the most prevalent. 

The analysis reveals that reports of gender discrimination predominantly came 

from females, with one respondent explaining, 

 

“The culture of attitudes and prejudices regularly practised within the 

infrastructures of our current music industry fails to cultivate new talent efficiently 

and fails to protect underrepresented demographics from abuse and bullying”, 

adding that “poor working conditions, poor conduct, and risk of sexual assault, 

create a male-dominated scene whereby some (many) women will not achieve 

their full commercial potential” (741178-741169-81335192, 2021). 

 

Based on the literature, it would be safe to assume some possible causes. Female 

music creators believe it is harder for them to gain recognition than men, with 

sexual harassment and objectification cited as fundamental challenges. These are 

due to unbalanced power dynamics, which this research demonstrates is a male-

dominated industry (Kahlert and Das, 2021). Representation remains an ongoing 

issue with uneven gender splits at festivals. There was a consensus from music 

promoters that it is possible for equal representation, whilst those representing 

festivals confirm that they actively pursue it; however, that does not necessarily 

mean that it is delivered. An attempt from DF concerts at their 2019 TRNSMT 

festival in Glasgow saw them deliver a stage named “Queen Tuts” after an 

International Women’s Day event held at King Tut’s Wah Wah Hut. Placing female 

performers on their own stage only served to further distance them from the 

equality they seek. Feedback to the event was fairly negative, with electro-pop 

artist Malka explaining, “I think the whole Queen Tuts stage thing was just 

embarrassing” (Schlesinger, 2022). Even with the negative reaction, DF did spark 

a national conversation on the topic; however, it is worth noting that the first wave 

of acts announced for the 2020 event saw two females from a pool of thirteen acts. 

However, the reality of business is to make a profit (Bruenger, 2016). Therefore, it 

is understandable why large institutions appear fearful of trying to make a change, 

especially in the current climate of economic hardships.  

 

Another area of prejudice which was discussed in several interviews is the 

“motherhood penalty” (Bain, 2019, p25). In society, women traditionally accept the 

role of primary caregiver to their children. However, often, this can become a 
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choice between having a family or pursuing a career. With many music creators 

and intermediaries operating as freelancers, there is no scope for maternity pay. 

The demands of creative work do not fit with having a child, especially for those 

who wish to tour, which, for many, is the primary source of revenue. In this sense, 

women are penalised for starting a family, whereas men do not face similar 

barriers. However, this is transforming in some instances, with live agents now 

requesting childcare be factored into touring costs (Whytock, 2022). Additionally, 

CS provide fiscal support via the Open Fund, which is in place to enable, in this 

case, parents to take part in work that they would otherwise not be able to do. 

Although the funds are available for musicians on tour, the example provided via 

interview was related to supporting mothers who require studio time (Whytock, 

2022). 

 

Cultural Funding 

 

Funding opportunities received the highest response when exploring under-

represented areas of activity, supporting the view that there are insufficient funding 

opportunities. However, there is also a feeling that applying for funds from CS is 

complex, which would discourage individuals who are not computer literate.  

 

The current study found that cultural funding was a contested topic across both 

data sets. Interview data was sympathetic to the task of CS, whilst survey 

responses were more critical. It appears that individuals feel the funding system in 

place is currently not working, with respondents explaining that “funding seems to 

be nearly impossible to get to start a new venture” (741178-741169-81369652, 

2021) with another response broadening their critique, explaining that the 

“government fail to supply adequate funds to the arts” (741178-741169-81374831, 

2021). 

 

Although the general findings are somewhat negative, interview data was more 

positive. However, there are several potential reasons why this was the case. 

First, individuals may not have wanted to demonstrate displeasure with funding for 

fear of losing out on possible future funds. A second reason could be the 

anonymity associated with completing the survey compared to in-person 

interviews. The final reason and what is the most plausible relates to who was 
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interviewed. Each participant was carefully selected as they were key stakeholders 

in their respective fields. Many receive funding regularly from CS and, therefore, 

have a working relationship with them. What is evident from the qualitative 

feedback is the lack of understanding amongst some respondents regarding the 

purpose of funding. Responses from the survey emphasised the need to fund 

commercial activities and help invest in specific sectors. However, those 

interviewed appeared more aware of the role of CS and its limitations. There were 

instances where younger stakeholders were less aware (Scougall, 2021). 

 

Business Development 

 

Economic development agencies in Scotland are limited in their reach and 

encounter the same issues as cultural funding. Although SE and the HIE are in 

place to support the creative industries, they have no discernible music policy 

(Homan et al., 2016). The current study found that the music sector in Scotland is 

deficient in several sectors, consistent with previous research (Williamson et al., 

2003; Ekos, 2013). Although it appears that providing funds to develop a more 

profitable infrastructure would improve the sector, in reality, it would be more 

challenging. Record companies and publishing companies are not immediate 

generators of revenue (Montgomery, 2022), requiring acts of substantial fame to 

generate high economic returns. As noted elsewhere in this thesis, Scotland is 

small in size and limited in its capabilities to grow and sustain careers.  

 

SMIA 

 

In addition to financial assistance, several interviewees questioned the role of the 

SMIA. Analysis of the current setup reveals that whilst they have delivered 

noteworthy projects such as the music business innovation programme and 

workshop programmes, they have had no real impact on the music sector other 

than their flagship event, the SAY award. The funding contribution from CS to the 

SMIA was also questioned in one interview. It was emphasised that the guarantee 

of regular funding was insufficient to receive financial support when their only 

meaningful deliverable is the SAY award. A number of other interviews questioned 

their actual role within the Scottish music industries.  
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From an outsider’s perspective, it could be assumed that CS are happy to deliver 

funding to the organisation so that they are at arm’s length of any criticism aimed 

at developing the music industries. However, the organisation has gone through 

three different chief executives, which may have affected their ability to implement 

any real change in recent years. 

 

One interview highlighted the problematic job the SMIA has in trying to unify both 

the commercial and public sectors with one voice. However, they deserve praise 

for playing a crucial role in bringing together the SCMIT to deliver feedback to the 

SG during the pandemic. The action illustrates that there is a more significant role 

for the organisation. 

 

Impact of Covid-19 on Music Creators 

 

As discussed in Chapter 7, the pandemic affected the music sector on several 

levels; however, the current examination will demonstrate the impact of lockdown 

restrictions on revenue and employment. It is evident from the data that the loss of 

income was challenging for many operating across the sector. However, the 

impact was most apparent with music creators impacted by the cancellation of 

cultural events. These were predominantly artists and musicians who generated 

most of their income from performing before the pandemic, which is corroborated 

by similar research from Crosby and McKenzie (2022). 

 

Artists often work in activity cycles, with periods of performing live followed by 

periods of writing new material and then recording. For those at the end of their 

touring cycle, the pandemic may have impacted revenue less than those about to 

begin longer touring schedules. There are also those musicians who are part of 

the gigging economy and rely on the income from live gigs as their primary 

revenue source. The data suggests that although music creators were negatively 

affected, this was disproportionate to those who generate live performance 

revenue. However, another aspect provided by C Duncan added another 

dimension to lockdown restrictions “it’s not even the loss of actual income; it’s a 

loss of work” (2021). In this sense, artists were losing revenue in the short term; 
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however, the pandemic’s long-term effects can be identified as a loss of 

opportunity and a possible lack of growth.  

 

Additionally, some music creators do not perform live, and therefore, little change 

was encountered with lockdown restrictions. Although songwriters and composers 

are tasked with creating cultural texts, several participants identified in the data 

also perform live to boost their revenue. However, one interview with pop artist 

Malka (2021) revealed that not all artists use performing live to generate revenue. 

Although this is the predominant method of making a living in the music sector, 

Malka revealed how she uses sync placements to make a living whilst performing 

the occasional gig. Further investigation revealed that the situation was born out of 

necessity as she has small children, and extensive touring is not an option. In this 

sense, Malka’s actions are a perfect example of entrepreneurialism in the music 

sector.  

 

The support available to music creators was disjointed and revealed a lack of 

understanding of how cultural workers operate in the music industries. The UK 

government schemes were more appropriate for workers in full-time contracted 

employment. Music creators often function as freelancers who failed to qualify for 

financial support, with The MU noting that around 90% of their members are self-

employed. However, CS responded proactively to the needs of freelancers by 

efficiently offering economic support as early as March 2020, for which they 

deserve praise. Whilst the reasons for not applying were not disclosed, the high 

success rate for those who did apply has undoubtedly helped those in need. 

Additional research (C Duncan, 2022) has also revealed that professionals who 

set up a pay structure receiving dividends instead of a wage were not eligible to 

access funding from the SEISS, restricting assistance to those who were in need. 

 

Although not implicitly stated, music creators have used their own cash reserves to 

weather the storm during the pandemic (SMIA, 2020). Their struggles have been 

discussed by many of the intermediaries interviewed, who themselves have 

actively tried to help the creators they represent. This is true of music managers 

but also agents and publishers too. One manager explained that their primary 

concern was “trying to keep businesses alive and keep people sustained through 

whatever route we can find financially” (Interview 1, 2021). Live Agent Lisa 

Whytock echoed that sentiment, adding that “the main objective was keeping the 
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artist going” (Whytock, 2022). This stance was reflected by many of the 

intermediaries, who showed as much concern for their roster as they did their own 

companies. In this way, music creators are exposed as a critical element of the 

music industries in Scotland.  
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Chapter Nine: Conclusion 
 

This research is the first academic endeavour to map and measure the Scottish 

music industries since Williamson et al. (2003). Creative Scotland commissioned a 

sector review in 2013; however, no attempt was made to estimate the overall 

sectors economic worth. Therefore, almost twenty years have passed since any 

financial measurement has occurred in Scotland. In that time, the music industries 

have evolved due to several advancements in consumer and media technologies.  

 

Academic interest in cultural mapping has become prevalent recently, particularly 

within the creative industries from micro and macro perspectives. The purpose of 

mapping studies is often to stimulate a particular sector’s activities by highlighting 

their economic worth and growth potential. Therefore, this thesis sits alongside 

Carr’s research (2022a; 2022b). 

 

The first section of the chapter will discuss the main contributions of this thesis, 

including the determinations from the two research questions and the subjective 

positioning of the mapping project in relation to the researcher. The second 

section will look at the research aims which were drawn from the literature review. 

The third section will reveal the significance of the findings, followed by the thesis 

limitations in the fourth section. Section five will reflect on the thesis, primarily 

highlighting the changing relationship with the SMIA over the course of the project. 

The sixth section will offer a number of recommendations to improve the sector 

from a commercial and policy perspective. Section seven will offer a number 

of areas for future research based on the findings of this thesis. The final section 

will wrap up the thesis by revisiting an argument discussed in the literature review.  

 

Main Contributions 

 

It is important to highlight that this is the first piece of research by an active 

musician to map and measure the Scottish music industries from an artist-centric 

perspective. While other mapping projects are comparable in some respects, my 

participation in the global music industries offers a unique viewpoint that sets this 
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research apart. The thesis has provided an opportunity to shift the academic focus 

away from the three core sectors of live music, recorded music, and publishing to 

provide a broader nation-specific model that represents Scotland’s diverse needs.  

 

The theoretical framework comes from Beckers’s (1982) assumption that cultural 

objects, such as musical texts, are created in collaboration with a multitude 

of intermediaries. Annual research from UK Music promotes the music sector in 

the UK and the profits it generates. However, this thesis has made a significant 

contribution by highlighting the importance of music creators, which is often 

negated within literature. This research has shown that value is not created in a 

linear fashion. Music creators develop a value proposition that intermediaries 

integrate with their unique resources. The new step in the process is the 

application of technology by consumers who have now become part of the value-

creating process by utilising the Internet and social media sites. In this sense, 

value is co-created cyclically amongst music creators, intermediaries, and 

consumers. However, it all begins with the music creator. 

 

Research Question One 
 

The first research question sought to estimate the economic worth of the music 

industries in Scotland for 2018, contributing specific country-wide data that has, to 

date, been included in UK-wide estimations. Based on quantitative analyses, it is 

estimated that the music industries generated £195,122,042 in profit. The figure 

includes funding from the SG, CS and several other sources.  

 

The results demonstrate that the live music sector in Scotland is the primary 

source of revenue for numerous other areas of music activity, with an estimated 

income of around £175 million before costs. Additionally, this thesis aimed to 

evaluate the additional revenue from music tourism. By utilising a multiplier from 

CEBR (2020), it is estimated that for 2018, live music activities in Scotland 

generated around £406,178,317. 

 

Although these figures are promising, the mapping and economic estimations 

have revealed that value extraction often occurs regarding companies outside 

Scotland. The inability to retain IP created by music creators is a significant issue 

for the sector as a whole and for the broader Scottish economy.  
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Research Question Two 
 

The second research question sought to investigate how the COVID-19 pandemic 

disrupted the Scottish music industries whilst identifying its vulnerabilities to 

disruptions. Overall, this thesis has noted that the pandemic caused significant 

economic hardship across all music sectors, with the disruption felt most by those 

working in live music and music creators. The findings also reveal that there 

were a number of pre-existing issues which were heightened as a result of 

lockdown measures. Freelance cultural workers were severely affected due to the 

nature of their employment patterns and low income, particularly those from 

working-class backgrounds and those from black and minority ethnic groups. The 

fundamental truth is that those with the lowest incomes were the worst affected. 

Music creators noted increased issues with their mental health due to a sudden 

cessation of work and lack of stable income, and there was a noted shortage of 

knowledge on how the music industries functioned by those in government, which 

resulted in delays with economic support. 

 

Additionally, as the first research question noted, the music industries are highly 

reliant on live music as the key revenue generator for those working in Scotland. 

The recording and publishing sectors do not provide enough income to sustain 

many musicians; therefore, Scotland is in a vulnerable position by having such a 

strong dependency on one core sector. While these issues were identified during 

the pandemic, they are still potential vulnerabilities for the future.  

 

The thesis has made a significant contribution to knowledge regarding the 

pandemic’s impact on the music industries in Scotland whilst highlighting several 

pre-existing structural flaws. The research allowed for an investigation into both 

historical and current problems, which the partner organisation can now address. 

Whilst many of these issues are not specific to the Scottish context, the impact is 

distinguishable due to the variation in industry structure.  
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Main Findings 

 

Three key aims were constructed by dissecting the research questions and 

critically analysing the literature. These will now be discussed along with the 

concluding outcomes. 

 

Map the Scottish music industries and identify their strengths and 
weaknesses. 
 

This study has revealed that the Scottish music industries are not structured in 

accordance with other global music economies. Rather than the core three 

economic activities of live music, recording, and publishing (Rodgers, 2012; 

Hesmondhalgh, 2019), Scotland should be investigated using a new seven-sector 

model. 

 

• Music Creators 

• Live Music  

• Recorded Music 

• Music Representatives 

• Music Retail 

• Funding and Development  

• The Media 

 

Music creators remain the unique element of any music economy as they create 

the value proposition intermediaries use to develop value. In recent years, 

Scotland has delivered several acts that are household names, with Lewis Capaldi 

becoming a global phenomenon, which has undoubtedly boosted the economic 

footprint of music creators. However, the key issue facing most musicians is fair 

remuneration for their work, particularly with the introduction of streaming sites 

such as Spotify and Apple Music. 

 

Live music is the most noteworthy sector for generating revenues, which are then 

redistributed around the live music ecology and the broader sector, helping to 
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sustain other members. Even though the revenues are impressive, grassroots 

music venues are holding on for survival after the impact of Covid-19 and, more 

recently, the cost-of-living crisis. During the research, it became apparent that the 

role of music promoters has expanded to include a form of A&R for new acts by 

providing them with a platform to perform and helping develop their live career 

before they are signed to a record label.  

 

The recording sector is a mixed area with both strong spots but also many in need 

of development. Recording studios are the most lucrative element, generating an 

estimated five times more revenue than record labels. A recurring issue has been 

the lack of a dedicated export office, which has been highlighted in several 

interviews. Whilst it is still being determined if it would have any real impact on 

popular music, the work conducted by Lisa Whytock and Expo Scotland signals 

what is possible. One of the biggest concerns identified from interviews was the 

loss of IP, one of the most lucrative elements of value in the digital economy. With 

no means of investing in music creators, publishers and record labels are losing 

the opportunity to keep revenues in the country. This issue has no identifiable fix 

as it is not necessarily solved with an influx of cash.  

 

Music managers are integral to music economies as they are required to 

understand all areas of the music business that continue to grow and transform. 

Scotland has an array of successful music managers; however, they almost 

exclusively look after Scottish-based artists, although this is more likely a 

geographical issue rather than talent or experience. The number of live agents has 

grown since the previous Scottish mapping report in 2003, with ATC Live opening 

an office that predominantly targets commercial pop and rock acts. Lisa Whytock 

has successfully helped develop the trad and folk scene across Scotland, which 

has grown to become lucrative both locally and internationally for Scottish artists. 

However, music publishing remains one of the worst-performing areas of the 

music business in Scotland, with no current commercial acts signed by a Scottish 

company. 

 

Physical music sales have declined since the introduction of downloading sites, 

followed by streaming platforms. However, one area that has experienced growth 

is the sale of vinyl records. Although the number of independent record stores in 

Scotland has fallen over time, this may have been beneficial for the remaining 
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stores. Music instruments remain one of the most lucrative areas within Scotland. 

Interestingly, the highest category of sales is equipment for home recording, which 

has increased due to the entry-level cost. 

 

Throughout this study, the cultural funding of music activities has been frequently 

discussed in interviews and qualitative survey feedback. Whilst there are currently 

no dedicated popular music policies per se, CS does provide more support to 

music activities in Scotland than any other art form, with particular recognition for 

the YMI. While the level of support in Scotland is worthy of praise, the way these 

funds are distributed could be more impartial. For example, the NTCs receive a 

high level of ringfenced funding, whilst jazz organisations do not know if they will 

be operating year on year. The practice appears to highlight a hierarchy of cultural 

significance, with specific genres attracting more support than others. 

 

Music maps do not often include the media in their reporting. However, it is 

essential to acknowledge the impact they can have on an artist’s career acting as 

tastemakers. Whilst many traditional mediums are declining (press, radio, etc.), 

newer online alternatives have emerged. YouTube has established itself as the 

new way to consume live visual content, whilst Spotify is the preferred medium for 

discovering new music for the 16-35 demographic. Music reviews remain integral 

to assigning value to new artists, but again, many of these are now found online 

with the decline of music magazines such as NME and Melody Maker. The most 

notable shift across all media is the ability for fans to become the generators of 

value through their own reviews and promotion of music via social media sites. 

 

Examine notions of economic, social, and cultural value, with a strong 
leaning toward exploring the production of economic value among music 
creators and cultural intermediaries. 
 

The value of music should not be minimised to its economic impact alone. It has 

been highlighted earlier in this thesis that financial investigations are the key 

source of inquiry within most commercial mapping projects. Those who 

commission reports are often interested in topline figures to help draw attention to 

the health of a chosen sector of the economy. However, in the case of music, 

cultural goods can also provide additional benefits as they contain a use value 
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alongside an exchange value. This thesis has illustrated that a holistic approach to 

value would be more beneficial than economic analysis alone.  

 

Fantastic work is occurring in Scotland from various organisations that 

utilise music to positively impact individuals’ lives. Drake Music offers opportunities 

to play, learn, and compose music for those living with a disability, whilst Nordoff 

Robbins provides music therapy for a diverse range of people, with each session 

striving to deliver a tailored approach based on the client. The Scottish Music 

Centre offers support to young people looking towards a career in music with Hit 

The Road and Ignite offering commercial opportunities. However, it is their 

MusiCares initiative which deserves high levels of praise. The initiative targets 

young people in care to deliver music lessons across multiple genres. The 

program has been so successful that organisers are struggling with demand. 

Whilst these are just a handful of examples, it is evident that music can play a 

more significant role in society than generating financial gain.  

 

A stronger understanding of cultural value would strengthen cultural organisation’s 

attempts to receive public funding. Historically, economic value has been central to 

arts funding, with the measurement of cultural value often noted as challenging. 

However, as this thesis has noted, it is possible to measure the impact of events 

through qualitative assessment, as noted by the Cultural Value Project. Whilst 

these are time-consuming, they would help deliver a nuanced account of the 

impacts of music interaction.  

 

Investigate cultural policy decisions implemented as a result of the 
pandemic, with particular attention given to the impact on cultural workers. 
 

Scotland currently lacks any popular music policies that aim to support the 

development of the music industries. Music activities in Scotland have long been 

left to market forces with very little input from the Scottish government other than 

policy considerations relating to live music and licensing. This point was further 

illustrated by the government’s response to the pandemic. The cultural recovery 

fund was delivered across several allocations to target various elements of music 

across commercial and public sectors. Although the SCMIT highlighted the sectors 

that required support, fiscal support was only made available to organisations 

already receiving regular funding from CS and other not-for-profit organisations for 
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the last allocation of support. However, it should also be noted that the pandemic 

saw the most significant investment of money into popular music in Scotland than 

ever before which is worthy of praise.  

 

The pandemic demonstrated the networked nature of the music industries in 

Scotland. With all socio-cultural events cancelled, Scotland’s primary revenue 

source was unavailable. This had ramifications for the remaining sectors, primarily 

for music creators who lost their immediate mode of income. A persistent problem 

for music creators remains identifying them as workers. The fiscal support offered 

by Westminster should have been more comprehensive and included a large 

portion of the cultural workforce who utilise portfolio careers and work on a project-

to-project basis. Many workers did not receive adequate support and had to find 

work from other sources.  

 

While the government currently has no popular music policies to develop 

commercial business interests, it does have a successful youth music 

development policy through the YMI. The scope and reach of the YMI is worthy of 

praise; however, there are noted concerns regarding access, particularly with 

working-class children and those from particular geographical areas across 

Scotland.  

 

Significance of the Findings 

 

The purpose of this research was to map the music industries in Scotland and 

identify each sector’s strengths and weaknesses. UK Music continually promotes 

the UK music sector as performing well economically when, as this thesis has 

shown, this is not the case for Scotland. Therefore, it was essential to provide an 

overview of the Scottish music industries and reveal its own diverse needs as a 

stand-alone sector. By doing so, the partner organisation can utilise the data and 

make informed choices regarding their future plans to improve specific areas. The 

findings will also allow for more nuanced research regarding the problem areas 

highlighted in this thesis. 

 

The thesis provides a number of significant contributions to the literature, 

particularly discussions regarding the value of music. Conversations often only 
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examine commercial music’s economic benefits without analysing how that 

value is created. This research is significant as it acknowledges music creators as 

the originators of value. However, this raises more concerns as there is very little 

support for early-career music creators.  

 

The data is also useful to policymakers should they decide to implement any 

popular music policy. Chapters Four and Five present an overview of the musical 

landscape in Scotland with economic figures for each sector. These estimations 

are critical as they allow for a deeper analysis of which sectors are performing well 

and which are not. The thesis also identifies areas where value extraction occurs. 

With intervention from policymakers, this could be prevented, which would boost 

the economy of Scotland.  

 

Limitations 

 

The research has a number of limitations, which stem from its broad scope. A 

team of investigators often conducts large research projects such as this; 

however, this project was executed by one researcher. The nature of the research 

resulted in an overview of each sector rather than a deep dive analysis.  

 

From the outset of this project, I knew that providing an accurate economic figure 

for the music sector in Scotland would be problematic. Collecting precise 

economic data for every music creator, music business and freelancer working in 

Scotland would be nearly impossible. The survey was valuable in requesting 

income based on a median system; however, a lower response rate for some 

sectors led to the use of other sources, such as Companies House. My goal was 

to achieve a more accurate representation of the economic impact of the music 

industries in Scotland than the previous mapping in 2003. I feel optimistic that 

this was achieved. 

 

The intention of the thesis was to investigate the economic, social and cultural 

value of the music industries in Scotland. However, early analysis of the literature 

highlighted challenges in data collection. Due to the pandemic, it was decided to 

concentrate primarily on the economic impact. It is possible to measure music’s 

social and cultural value using techniques utilised by cultural economists; 
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however, this would have been a timely exercise. Instead, the thesis briefly 

mentions the social impacts with a mix of secondary data analysing 

cultural value to highlight their importance. Therefore, there needs to be more 

insight into the true value of music, which is a notable limitation of this research. 

 

Whilst the methodology is relatively standard for this type of mapping study, there 

are notable limitations regarding data collection due to lockdown restrictions and 

scope. The response rate to the survey was far lower than expected. However, 

this can be attributed to fatigue due to the number of surveys arts 

organisations were releasing at the start of the pandemic. Additionally, arranging 

interviews when most of the Scottish music industries were closed was 

challenging. The preferred method of interview would always be in person; 

however, due to travel restrictions, many were conducted online via Zoom or 

through an exchange of voice notes. The most significant limitation was making 

sure every genre was included in the thesis to offer a balanced account of the 

diverse needs of individuals. Every attempt was made to be as inclusive as 

possible; however, some individuals just did not respond. Although a higher 

number of males completed the survey, I was conscious of this and tried to offer a 

more balanced view with interviews. The lack of minority groups within the study is 

also a significant limitation.  

 

Reflections  

 

The critical task for this thesis was defining Scotland’s music sector and, 

ultimately, the framework for the remainder of the project. The seven sectors were 

carefully selected to identify their economic worth whilst illustrating their social and 

cultural benefits. I feel that this was successful as it has supported the remainder 

of the study. It is, again, important to highlight that the research is a subjective 

piece of work from my perspective as a music creator. Should a similar project 

occur with someone from live music or recorded music, I am aware that the 

outcome and findings could vary due to industry perspectives. The fact that most 

music maps have different industry structures is a testament to the subjective 

nature of mapping projects and those who conduct them. 
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The main point to reflect on is the collaborative nature of this PhD. Although the 

process started well, by early 2021, the partner organisation stopped returning my 

emails and had no further involvement in the project. However, it is worth noting 

that the agency has undergone several personnel changes, which disrupted its 

operations. Additionally, the pandemic has significantly impacted the Scottish 

music industries, and the SMIA were at the forefront of negotiations with the SG 

for fiscal support. Upon completion of the PhD, the SMIA once again 

contacted me and were curious to discuss the outcome of the thesis.  

 

The thesis did not suffer from a lack of involvement, as most of the 

groundwork was laid in 2020. I was fully aware of what the SMIA wanted in terms 

of data and continued on that path. The only area that ultimately could have been 

more collaborative was the presentation of findings. However, in hindsight, this 

was a positive, as I had the freedom to analyse and synthesise the findings with 

no interference. 

 

On reflection, there are several things I would change if I were to start the project 

again. Early in the process, I consulted with Tim Wright from Twin Tangibles, who 

offered advice on measuring the economic worth of the music sector in Scotland. 

His advice was valuable; however, due to the pandemic, contact became less 

frequent. Having a specialist to discuss ideas with would have saved a lot of time 

and errors.  

 

Previous music maps have often had steering groups to direct the study and offer 

recommendations. My expertise is from a music creator perspective, so having the 

opinions of others from various sectors may have helped me focus the project and 

direct it to areas I was unaware of.  

 

One glaring omission from this study is rehearsal spaces for music 

creators. I regret not including these now. While their revenue is not significant, 

they remain critical spaces for creativity and social spaces for meeting like-

minded individuals. 

 

Looking back over the project, I see it would have benefitted from adding case 

studies. These could have shown how a record is made in Scotland and the path 

of value creation from writing to consumption. A similar case study could have 
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broken down the costs of a live show, revealing the costs for both a promoter and 

a music creator. 

 

Recommendations 

 

Based on the outcome of the overall thesis, recommendations for practical 

implementation will now be offered.  

 

• Several interviews identified Scottish Enterprise needing more 

meaningful interactions with music businesses. It would be beneficial if 

the organisation outlined how it could help the music sector as it has 

more specialised requirements than other creative 

industries. Without intervention, the infrastructure will not improve on its 

own. One suggestion from Lisa Whytock (2022) was a possible return to 

the old method of funding where the commercial sector had a dedicated 

reserve of funds. In this system, assistance could be delivered to 

specific areas of activity needing direct support. 

 

• Whilst CS does not have direct funding channels explicitly for 

commercial activities, it could follow the model outlined by the Welsh 

assembly and provide a dedicated fund for music creators and one for 

music businesses. Additionally, in line with other European countries, a 

stipend programme for a select number of artists on an annual or three-

year basis could be introduced to help them develop their craft at critical 

points in their careers. This has been successfully implemented in 

Sweden, which is comparable in size to Scotland, via the Swedish Arts 

Grants Committee.  

 
 

• Following on from the protection offered during the pandemic. It would 

be a positive move to protect grassroots music venues in the same 

manner as the national touring companies. The socio-cultural 

importance of these institutions cannot be overstated as development 

sites for new, up-and-coming bands and artists. I can confirm from 
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my own experience performing in a band that learning your craft in these 

small venues was integral to my career success. 

 

• A dedicated export office could potentially help to boost the Scottish 

economy. Business Gateway did have this at one point; however, it 

disappeared without warning. The SMIA conducted a feasibility study 

and offered modelling on how it could be executed although nothing  

thus far has emerged. By analysing the impact and ROI reported by Lisa 

Whytock, it would make sense to have a similar agency for popular 

music as well.  

 
• The introduction of additional support for early career working-class 

musicians. The SG offers support via the YMI; however, there are 

identifiable issues with attainment. The provision of free instruments 

(borrowed or donated) would be a preferable starting point with 

additional lessons and industry support based on means testing.  

 

• The Scottish government should consider including notions of social and 

cultural impact in its economic impact statements when examining 

investments in the cultural sector. This would offer a holistic perspective, 

which would help support the argument for additional funding. 

 

Future Research 

 

Further research is required in the form of a feasibility study to identify what would 

be required for IP to be retained within the country. It would be a time-consuming 

and costly exercise; however, recent success stories such as Lewis Capaldi and 

Paolo Nutini indicate the high levels of return, which retention could help to 

combat.  

 

Although this thesis has given a broad overview of the commercial sector in 

Scotland, future studies should narrow in scope to investigate specific locations 

where music is created. It has been challenging to encompass all genres within all 

locations; therefore, micro examinations are necessary to understand the music-

making practices of music creators within specific locations.  
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The original plan for this research was to investigate the economic, social, and 

cultural value of the music sector in Scotland; however, when the pandemic 

transpired, the research questions were altered to address the sector and the 

impact of lockdowns. Further research is required to identify the social and cultural 

value of the commercial music industries in Scotland.  

 

Final Thought 

 

I want to conclude the thesis by returning to a quote first addressed in the 

literature review. Frith et al. claimed that “it is a healthy musical culture that leads 

to a flourishing music industry and not an investment in music industry 

infrastructure that creates a flourishing musical culture” (Frith et al., 2009, p80-81). 

This argument has become a staple of thought when concluding this thesis. Frith 

et al. believe that time, resources and space are essential for a prosperous music 

economy.  

 

First of all, time. As I noted myself in the methodology, time is scarce for many 

music creators. Most are required to work in order to pay bills, which has led to a 

decline in working-class musicians who struggle to have full-time jobs and pursue 

a music career. With the cost-of-living crisis, the issue has only become more 

challenging. Although the authors discuss the importance of unemployment 

benefits, this is barely enough to survive within the current landscape of the UK. 

One area I agree with the authors is the important role of higher education. 

Attending an institution and meeting like-minded people can break down barriers 

and bring people together. The importance of social connections can 

not be overstated and can lead to potential career opportunities further down the 

line. 

 

The second crucial element is resources. The YMI is one of the most critical 

initiatives for developing young musicians in Scotland; however, there are 

geographical challenges and issues with class attainment. Those from working-

class backgrounds with very little economic support will face a number 

of challenges, beginning with funds to travel to lessons, obtaining additional tuition 

and problems with purchasing an instrument. The most critical element of 
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resources is the support of a parent, either as a way to instil musical values 

through the introduction of culture growing up or by supporting their children’s 

endeavours and showing belief in them. Again, the difference here is economic. 

Some families have the resources to expose their children to music, whether it 

be live shows or recorded music. Whilst not everyone has the financial support to 

buy new music for inspiration, most people nowadays have access to a 

smartphone, which allows them to access YouTube and Spotify. 

 

The final component is spaces. Although rehearsal rooms have somewhat 

declined across Scotland, the situation is similar across the UK. This is partly due 

to rent increases and long-term closures due to the pandemic. However, bands 

are now leasing commercial premises as an alternative. Although Scotland has 

seen the closure of many music venues over the last twenty years, many still 

operate successfully. Whilst there are issues of scale in some cities, such as 

Inverness and Dundee, the biggest challenge remains supporting grassroots 

music venues, which are integral to the development of music economies.  

 

Overall, Scotland has a healthy music culture, as it has produced several 

commercially successful music creators globally in recent years. However, that 

has yet to lead to a flourishing music industry. It is vital to distinguish between the 

two. Previous investments from the SG to grow music businesses, most notably 

the Futures Fund, did very little to improve the situation. It is clear that many of the 

structural issues facing the development of the music industries in Scotland are 

financial; however, without a clear, long-term plan, the situation will remain 

unchanged. 
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Appendix Seventeen – Additional Funding Opportunities 
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Appendix Twenty-One – Survey 

 

 
 

Do you agree to participate in the following survey and give permission for your data to be used as 
outlined in the participant consent form? 

 
 
 

 
 
 
 

 
What is your age? 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Where are you geographically located? 

  

 

 

19  

22  

 

5 (4.6%) 

46 - 55 

56 - 65 

Over 65 

20 (18.3%) 

27 (24.8%) 

16 (14.7%) 18 - 25 

26 - 35 

36 - 45 

1 (0.9%) 

Yes 

No 

109 (99.1%) 
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What is your gender identity? 
 
 
 

 
 
 
 
 
 
 
 
 
 
 
 

 
If you selected Other, please specify if you wish: 

 
No responses 

 
 

 

What is your sexual orientation? 

Aberdeen & Aberdeenshire 1  

Dumfries & Galloway and the 5 
Scottish Borders 

 

 

 

3 (2.8%) 

0 

0 

2 (1.8%) 

31 (28.4%) Female 

Non-binary 

Intersex 

Other 

Prefer not to say 

60 (55%) 

8 (7.3%) Edinburgh 

Glasgow 

Dundee, Angus and Perthshire 

The Lothians and Fife 

The Clyde Valley, Ayrshire and 
Argyll 

8  

6  

11  

The Highlands, Orkney and 
Shetland, Outer Hebrides 

7 (6.4%) 

Loch Lomond, The Trossachs, 
Stirling & The Forth Valley 

3 (2.8%) 

Male 73 (67%) 
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 5 (4.6%) 

5 (4.6%) 

4 (3.7%) 

 

 

 2 (1.8%) 
 

 

 
 
 
 

 

If you selected Other, please specify: 
 

Showing 1 response 

Asexual 741178-741169-81347817 

 
 

 
What is your ethnicity? 

 
 
 

 

 

 

White (English, Welsh, 
Scottish, Northern Irish or 
British Irish Gypsy or Irish 
Traveller - Any other White 

background) 

105 (96.3%) 

Mixed or multiple ethnic 1 
groups (White and Black 

Caribbean - White and Black 
African - White and Asian - Any 

other Mixed or Multiple 
ethnic background) 

 
Asian or Asian British (Indian 2  

- Pakistani - Bangladeshi - 
Chinese - Any other Asian 

background) 
 
Black, African, Caribbean or 0 

Black British (African - 
Caribbean - Any other Black, 

African or Caribbean 
background) 

 
Other ethnic group 1  
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28  

30  

9  

9  

12  

 

 

If you selected Other ethnic group, please specify: 
 

Showing 1 response 

Celtic / Gael ‘White’ or ‘Black’ etc. are not ethnicities. 741178-741169-81547124 

 
 

 
Have you ever experienced discrimination in the music industries? 

 
 
 
 
 
 
 
 
 
 
 
 
 

If yes, what was the context? 
 
 
 
 
 
 
 
 
 
 
 

 
 
 

 
If you selected Other, please specify: 

 

Showing first 5 of 12 responses 

MUSIC TASTE 741178-741169-81333783 

Religon 741178-741169-81335070 

class 741178-741169-81360691 

Chronic illness 741178-741169-81360873 

Size 741178-741169-81369652 

 
 

 
How would you rate each aspect of the music sector in Scotland based on functionality? (please 

 

 

 

46  

 

7.a.i 

 

Age 

Gender 

Sexuality 

Ethnicity 

Other 

0 

8 (7.4%) 

Yes 

No 

Do not know 

Prefer not to say 

Multi answer: Percentage of respondents who selected each answer option (e.g. 100% would represent 
that all this question's respondents chose that option) 
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select all that apply) 
 
 

Music distribution 
 
 
 
 
 
 
 
 
 
 
 

 
 
 

 
Music education 

 
 
 
 
 
 
 

 

 
 
 

 
Community music 

 
 
 
 
 
 
 
 
 
 
 

 
 
 

 
Amateur / voluntary sector 

 

 

 

 

 

2 (1.9%) 

15 (14.2%) 

34 (32.1%) 

42 (39.6%) 

13 (12.3%) Very strong 

Strong 

Neither strong nor weak 

Weak 

Very weak 

2 (1.9%) 

25 (23.4%) 

42 (39.3%) 

12 (11.2%) Very strong 

Strong 

Neither strong nor weak 

5 (4.8%) 

29 (27.9%) 

44 (42.3%) 

23 (22.1%) 

3 (2.9%) Very strong 

Strong 

Neither strong nor weak 

Weak 

Very weak 

Multi answer: Percentage of respondents who selected each answer option (e.g. 100% would represent 
that all this question's respondents chose that option) 

Weak 

Very weak 

26 (24.3%) 

Multi answer: Percentage of respondents who selected each answer option (e.g. 100% would represent 
that all this question's respondents chose that option) 

Multi answer: Percentage of respondents who selected each answer option (e.g. 100% would represent 
that all this question's respondents chose that option) 
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40  

39  

 
 
 
 
 
 
 
 
 

 
 
 
 
 

Music venues 
 
 
 
 
 
 
 

 

 
 
 

 
Music retail 

 
 
 
 
 
 
 
 
 
 
 

 
 
 

 
Recording Studios 

Multi answer: Percentage of respondents who selected each answer option (e.g. 100% would represent 
that all this question's respondents chose that option) 

 

 

 

7 (6.5%) 

30 (27.8%) 

42 (38.9%) 

26 (24.1%) 

3 (2.8%) Very strong 

Strong 

Neither strong nor weak 

Weak 

Very weak 

6 (5.6%) 

13 (12%) 

47 (43.5%) 

28 (25.9%) Very strong 

Strong 

Neither strong nor weak 

2 (1.9%) 

11 (10.7%) 

11 (10.7%) Very strong 

Strong 

Neither strong nor weak 

Weak 

Very weak 

Weak 

Very weak 

14 (13%) 

Multi answer: Percentage of respondents who selected each answer option (e.g. 100% would represent 
that all this question's respondents chose that option) 

Multi answer: Percentage of respondents who selected each answer option (e.g. 100% would represent 
that all this question's respondents chose that option) 
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36  

38  

 
 
 
 
 
 
 
 

   
 

 
 
 
 

Media support - Press / radio / TV 
 
 
 
 
 
 
 
 
 
 
 

 
 
 

 
Government (funding) 

 
 
 
 
 
 
 

 

 
 
 

 
Music Managers 

Very weak 3 (2.8%) 

 

 

 

19 (17.9%) 

27 (25.5%) 

21 (19.8%) 

2 (1.9%) Very strong 

Strong 

Neither strong nor weak 

14 (13.1%) 

19 (17.8%) 

0 Very strong 

Strong 

Neither strong nor weak 

Weak 

Very weak 

8 (7.5%) 

30 (28%) 

61 (57%) 

5 (4.7%) Very strong 

Strong 

Neither strong nor weak 

Weak 

Multi answer: Percentage of respondents who selected each answer option (e.g. 100% would represent 
that all this question's respondents chose that option) 

Multi answer: Percentage of respondents who selected each answer option (e.g. 100% would represent 
that all this question's respondents chose that option) 

Weak 

Very weak 

37 (34.9%) 

Multi answer: Percentage of respondents who selected each answer option (e.g. 100% would represent 
that all this question's respondents chose that option) 



8.13 Festivals 

8 / 129 

 

 

37  

 
 
 
 
 
 
 
 

   
 

 
 
 
 

Touring Infrastructure 
 
 
 
 
 
 
 
 
 
 
 

 
 
 

 
Live agents 

 
 
 
 
 
 
 

 

Very weak 14 (13.6%) 

 

 

10 (9.7%) 

36 (35%) 

16 (15.5%) 

0 Very strong 

Strong 

Neither strong nor weak 

8 (7.5%) 

24 (22.6%) 

1 (0.9%) Very strong 

Strong 

Neither strong nor weak 

Weak 

Very weak 

28 (27.2%) 

50 (48.5%) 

9 (8.7%) 

2 (1.9%) Very strong 

Strong 

Neither strong nor weak 

Weak 

Multi answer: Percentage of respondents who selected each answer option (e.g. 100% would represent 
that all this question's respondents chose that option) 

Multi answer: Percentage of respondents who selected each answer option (e.g. 100% would represent 
that all this question's respondents chose that option) 

Weak 

Very weak 

41 (39.8%) 

Multi answer: Percentage of respondents who selected each answer option (e.g. 100% would represent 
that all this question's respondents chose that option) 
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Trade bodies 
 
 
 
 
 
 
 
 
 
 
 

 
 
 

 
Publishing 

 
 
 
 
 
 
 

 

 
 
 

 
Record Labels 

Very weak 2 (1.9%) 

 

 

 

11 (10.8%) 

49 (48%) 

7 (6.9%) 

0 Very strong 

Strong 

Neither strong nor weak 

12 (11.7%) 

23 (22.3%) 

50 (48.5%) 

16 (15.5%) 

2 (1.9%) Very strong 

Strong 

Neither strong nor weak 

Weak 

Very weak 

21 (20%) 

28 (26.7%) 

46 (43.8%) 

8 (7.6%) Very strong 

Strong 

Neither strong nor weak 

Weak 

Multi answer: Percentage of respondents who selected each answer option (e.g. 100% would represent 
that all this question's respondents chose that option) 

Multi answer: Percentage of respondents who selected each answer option (e.g. 100% would represent 
that all this question's respondents chose that option) 

Weak 

Very weak 

35 (34.3%) 

Multi answer: Percentage of respondents who selected each answer option (e.g. 100% would represent 
that all this question's respondents chose that option) 
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36  

33  

 
 
 
 
 
 
 
 

   
 

 
 
 
 

Are there any stakeholders within the Scottish music industries which you feel are 
underrepresented leaving a gap in provision? (please select all that apply) 

Very weak 15 (14.3%) 

 

19 (18.1%) 

2 (1.9%) Very strong 

Strong 

Neither strong nor weak 

Weak 

Multi answer: Percentage of respondents who selected each answer option (e.g. 100% would represent 
that all this question's respondents chose that option) 
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20  

22  

 

16  

27  

30  

38  

32  

29  

23  

32  

26  

 
 

  
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
 
 
 

If you selected Other, please specify: 

Live Music Venues 

Music Festivals 

Promoters 

Aux Services (Lights, PA, 
Security, Stage hire) 

19  

14  

 

11  

 

14 (12.8%) 

Music Education 

Radio 

TV 

Press 

Artist / Band Managers 

Live Agents 

Accountants 

Music Lawyers 

Marketing and PR 

21 (19.3%) 

47 (43.1%) 

28 (25.7%) 

40 (36.7%) 

13 (11.9%) 

41 (37.6%) Music Distribution Services 

Recording Studios 

Rehearsal Studios 

Music Producers 

Music Publishers 

Music Instrument Retail 

Music Instrument Makers 

Record Shops 

Funding Opportunities 

Networks and Development 
Agencies 

Record Labels 39 (35.8%) 

None of the above 1  

Do not know 11  

Other 8  
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Showing first 5 of 8 responses 

MUSIC BUSINESS MANAGERS 741178-741169-81333783 

Live music install companies 741178-741169-81333851 

The supply chain 741178-741169-81334679 

female producers, lawyers etc! 741178-741169-81336762 

Pre-Production facilities 741178-741169-81350690 

 
 
 

Before the Covid-19 pandemic, how strong was the music sector in Scotland? 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Please specify why you feel this way. 
 

Showing all 80 responses 

It’s not a feeling, it’s a fact. The Scottish music industry is massively under 
represented at nearly every level. 

741178-741169-81333834 

LIVE VENURE AND MUSIC PROMOTION IN GLASGOW AND EDINBIRGH 
ESPECIALLY STRONG. LOTS OF RADIO STATIONS AND ACCESS TO PODCAST 
CONTENT GENERATED IN SCOTLAND TO PROMTE NEW RELEASES 

741178-741169-81333783 

I have been based in London until January 2021 when I moved back to 
Glasgow to continue working for a London based distribution company so I 
am not fully familiar with the industries strengths and weaknesses prior to 
covid. 

741178-741169-81333926 

Only speaking for my own sector, Folk Music. and specifically Folk Music not 
generated by the Conservatoire 

741178-741169-81334053 

Because scot gov and WM have trashed the industry with no care and no 
thought or understanding of how it works. 
Disgusted doesn't even begin to describe my ire at all politicians through 
this. 

741178-741169-81334679 

For a country of its size the output of events, successful releases are 
impressive. IMO it lacks clearer collaborations with wider UK industry. 

741178-741169-81334423 

Music from Scotland always punshes above it's weight in the 'UK' music 741178-741169-81335070 

 

1  

3  

 

8 (7.3%) 

29 (26.6%) 

55 (50.5%) 

13 (11.9%) Very strong 

Strong 

Neither strong or weak 

Weak 

Very weak 

Do not know 
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sector. Despite Scotland being treated by the London based major labels as 
little more than another city of the 'UK'. 

I feel I cannot answer any of the questions that are outwith my actual 
participation. In what way is a strong sector identified? Financially? I don't 
know if a recording studio is 'weak' or 'strong' 

741178-741169-81335199 

While Scotland showcases a lot of talent and successfully exports music 
internationally, the culture of attitudes and prejudices regularly practiced 
within the infrastructures of our current music industry fails to cultivate 
new talent in an efficient way and fails to protect underrepresented 
demographics from abuse and bullying. There is a lack of any real 
regulation in the scene, no system for complaints, no compliance offer to 
regulate policy compliance and working conditions for government funded 
projects, no compliance from our unions to ensure the prevention of 
bullying, and no HR, all of which facilitates the music scene's cycle of 
victimising women who complain of their own mistreatment, and 
perpetuates the systemic harassment of underrepresented demographics 
in what is a highly competitive work place. A lack of financial regulation 
means no transparency, therefore the impossibility for equal pay. While our 
unions work hard to encourage companies to adopt safeguarding policies 
for freelancers, they have no legal obligation to do so, and poor working 
conditions, poor conduct, and risk of sexual assault, create a male- 
dominated scene whereby some(many) women will not achieve their full 
commercial potential, therefore I would describe this infrastructure as very 
weak. 

741178-741169-81335192 

Scotland though such a small part of UK touring has always had a great 
reputation and has always been the most fun shows to play and having the 
opportunity to play to such a great crowd. I think the industry was strong 
but this is thanks to the people not funding or government bodies. 

741178-741169-81336023 

Scotland has always had a thriving music scene. 741178-741169-81336183 

For the first time in a number of years, Scotland is represented on a global 
scale, particularly through the increase in major label artists in Scotland. I 
personally believe there is a higher sense of community within current 
managers who are willing to help each other out, in breaking barriers 
between Scotland and London, with introductions and sharing knowledge. 

741178-741169-81336416 

Like anything in life, if you are involved with something you feel passionate 
about, you will network and build a supportive network around you. As 
soon as you leave the sector it is as if it doesn't exist. Ie it only exists for 
those who are part of that process of making, recording, releasing etc and 
not for the general public. So before the pandemic I was very involved. 
During the pandemic (i.e. now) I am not due to the cover restrictions in 
place. 

741178-741169-81336762 

Based purely on the amount of both new and established high quality 
artists and bands playing live shows, Scotland pre-covid had an 
embarrassment of riches. The catch is in my experience, most of their 
careers were funded from other income revenues out-with music. So, 
strong on the talent front but the sector did not provide a financially 
rewarding environment for most people's careers to thrive. 

741178-741169-81338325 

I've lived in the UK for almost 20 years and the most avid music fans and 
industry professions have all said that Glasgow is a close second to London 
in regards to variety and support of music. 

741178-741169-81340048 
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Music in Scotland across all genres had a strong identity especially locally. 741178-741169-81342364 

There was a robust, if underplayed, touring circuit and a good sense of 
community. Enough successful indie labels fir a country this size. Highland 
touring, or rural touring of any kind, was under resourced and inaccessible 
though. 

741178-741169-81342555 

Very strong live scene across mulitple genres. Talent-wise, we always have 
and continue to punch well above our weight. 

741178-741169-81343900 

There's a serious lack of joined up thinking, lack of decent middle sized 
venues, lack of management and record labels. I have also absolutely no 
faith in BBC adio Scotland Introducing ever airplaying my music even 
although the product and production are exemplery. Serious lack of radio 
statioons and areas wherein you can advertise your music. Creative 
Scotland applictions for funing procedures are far too complex and the 
whole Scottish music scene suffers from nepotism and favoritism. 

741178-741169-81346762 

The number of professional musicians and highly collaborative music 
community. 

741178-741169-81347817 

Vibrant and successful sector 741178-741169-81348294 

Parts of the music industry are strong but it seems like before COVID it was 
very disjointed. There doesn’t seem to be effective creative collaboration 
and sign posting to services, particularly at the beginning of a career in the 
industry. The landscape is confusing. A lot of our industry is Scotland is 
also outsourced to other countries in the U.K. and wider Europe. 

741178-741169-81348365 

scotland has long had one of the world's most vibrant music sectors 741178-741169-81349109 

Live music scene is strong. Developing and promoting new artists is very 
weak. 

741178-741169-81349292 

Lots of concerts and festivals, a vibrant new band scene 741178-741169-81350690 

Lots of live music in many different venues. 741178-741169-81353230 

Scotland has a great music scene but elevating beyond that seems difficult 
for most musicians to come out of Scotland. 

741178-741169-81354175 

Music sector is very glasgow-centric in Scotland. Much of the massive 
amount of music available is glasgow, 7 nights a week, pre-pandemic is on 
the backs of local artists either playing for free, a pint, or very small 
Payment 

741178-741169-81360653 

The infrastructure was all in place, though patchy depending on where you 
were 

741178-741169-81360691 

741178-741169-81360873 

It seemed vibrant and active as a sector. It is difficult to comment on the 
sector as a whole when I only operate in what feels like a small part of it, 
but my perspective is that it seemed strong. 

741178-741169-81360906 

There are several amateur choirs, orchestras and musical theatre groups 
(no local opera) with lackluster rehearsal and performance space and very 
little infrastructure to promote concerts. Funding seems to be nearly 
impossible to get to start a new venture. I was interviewed as musical 
director for a full scale production at Eden Court in Inverness and was told 

741178-741169-81369652 
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it was a volunteer position. Absurd. 

We had a great live scene, a flourishing number of established and up and 
coming bands/record labels. 

741178-741169-81375835 

Music is a humongous cultural contributor in Scotland. It is a country 
saturated with world class musicians. So much so, in any given night in 
Glasgow (where I live), you are almost guaranteed to stumble across free to 
access sessions, jams etc as well as fully promoted gigs and so on. People 
here love music and the musicians love the community around it in 
Scotland. 

 
Through the accessible nature of the communities here in Scotland, there 
is increasing cross over between genres; fusions and new bonds forging to 
create a more collective front. 

 
Government fail to supply adequate funds to the arts and as such, school 
music education is dismal. I was fortunate enough to attend a music school 
on scholarship and receive a full musical education and am was part of a 
minority of musically inclined people who got to access this sort of 
education. Government syllabus stifles creativity, and the societal view still 
very much seems to lean towards music as a hobby and not a 'viable' 
practice. This outlook resonates through schooling syllabus and 
government support for the arts/music sector. 

 
Irregardless, the sector pre-pandemic was thriving; musicians creating, 
performing, collaborating, and making a mark. It was and will be again a 
hub for music and arts. 

 
I feel that people are slowly redistributing industry work; moving away from 
London; creating opportunities elsewhere. This is something Scotland could 
definitely benefit from. More access to upper-level industry specialists such 
as managers and labels (in my opinion) would be advantageous. The same 
goes for PR companies. As a musician, I often outsource to PR down south 
as there is a not a huge amount of option in Scotland currently. 

741178-741169-81374831 

Because I'd never been busier in my role as a promoter rep 741178-741169-81392880 

If relating it specifically to folk song there were very few large folk club 
venues running in 2020 in comparison with the mid-1970s when there 
were literally hundreds. There were also many non-folk clubs venues in the 
1970s/80s. ie Social Clubs, Local Gala Weeks etc. The folk sector in 
Scotland had become very selective and the larger venues/festivals used a 
limited selection of guests, guests related to agents, the Gaelic language 
and graduates from The Conservatoire. Grass roots folk song had declined 
dramatically. 

741178-741169-81398409 

It was faring well. 741178-741169-81400124 

Good variety of music, becoming more diverse, good networks, pretty open 
and positive 

741178-741169-81400566 

Lots of emerging Scottish Artists and loads of good quality festivals 741178-741169-81409912 

An incredible amount of talent in all sectors and areas of the industry 
which always supports Scottish work. 

741178-741169-81422245 
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Fairly strong, but pay is/has always been problematic and lack of proper 
infrastructure across the board, from live music venues to promoters, etc - 
unless it's a super high profile act. Serious lack of professional development 
agencies with ad hoc specialism for specific styles (e.g. jazz/blues) - lack of 
export office. Lack of cohesion in the industry, lack of thorough 
understanding of the sector from many funding bodies. Lack of activity to 
attract non Scottish buyers to talent scout in Scotland. 

741178-741169-81436761 

Varies within the overall music sector. 741178-741169-81444357 

Scotland's Music sector has never felt particularly strong since the early 
90's due to major labels and publishers being mainly based in London 

741178-741169-81462982 

It's still an ever growing industry in Scotland, we lack behind comparing to 
London where they have near enough everything at anyone's doorstep, it's 
harder to get involved in Scotland I think. 

741178-741169-81475736 

I think live music in trad music was relatively healthy 741178-741169-81475566 

A range of high quality professional acts able to tour and sustain life as 
professional artists. A solid infrastructure around rehearsals, recording and 
live events. Marketing and online distribution has always felt low on a 
priorities list. 

741178-741169-81477946 

I moved back to Scotland after living in the South East of England for 10 
years, I feel that Scotland has a great music scene in various parts of the 
country but it's not represented well, the bulk of the coverage is focussed 
in England, so is the international attention. London in particular - there is 
often something like, for example, the South London Jazz scene that gets 
coverage in the press that suggests it's a bigger scene than it acutally is. 
There are equivalents in Glasgow and Edinburgh that don't ever get a look 
in. 

 
There perhaps isn't enough of a network to really platform music from 
Scotland in the way that I feel it could be post-Brexit/pre-Independence. 
Part of that could be the rural nature of certain parts (I grew up in the 
Borders), but even here in Edinburgh I feel like it's a little bit insular, 
there's not enough people looking in or out. 

 
Also, often we're lucky if a successful mid-tier act tours any further north 
than Leeds or Manchester. Sometimes people visit Glasgow and that's it., 
which seems a shame for the rest of the country. 

741178-741169-81483771 

Everything was represented from amateur to professional in trad, pop and 
classical, maybe less so in jazz 

741178-741169-81473686 

Were parts of industry that were, and remain, very good from a cultural 
aspect. But overall picture for me, I'd seen so many venues closing down 
around me whilst being involved in industries before pandemic and that's 
only accelerated with Covid-19. I feel there needs to be more 
government/local council support for the industries to inject cash flow into 
the music economy - can't see where else initial money will come from - 
but also more support in funding new projects and re-focussing on music 
education which has been cut shockingly and dramatically over the last 
decade. As someone with a music industries degreee, without music 
education I'd not be who I am today - so this is a must to keep educating 
young people. 

741178-741169-81494404 

 



17 / 484 
 

 

Great venues and promoters 741178-741169-81519809 

There was much high quality live and recorded music in Scotland from all 
genres. Good support from Scottish press and media, particularly Radio 
Scotland. 

741178-741169-81520027 

There has been a decline in many aspects of the music industry during 
past 10- 15 years including: 

 
Live gig opportunities for artist 
Decline in independent and other record shops 
Support for instrumental tuition 
Diversity of Govt. funded support 

741178-741169-81542518 

small, haphazard and lacking in real opportunities 741178-741169-81545120 

I've been living and working anywhere except for the past 25 years. 741178-741169-81545273 

Compared to European nations of similar size and demographics, we lag 
behind in these aspects. Obviously conducting this survey during the 
pandemic is going to skew some results. The fact that very few musicians 
earn a living wage in Scotland tells a story. 

741178-741169-81547124 

The sector has been on a downward spiral for a number of years. We have 
some great venues, but no variety. Indie Rock/punk seems to be the only 
genres that get the regular gigs. Average musicians and awful ticket deals 
with sales mostly going to families doesn’t help the sector at all. I’m yet to 
see a good band with proper musicians gain a true fan base. 

741178-741169-81553758 

The strength of the live industry in Scotland, coupled with small pockets of 
local scenes producing artists who were able to break through into 
international stages were the strengths of the music sector. Very much 
punched above its weight, despite obvious flaws. 

741178-741169-81568660 

Fantastic history of breaking major artists, interesting vibrant current 
music scene 

741178-741169-81591788 

In a local/community sense, it was fairly strong, however we should see our 
industry in a national sense, and with little funding or national TV/press 
media support, the music sector remains small and local. 

741178-741169-81607769 

It was there one could say strong but life for musicians was shit - under 
paid - not given respect - 

741178-741169-81619642 

Strong is a way but its' strength has been unmasked as heavily 
unbalanced with the pandemic. Every single sector was so reliant on the 
live industry including things like publishing. Songwriters/artists losing 
valuable PRS income not performing live or having weekly residencies. 
Generally speaking I still think the Scottish music industry is strong. 

741178-741169-81631556 

Represented by the number of live gigs being staged every night. 741178-741169-81640327 

Plenty opportunity for musicians 741178-741169-81648389 

I work in the traditional music scene, which is thriving in Scotland. Need 
more agents to help generate the work for more acts. 

741178-741169-81698135 

Thriving within and outwith Scotland 741178-741169-81765350 

Many reasons. 741178-741169-81793007 
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The amount of high quality festivals each year. 
The amount of high quality venues. 
The high standard of submissions to the SAY AWARD. 
The high standard of musicians The RCS and other music courses from 
Colleges & Uni's are producing. 

Very established across the board in terms of levels within each category 
whether infrastructure or talent musical or technical 

741178-741169-82063112 

Plenty of gig opportunities. A scene was developing and abruptly stopped 
when covid hit. It was very hard for anyone to keep up the momentum in the 
same way as pre pandemic. 

741178-741169-82063839 

There was a wonderful diverse array of festivals and tours. A lot of music 
bars have closed whether they will re-open. 

741178-741169-82068515 

Gigs were available and music teachers were available 741178-741169-82122427 

This is a very poorly-worded question. The "music sector" was fairly strong 
locally where I live, pre-covid, but I - and I would imagine most other 
musicians - cannot offer an opinion for the whole of "Scotland". 

741178-741169-82472685 

I was attending gigs every weekend where they were quite busy, not as 
busy as they could have been though. Attend lots of festivals which I think 
Scotland is good at. Could be more mainstream advertising for musicians. 

741178-741169-82518201 

It felt fairly lively with plenty of work for musicians. 741178-741169-82634681 

Many festivals, opportunities for freelancers, multi-genre opportunities 741178-741169-82646146 

Answer based mainly on Glasgow, as before the pandemic the sector in 
Edinburgh was being decimated, and I have little knowledge of other cities 
in Scotland. In Glasgow, there were many venues and plenty of events in 
those venues. Also plenty of labels and managers. 

741178-741169-82735864 

A lot of music was released and the love sector was strong. 741178-741169-82737868 

Strong artistically but poor overall infrastructure 741178-741169-82742837 

Some great music, venues, backstage people and shows but ultimately 
lack of consistency (cross organisational and union collectives) and lack of 
ways to measure strength in the industry (where is the money generated 
and who gets paid?) 

741178-741169-82752916 

The Scottish music industry was one that punched above its weight pre- 
pandemic, recognised and celebrated all over the world. 

741178-741169-82749518 

On the face of it the industry up here does well however it can be argued 
that it is still dependant on the UK economy/music industry as a whole. 
Which as it stands is being ground into the dirt by Brexit. 

741178-741169-82949546 

 
 
 

What is your primary sector of work within the Scottish music industries?  
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Music Creator - Composer, 65 (59.6%) 

Songwriter, Artist, Musician, 

Producer 
 

Live Music - Promoters, Music 16 (14.7%) 

Venues, Festivals, Auxilliary 

services, Touring crew, 

Rehearsal spaces 

Recorded Music - Record 11 (10.1%) 

Labels, Recording Studios, 

Producers and Engineers, 

Publishing, Music Distribution 

Services 
 

Music Retail - Instrument 2 (1.8%) 

shops, Instrument makers, 

Record Shops 
 

Music Representatives - 15 (13.8%) 

Artist/Band Managers, Live 

Agents, PR 

 
 
 

Please select your profession 
 
 
 

Band/Artist Management   6 (46.2%) 

Live Agent  1 (7.7%)  

PR/Marketing   6 (46.2%) 
 
 
 
 

 

What best describes your business setup? 
 
 
 

Self employed  1 (50%) 

Sole trader 0 
 

Partnership  1 (50%) 

Limited liability partnership 0 
 

(LLP)   

Limited company 0  
   

Do not know 0  
   

Prefer not to say 0  
   

Other 0  
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If you selected Other, please specify: 
 

No responses 
 
 

 

What genres of music does your work encompass? (please select all that apply) 
 
 
 

Rock  2 (66.7%) 

Indie  2 (66.7%) 

Traditional (Scottish)  2 (66.7%) 

Pop  1 (33.3%)  

Folk  2 (66.7%) 

Jazz  1 (33.3%)  

Dance 0 
  

Classical/chamber  1 (33.3%)  

Singer/songwriter   2 (66.7%) 

Hip-Hop / Rap 0 
  

    

Other 0   
 
 
 
 
 
 
 

If you selected Other, please specify: 
 

No responses 
 
 

 

How many years has your business been trading? 
 
 
 

1 0  
  

2 0 
  

3 0 
  

4 0 
  

5 0 
  

6 0 
  

7 0 

8  1 (33.3%) 

9 0 
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10 0  
   

11 0  
   

12 0  
   

13 0  
   

14 0  
   

15 0  
   

16 0  
   

17 0  
   

18 0  
   

19 0  
   

20 0  
   

21 0  
   

22 0  
   

23 0  
   

24 0  
   

25 0  
   

26 0  
   

27 0  
   

28 0  
   

29 0  
   

30 0  

31  1 (33.3%) 

32 0 
 

   

33 0  
   

34 0  
   

35 0  
   

36 0  
   

37 0  
   

38 0  
   

39 0  

40  1 (33.3%) 

41 0 
 

   

42 0  
   

43 0  
   

44 0  
   

45 0  
   

46 0  
   

47 0  
   

48 0  
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How many full-time staff are employed at your company? 
 
 
 

0 0  

1  1 (33.3%) 

2  1 (33.3%) 

3 0 
 

   

4 0  

5  1 (33.3%) 

6-10 0 
 

   

11-15 0  
   

16-20 0  
   

Over 20 0  
 
 
 
 

 

How many part-time staff are employed at your company? 
 
 
 

0  1 (33.3%) 

1  1 (33.3%) 

2 0 
 

   

3 0  
   

4 0  
   

5 0  
   

6-10 0  
   

11-15 0  
   

16-20 0  

Over 20  1 (33.3%) 
 
 
 
 

 

What was your companies income for 2018? 
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Under £10,000 0   
   

£10,000 £19,999 0  
   

£20,000 – £39,999 0  

£40,000 – £59,999  1 (33.3%) 

£60,000 – £79,999 0 
  

    

£80,000 - £99,999 0   
    

£100,000 – £149,999 0   
    

£150,000 - £199,999 0   

Over £200,000   2 (66.7%) 
 
 
 
 

 

Which music industry stakeholders do you interact with? (please select all that apply)  
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Music Creators    3 (100%) 

Live Music Venues    3 (100%) 

Music Festivals    3 (100%) 

Promoters    3 (100%) 

Aux Services (Lights, PA,   2 (66.7%)  
Security, Stage hire)     

Record Labels   2 (66.7%)  

Music Distribution Services   2 (66.7%)  

Recording Studios 0 
   

Rehearsal Studios  1 (33.3%)   

Music Producers 0 
   

Music Publishers   2 (66.7%)  

Music Instrument Retail 0 
   

     

Music Instrument Makers 0    

Record Shops  1 (33.3%) 

Funding Opportunities  3 (100%) 

Networks and Agencies  3 (100%) 

Music Education  1 (33.3%)    

Radio  2 (66.7%)  

TV  2 (66.7%)  

Press  2 (66.7%)  

Artist / Band Managers  2 (66.7%)  

Accountants  1 (33.3%)    

Music Lawyers  1 (33.3%)    

Marketing and PR  3 (100%) 

Other 0 
   

 

Multi answer: Percentage of respondents who selected each answer option (e.g. 100% would represent that all 
this question's respondents chose that option) 

 
 
 
 

If you selected Other, please specify: 
 

No responses 
 
 

 

What best describes your business setup? 
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Self employed 4  

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 

 
 
 

Sole trader  1 (16.7%) 

Partnership 0 
 

   

Limited liability partnership 0  
(LLP)   

Limited company 0  
   

Do not know 0  

Prefer not to say  1 (16.7%) 

Other 0 
 

 
 
 
 

 

If you selected Other, please specify: 
 

No responses 
 
 

 

What genres of music does your work encompass? (please select all that apply) 
 
 
 

Rock      5 (83.3%) 

Indie      5 (83.3%) 

Traditional (Scottish)   2 (33.3%)    

Pop     4 (66.7%)  

Folk    3 (50%)   

Jazz   2 (33.3%)    

Dance  1 (16.7%)     

Classical/chamber  1 (16.7%)     

Singer/songwriter     4 (66.7%)  

Hip-Hop / Rap    3 (50%)   

Other   2 (33.3%)    
 
 
 
 
 
 
 

If you selected Other, please specify: 
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Showing all 2 responses 

punk, post-punk, dreampop, alternative 741178-741169-81494404 

Experimental / Electronic 741178-741169-82512047 

 
 
 

How many years has your business been trading? 
 
 
 

1   2 (33.3%) 

2 0 
  

    

3 0   
    

4 0   
    

5 0   
    

6 0   

7  1 (16.7%)  

8 0 
  

    

9 0   

10  1 (16.7%)  

11 0 
  

    

12 0   
    

13 0   
    

14 0   
    

15 0   
    

16 0   

17  1 (16.7%)  

18 0 
  

    

19 0   

20  1 (16.7%)  

21 0 
  

    

22 0   
    

23 0   
    

24 0   
    

25 0   
    

26 0   
    

27 0   
    

28 0   
    

29 0   
    

30 0   
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31 0 
  

32 0 
  

33 0 
  

34 0 
  

35 0 
  

36 0 
  

37 0 
  

38 0 
  

39 0 
  

40 0 
  

41 0 
  

42 0 
  

43 0 
  

44 0 
  

45 0 
  

46 0 
  

47 0 
  

48 0 
  

49 0 
  

50 0 
 
 
 
 
 

How many full-time staff are employed at your company? 
 
 
 

0   4 (66.7%) 
    

1  2 (33.3%)  

2 0 
  

    

3 0   
    

4 0   
    

5 0   
    

6-10 0   
    

11-15 0   
    

16-20 0   
    

Over 20 0   
 
 
 
 

 

How many part-time staff are employed at your company? 
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24  

     

 0   5 (83.3%) 
 

1 0 
  

 2  1 (16.7%)  
 

3 0 
  

     

 4 0   
     

 5 0   
     

 6-10 0   
     

 11-15 0   
     

 16-20 0   
     

 Over 20 0   

 
 
 

What was your companies income for 2018? 
 
 
 

Under £10,000    3 (50%) 

£10,000 £19,999 0 
   

£20,000 – £39,999   2 (33.3%)  

£40,000 – £59,999 0 
   

£60,000 – £79,999  1 (16.7%)   

£80,000 - £99,999 0 
   

     

£100,000 – £149,999 0    
     

£150,000 - £199,999 0    
     

Over £200,000 0    
 
 
 
 

 

Which music industry stakeholders do you interact with? (please select all that apply) 
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Music Creators    5 (83.3%) 

Live Music Venues   3 (50%)   

Music Festivals   2 (33.3%)   

Promoters   3 (50%)   

Aux Services (Lights, PA, 0 
     

Security, Stage hire)       

Record Labels      5 (83.3%) 

Music Distribution Services   2 (33.3%)    

Recording Studios  1 (16.7%)     

Rehearsal Studios 0 
     

Music Producers  1 (16.7%)     

Music Publishers  1 (16.7%)     

Music Instrument Retail 0 
     

       

Music Instrument Makers 0      

Record Shops  1 (16.7%)     

Funding Opportunities 0 
     

       

Networks and Agencies 0      
       

Music Education 0      

Radio    3 (50%)   

TV   2 (33.3%)    

Press      5 (83.3%) 

Artist / Band Managers     4 (66.7%)  

Live Agents  1 (16.7%)     

Accountants 0 
     

       

Music Lawyers 0      
       

Other 0      
 

Multi answer: Percentage of respondents who selected each answer option (e.g. 100% would represent that all 
this question's respondents chose that option) 

 
 
 
 

If you selected Other, please specify: 
 

No responses 
 
 

 

What percentage of your workload is music related? 
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None 0  

0-20%  1 (16.7%) 

20-40% 0 
 

   

40-60% 0  

60-80%  1 (16.7%) 

80-100%   

All my work is music related  1 (16.7%) 
 
 
 
 

 

What best describes your business setup? 
 
 
 

Self employed   2 (33.3%) 

Sole trader  1 (16.7%)  

Partnership 0 
  

    

Limited liability partnership 0   
(LLP)    

Limited company   2 (33.3%) 

Do not know 0 
  

Prefer not to say  1 (16.7%)  

Other 0 
  

 
 
 
 

 

If you selected Other, please specify: 
 

No responses 
 
 

 

What genres of music does your work encompass? (please select all that apply) 
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Rock     4 (66.7%) 

Indie    3 (50%)  

Traditional (Scottish)  1 (16.7%)    

Pop     4 (66.7%) 

Folk  1 (16.7%)    

Jazz  1 (16.7%)    

Dance   2 (33.3%)   

Classical/chamber  1 (16.7%)    

Singer/songwriter    3 (50%)  

Hip-Hop / Rap  1 (16.7%)    

Other  1 (16.7%)    
 
 
 
 
 
 
 

If you selected Other, please specify: 
 

Showing 1 response 

Various 741178-741169-81765350 

 
 

 
How many years have you been a manager? 

 
 
 

1  1 (16.7%) 

2 0 
 

   

3 0  

4  1 (16.7%) 

5  1 (16.7%) 

6 0 
 

   

7 0  

8  1 (16.7%) 

9 0 
 

   

10 0  
   

11 0  
   

12 0  
   

13 0  
   

14 0  
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15 0  
  

16 0 
  

17 0 
  

18 0 
  

19 0 
  

20 0 
  

21 0 
  

22 0 

23  1 (16.7%) 

24 0 
 

   

25 0  
   

26 0  
   

27 0  
   

28 0  
   

29 0  

30  1 (16.7%) 

31 0 
 

   

32 0  
   

33 0  
   

34 0  
   

35 0  
   

36 0  
   

37 0  
   

38 0  
   

39 0  
   

40 0  
   

41 0  
   

42 0  
   

43 0  
   

44 0  
   

45 0  
   

46 0  
   

47 0  
   

48 0  
   

49 0  
   

50 0  
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How many full-time staff are employed at your company? 
 
 
 

0  1 (16.7%)  

1    3 (50%) 

2 0 
   

     

3 0    

4   2 (33.3%)  

5 0 
   

     

6-10 0    
     

11-15 0    
     

16-20 0    
     

Over 20 0    
 
 
 
 

 

How many part-time staff are employed at your company? 
 
 
 

0   2 (33.3%) 

1  1 (16.7%)  

2 0 
  

3  1 (16.7%)  

4  1 (16.7%)  

5  1 (16.7%)  

6-10 0 
  

    

11-15 0   
    

16-20 0   
    

Over 20 0   
 
 
 
 

 

What was your companies income for 2018? 
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Under £10,000  1 (16.7%)  

£10,000 - £19,000 0 
  

£20,000 – £39,999  1 (16.7%)  

£40,000 – £59,999 0 
  

£60,000 – £79,999  1 (16.7%)  

£80,000 – £99,999 0 
  

£100,000 - £149,999  1 (16.7%)  

£150,000 – £199,999 0 
  

Over £200,000   2 (33.3%) 
 
 
 
 

 

Which music industry stakeholders do you interact with? (please select all that apply)  
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Music Creators    6 (100%) 

Live Music Venues    6 (100%) 

Music Festivals    6 (100%) 

Promoters    5 (83.3%)  

Aux Services (Lights, PA,    4 (66.7%)  
Security, Stage hire)       

Record Labels   4 (66.7%)   

Music Distribution Services   4 (66.7%)   

Recording Studios   4 (66.7%)   

Rehearsal Studios   4 (66.7%)   

Music Producers   4 (66.7%)   

Music Publishers   4 (66.7%)   

Music Instrument Retail  1 (16.7%)     

Music Instrument Makers 0 
     

Record Shops  1 (16.7%)     

Funding Opportunities    4 (66.7%)   

Networks and Agencies   3 (50%)    

Music Education    4 (66.7%)   

Radio     5 (83.3%)  

TV     5 (83.3%)  

Press      6 (100%) 

Live Agents    4 (66.7%)   

Accountants   3 (50%)    

Music Lawyers   3 (50%)    

Marketing and PR      6 (100%) 

Other 0 
     

 

Multi answer: Percentage of respondents who selected each answer option (e.g. 100% would represent that all 
this question's respondents chose that option) 

 
 
 
 

If you selected Other, please specify: 
 

No responses 
 
 

 

Have you invested personal funds to develop your artists' careers? 

 

 



36 / 484 
 

5  

 
 

Yes   4 (66.7%) 
    

No  2 (33.3%)  

Do not know 0 
  

    

Prefer not to say 0   

 
 
 
 

 

Do you take an active role in looking after the mental wellbeing of your artists? 
 
 
 

Yes  

No 0 
 

Do not know  1 (16.7%) 

Prefer not to say 0 
 

 
 
 
 

 

If you selected Yes, could you elaborate on your actions? 
 

Showing all 4 responses 

It’s more important than the music. With poor mental health nothing is 
possible. 

741178-741169-81333834 

I set up an organisation called Support Act and put four individuals from all 
areas of the music business through rehab. 

741178-741169-81335070 

Our whole team have been trained in mental health first aid, and have 
assisted in various mental health crisis situations for our artists. 

741178-741169-81336416 

Wellbeing and regular support, also established Disabled Artist Network 741178-741169-81765350 

 
 

 
As a manager, which of the following roles do you carry out? (please select all that apply) 
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Label and Release Schedule    3 (50%)   

Social Media    3 (50%)  

PR and Promotion    3 (50%)  

Touring     4 (66.7%) 

Finances      5 (83.3%) 

Legal Services     4 (66.7%)  

Publishing and Sync    3 (50%)   

Merchandising   2 (33.3%)    

Brand Partnership   2 (33.3%)    

Recording / Rehearsal schedule    3 (50%)   

Other  1 (16.7%)     
 
 
 
 
 
 
 

If you selected Other, please specify: 
 

Showing 1 response 

Development and support for disabled artists & ensembles 741178-741169-81765350 

 
 

 
Please select which area you work 

 

 
 

 

What best describes your business setup? 

 

 

 

Record Shops 

Music Instrument Retail 

 

 

Music Instrument Manufacture 0 
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If you selected Other, please specify: 
 

No responses 
 
 

 

How many years has your business been trading? 
 
 
 

1 0 
  

2 0 
  

3 0 
  

4 0 
  

5 0 
  

6 0 
  

7 0 
  

8 0 
  

9 0 
  

10 0 
  

11 0 
  

12 0 
  

13 0 
  

14 0 
  

15 0 
  

16 0 
  

17 0 
  

18 0 
  

19 0 
  

20 0 

 
 

Self employed 0 

Sole trader 0 

Partnership 0 

Limited liability partnership 0 
(LLP) 

 
Limited company 0 Do 

not know 0 

Prefer not to say 0 
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21 0 
  

22 0 
  

23 0 
  

24 0 
  

25 0 
  

26 0 
  

27 0 
  

28 0 
  

29 0 
  

30 0 
  

31 0 
  

32 0 
  

33 0 
  

34 0 
  

35 0 
  

36 0 
  

37 0 
  

38 0 
  

39 0 
  

40 0 
  

41 0 
  

42 0 
  

43 0 
  

44 0 
  

45 0 
  

46 0 
  

47 0 
  

48 0 
  

49 0 
  

50 0 
 
 
 
 
 

How many full-time staff are employed at your company?  
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How many part-time staff are employed at your company? 
 

 
 

 

What was your income for 2018? 
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Which music industry stakeholders do you interact with? (please select all that apply) 

 
 

Under £19,999 0 

  

  

  

  

£70,000 - £99,999 0 
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Music Creators  0 

Live Music Venues 0 

Music Festivals 0 

Promoters 0 

Aux Services (Lights, PA, 0 
Security, Stage hire) 

Record Labels 0 

Music Distribution Services 0 

Recording Studios 0 

Rehearsal Studios 0 

Music Producers 0 

Music Publishers 0 

Music Instrument Retail 0 

Record Shops 0 

Funding Opportunities 0 

Networks and Agencies 0 

Music Education 0 

Radio 0 

TV 0 

Press 0 

Artist / Band Managers 0 

Live Agents 0 

Accountants 0 

Music Lawyers 0 

Marketing and PR 0 

Other 0 
 

Multi answer: Percentage of respondents who selected each answer option (e.g. 100% would represent that all 
this question's respondents chose that option) 

 
 
 
 

If you selected Other, please specify: 
 

No responses 
 
 

 

Do you sell your products on the internet? 
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If you selected Yes, would your company be able to trade without the revenue from online sales? 
 

No responses 
 
 

 

Do you sell instruments outwith Scotland? 
 

 
 

 

If you selected Yes, please specify what percentage of sales are international. 
 

No responses 
 
 

 

What best describes your business setup? 
 

 
 

  

No 0 

Do not know 0 

Prefer not to say 0 

 

 

 

 

 
 

  

No 0 

Do not know 0 

Prefer not to say 0 

 
 

Self employed 0 

Sole trader 0 

Partnership 0 

Limited liability partnership 0 
(LLP) 

 
Limited company 0 Do 

not know 0 

Prefer not to say 0 
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If you selected Other, please specify: 
 

No responses 
 
 

 

How many years has your business been trading? 
 
 
 

1 0 
  

2 0 
  

3 0 
  

4 0 
  

5 0 
  

6 0 
  

7 0 
  

8 0 
  

9 0 
  

10 0 
  

11 0 
  

12 0 
  

13 0 
  

14 0 
  

15 0 
  

16 0 
  

17 0 
  

18 0 
  

19 0 
  

20 0 
  

21 0 
  

22 0 
  

23 0 
  

24 0 
  

25 0 
  

26 0 
  

27 0 
  

28 0 
  

29 0 
  

30 0 
  

31 0 
  

32 0 
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33 0 

  

34 0 
  

35 0 
  

36 0 
  

37 0 
  

38 0 
  

39 0 
  

40 0 
  

41 0 
  

42 0 
  

43 0 
  

44 0 
  

45 0 
  

46 0 
  

47 0 
  

48 0 
  

49 0 
  

50 0 
 
 
 
 
 

How many full-time staff are employed at your company? 
 

 
 

 

How many part-time staff are employed at your company? 
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What was your companies income for 2018? 
 

 
 

 

Which music industry stakeholders do you interact with? (please select all that apply) 

  

  

  

  

  

  

  

  

  

  

 

 

 
 

Under £50,000 0 
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Music Creators  0 

Live Music Venues 0 

Music Festivals 0 

Promoters 0 

Aux Services (Lights, PA, 0 
Security, Stage hire) 

Record Labels 0 

Music Distribution Services 0 

Recording Studios 0 

Rehearsal Studios 0 

Music Producers 0 

Music Publishers 0 

Music Instrument Makers 0 

Record Shops 0 

Funding Opportunities 0 

Networks and Agencies 0 

Music Education 0 

Radio 0 

TV 0 

Press 0 

Artist / Band Managers 0 

Live Agents 0 

Accountants 0 

Music Lawyers 0 

Marketing and PR 0 

Other 0 
 

Multi answer: Percentage of respondents who selected each answer option (e.g. 100% would represent that all 
this question's respondents chose that option) 

 
 
 
 

If you selected Other, please specify: 
 

No responses 
 
 

 

Do you sell your products on the internet? 
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If you selected Yes, would your company be able to trade without the revenue from online sales? 
 

No responses 
 
 

 

What best describes your business setup? 
 

 
 

 

If you selected Other, please specify: 
 

No responses 
 
 

 

What genres of music does your work encompass? (please select all that apply) 

 
 

  

No 0 

Do not know 0 

Prefer not to say 0 

 

 

 

 

Self employed 

Sole trader 

Partnership 

Limited liability partnership 
(LLP) 

 

 

 

 

Limited company 0 Do 

not know 0 

Prefer not to say 0 
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Rock   2 (100%) 

Indie   2 (100%) 

Traditional (Scottish) 0 
  

Pop   2 (100%) 

Folk  1 (50%)  

Jazz  1 (50%)  

Dance 0 
  

    

Classical/chamber 0   

Singer/songwriter  1 (50%)  

Hip-Hop / Rap 0 
  

    

Other 0   
 
 
 
 
 
 
 

If you selected Other, please specify: 
 

No responses 
 
 

 

How many years has your business been trading? 
 
 
 

1 0  
  

2 0 
  

3 0 
  

4 0 
  

5 0 

6  1 (50%) 

7 0 
 

   

8 0  
   

9 0  
   

10 0  
   

11 0  
   

12 0  
   

13 0  
   

14 0  
   

15 0  
   

16 0  
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How many full-time staff are employed at your company? 

 
1 (50%) 

 

17 0 
  

18 0 
  

19 0 
  

20 0 
  

21 0 
  

22 0 
  

23 0 
  

24 0 

25 
 

26 0 
  

27 0 
  

28 0 
  

29 0 
  

30 0 
  

31 0 
  

32 0 
  

33 0 
  

34 0 
  

35 0 
  

36 0 
  

37 0 
  

38 0 
  

39 0 
  

40 0 
  

41 0 
  

42 0 
  

43 0 
  

44 0 
  

45 0 
  

46 0 
  

47 0 
  

48 0 
  

49 0 
  

50 0 
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0 0  

1  1 (50%) 

2  1 (50%) 

3 0 
 

   

4 0  
   

5 0  
   

6-10 0  
   

11-15 0  
   

16-20 0  
   

Over 20 0  
 
 
 
 

 

How many part-time staff are employed at your company? 
 
 
 

0  1 (50%) 

1  1 (50%) 

2 0 
 

   

3 0  
   

4 0  
   

5 0  
   

6-10 0  
   

11-15 0  
   

16-20 0  
   

Over 20 0  
 
 
 
 

 

What was your companies income for 2018? 
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Under £20,000  1 (50%) 

£20,000 – £39,999 0 
 

   

£40,000 - £59,999 0  
   

£60,000 – £79,999 0  
   

£80,000 - £99,999 0  
   

£100,000 - £149,999 0  

£150,000 - 199,999  1 (50%) 

Over £200,000 0 
 

 
 
 
 

 

Which music industry stakeholders do you interact with? (please select all that apply)  



54 / 484 
 

 
 

Music Creators  2 (100%) 

Live Music Venues  2 (100%) 

Music Festivals  1 (50%)  

Promoters  2 (100%) 

Aux Services (Lights, PA, 0 
  

Security, Stage hire)    

Record Labels   2 (100%) 

Music Distribution Services  1 (50%)  

Recording Studios 0 
  

Rehearsal Studios  1 (50%)  

Music Producers 0 
  

    

Music Publishers 0   
    

Music Instrument Retail 0   
    

Music Instrument Makers 0   
    

Funding Opportunities 0   
    

Networks and Agencies 0   

Music Education  1 (50%)  

Radio  1 (50%)  

TV 0 
  

Press  1 (50%)  

Artist / Band Managers  1 (50%)  

Live Agents  1 (50%)  

Accountants 0 
  

    

Music Lawyers 0   
    

Marketing and PR 0   
    

Other 0   
 

Multi answer: Percentage of respondents who selected each answer option (e.g. 100% would represent that all 
this question's respondents chose that option) 

 
 
 
 

If you selected Other, please specify: 
 

No responses 
 
 

 

Do you sell your products on the internet? 
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Yes  2 (100%) 

No 0 
 

   

Do not know 0  
   

Prefer not to say 0  

 
 
 
 

 

If you selected Yes, would your company be able to trade without the revenue from online sales? 
 

Showing all 2 responses 

No 741178-741169-81349292 

No 741178-741169-81444357 

 
 

 
Does your record shop take part in Record Store Day? 

 
 
 

Yes  1 (50%) 

No  1 (50%) 

Do not know 0 
 

   

Prefer not to say 0  

 
 
 
 

 

Does your record shop sell more than just physical music? 
 
 
 

Yes  1 (50%) 

No  1 (50%) 

Do not know 0 
 

   

Prefer not to say 0  

 
 
 
 

 

If you selected Yes, please specify.. e.g., food, clothing. 
 

Showing 1 response 

Clothing and music-related merchandise. 741178-741169-81349292 
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Record Label 

Recording Studio 

Music Publishing 

 

Music Producer/Engineer 

 

 

 

Does your store ever hold live performances from artists? 
 
 
 

Yes  1 (50%) 

No  1 (50%) 

Do not know 0 
 

   

Prefer not to say 0  

 
 
 
 

 

Please select your area of work 
 
 
 

 

 1 (10%) 

1 (10%)  

 2 (20%) 

 1 (10%) 
 
 
 
 

 

What best describes your business setup? 
 
 
 

Self employed 0  
  

Sole trader 0 
  

Partnership 0 

Limited liability partnership  1 (50%) 

(LLP)   

Limited company 0  
   

Do not know 0  
   

Prefer not to say 0  

Other  1 (50%) 
 
 
 
 

 

If you selected Other, please specify: 
 

Showing 1 response 

I am EMPLOYED by a limited company. 741178-741169-81631556 
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What genres of music does your work encompass? (please select all that apply) 
 
 
 

Rock 0  

Indie  1 (50%) 

Traditional (Scottish) 0 
 

Pop  1 (50%) 

Folk 0 
 

   

Jazz 0  

Dance  1 (50%) 

Classical/chamber 0 
 

Singer/songwriter  1 (50%) 
   

Hip-Hop / Rap  1 (50%) 

Other 0 
 

 
 
 
 
 
 
 

If you selected Other, please specify: 
 

No responses 
 
 

 

How many years has your business been trading? 
 
 
 

1  1 (50%) 

2 0 
 

   

3 0  
   

4 0  
   

5 0  
   

6 0  
   

7 0  
   

8 0  
   

9 0  
   

10 0  
   

11 0  
   

12 0  
   

13 0  
   

14 0  
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1 (50%) 

15 0 
  

16 0 
  

17 0 
  

18 0 
  

19 0 
  

20 0 
  

21 0 
  

22 0 
  

23 0 
  

24 0 
  

25 0 
  

26 0 
  

27 0 

28 
 

29 0 
  

30 0 
  

31 0 
  

32 0 
  

33 0 
  

34 0 
  

35 0 
  

36 0 
  

37 0 
  

38 0 
  

39 0 
  

40 0 
  

41 0 
  

42 0 
  

43 0 
  

44 0 
  

45 0 
  

46 0 
  

47 0 
  

48 0 
  

49 0 
  

50 0 
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How many full-time staff are employed at your company? 
 
 
 

0  1 (50%) 

1 0 
 

2  1 (50%) 

3 0 
 

   

4 0  
   

5 0  
   

6-10 0  
   

11-15 0  
   

16-20 0  
   

Over 20 0  
 
 
 
 

 

How many part-time staff are employed at your company? 
 
 
 

0  1 (50%) 
   

1  1 (50%) 

2 0 
 

   

3 0  
   

4 0  
   

5 0  
   

6-10 0  
   

11-15 0  
   

16-20 0  
   

Over 20 0  
 
 
 
 

 

What was your companies income for 2018? 
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Under £20,000  1 (50%) 

£20,000 – £39,999 0 
 

   

£40,000 – £59,999 0  
   

£60,000 – £79,999 0  

£80,000 - £99,999  1 (50%) 

£100,000 - £149,999 0 
 

   

£150,000 - £199,999 0  
   

Over £200,000 0  
 
 
 
 

 

Which music industry stakeholders do you interact with? (please select all that apply)  
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Music Creators   2 (100%) 

Live Music Venues  1 (50%)  

Music Festivals  1 (50%)  

Promoters  1 (50%)  

Aux Services (Lights, PA, 0 
  

Security, Stage hire)    

Record Labels   2 (100%) 

Music Distribution Services    

Recording Studios    

Rehearsal Studios    

Music Producers   2 (100%) 

Music Instrument Retail 0 
  

    

Music Instrument Makers 0   
    

Record Shops 0   

Funding Opportunities   2 (100%) 

Networks and Agencies    

Music Education    

Radio   2 (100%) 

TV    

Press    

Artist / Band Managers   2 (100%) 

Live Agents 0 
  

    

Accountants 0   

Music Lawyers  1 (50%)  

Marketing and PR  1 (50%)  

Other 0 
  

 

Multi answer: Percentage of respondents who selected each answer option (e.g. 100% would represent that all 
this question's respondents chose that option) 

 
 
 
 

If you selected Other, please specify: 
 

No responses 
 
 

 

What best describes your business setup? 

 

 

 

 1 (50%) 

1 (50%) 

1 (50%) 

 

 

 
 

 

 1 (50%) 

1 (50%)  

 

 1 (50%) 

1 (50%)  
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Self employed 0  
  

Sole trader 0 
  

Partnership 0 
  

Limited liability partnership 0 
(LLP)  

Limited company  1 (100%) 

Do not know 0 
 

   

Prefer not to say 0  
   

Other 0  
 
 
 
 

 

If you selected Other, please specify: 
 

No responses 
 
 

 

What genres of music does your work encompass? (please select all that apply) 
 

 
 

 

If you selected Other, please specify: 
 

No responses 
 
 

 

How many years has your business been trading? 

 

 

 

 

Indie 

Traditional (Scottish) 

 

Classical/chamber 

Singer/songwriter 

Hip-Hop / Rap 
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1 (100%) 

1 0 
  

2 0 
  

3 0 
  

4 0 
  

5 0 
  

6 0 
  

7 0 
  

8 0 
  

9 0 
  

10 0 
  

11 0 
  

12 0 
  

13 0 
  

14 0 

15 
 

16 0 
  

17 0 
  

18 0 
  

19 0 
  

20 0 
  

21 0 
  

22 0 
  

23 0 
  

24 0 
  

25 0 
  

26 0 
  

27 0 
  

28 0 
  

29 0 
  

30 0 
  

31 0 
  

32 0 
  

33 0 
  

34 0 
  

35 0 
  

36 0 
  

37 0 
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38 0 
  

39 0 
  

40 0 
  

41 0 
  

42 0 
  

43 0 
  

44 0 
  

45 0 
  

46 0 
  

47 0 
  

48 0 
  

49 0 
  

50 0 
 
 
 
 
 

How many full-time staff are employed at your company? 
 

 
 

 

How many part-time staff are employed at your company? 

 

 

  

  

  

  

  

  

  

  

  

Over 20  
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What was your companies income for 2018? 
 

 
 

 

Which music industry stakeholders do you interact with? (please select all that apply) 

  

  

  

 

 

 

 

 

 

Over 20 

 

 

 

 

 

 

 

 

 

Under £20,000 0 

  

  

  

£80,000 - £99,999 0 
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Music Creators 0  
  

Live Music Venues 0 
  

Music Festivals 0 
  

Promoters 0 
  

Aux Services (Lights, PA, 0 
Security, Stage hire)  

Record Labels  1 (100%) 

Recording Studios 0 
 

   

Music Publishers 0  
   

Rehearsal Studios 0  
   

Music Producers 0  
   

Music Instrument Retail 0  
   

Music Instrument Makers 0  
   

Record Shops 0  
   

Funding Opportunities 0  
   

Networks and Agencies 0  
   

Music Education 0  
   

Radio 0  
   

TV 0  
   

Press 0  

Artist / Band Managers  1 (100%) 

Live Agents 0 
 

   

Accountants 0  
   

Music Lawyers 0  
   

Marketing and PR 0  

Other  1 (100%) 
 

Multi answer: Percentage of respondents who selected each answer option (e.g. 100% would represent that all 
this question's respondents chose that option) 

 
 
 
 

If you selected Other, please specify: 
 

Showing 1 response 

Digital Stores 741178-741169-81333926 

 
 

 
What are your distribution methods? 
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Indie 

Traditional (Scottish) 

 

 

 

 

 

 

 

Classical/chamber 0 

Singer/songwriter 0 

Hip-Hop / Rap 0 

  

 
Digital  1 (100%) 

Physical 0 
 

   

Both digital and physical 0  
   

Other 0  

 
 
 
 

 

What best describes your business setup? 
 
 
 

Self employed   2 (40%) 

Sole trader 0 
  

    

Partnership 0   
    

Limited liability partnership 0   
(LLP)    

Limited company   2 (40%) 

Do not know 0 
  

Prefer not to say  1 (20%)  

Other 0 
  

 
 
 
 

 

If you selected Other, please specify: 
 

No responses 
 
 

 

What genres of music does your record label look after? (please select all that apply) 
 
 
 

 

 

 1 (20%) 
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If you selected Other, please specify: 
 

Showing all 2 responses 

Varies per release 741178-741169-81336183 

multi-genre leftfield / dance / experimental 741178-741169-81349109 

 
 

 
How many years has your business been trading? 

 
 
 

1 0  
  

2 0 
  

3 0 

4   2 (40%) 

5 0 
  

    

6 0   
    

7 0   
    

8 0   
    

9 0   

10  1 (20%)  

11 0 
  

    

12 0   
    

13 0   
    

14 0   
    

15 0   
    

16 0   
    

17 0   
    

18 0   
    

19 0   
    

20 0   
    

21 0   
    

22 0   
    

23 0   
    

24 0   
    

25 0   
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26 0  
  

27 0 
  

28 0 
  

29 0 
  

30 0 
  

31 0 
  

32 0 
  

33 0 

34  1 (20%) 
   

35  1 (20%) 

36 0 
 

   

37 0  
   

38 0  
   

39 0  
   

40 0  
   

41 0  
   

42 0  
   

43 0  
   

44 0  
   

45 0  
   

46 0  
   

47 0  
   

48 0  
   

49 0  
   

50 0  
 
 
 
 
 

How many full-time staff are employed at your company?  
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1  1 (20%) 

2 0 
 

   

3 0  
   

4 0  
   

5 0  
   

6-10 0  
   

11-15 0  
   

16-20 0  
   

Over 20 0  
 
 
 
 

 

How many part-time staff are employed at your company? 
 
 
 
 

1  1 (20%) 

2 0 
 

3  1 (20%) 

4 0 
 

   

5 0  
   

6-10 0  
   

11-15 0  
   

16-20 0  
   

Over 20 0  
 
 
 
 

 

What was your companies income for 2018? 
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Under £10,000  

£10,000 – £19,999 0 
 

£20,000 – £39,999  1 (20%) 

£40,000 – £59,999 0 
 

   

£60,000 – £79,999 0  

£80,000 - £99,999  1 (20%) 

£100,000 - £149,999 0 
 

   

£150,000 - £199,999 0  
   

£200,000 - £299,999 0  
   

£300,000 - £499,999 0  
   

£500,000 - £699,999 0  
   

£700,000 - £999,999 0  
   

Over £1,000,000 0  
 
 
 
 

 

Which music industry stakeholders do you interact with? (please select all that apply)  
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Music Creators     4 (80%)  

Live Music Venues      

Music Festivals      

Promoters     4 (80%) 

Aux Services (Lights, PA,      

Security, Stage hire)      

Music Distribution Services      5 (100%) 

Recording Studios       

Rehearsal Studios       

Music Producers       

Music Publishers       

Music Instrument Retail 0 
     

       

Music Instrument Makers 0      

Record Shops     4 (80%)  

Funding Opportunities   2 (40%)    

Networks and Agencies 0 
     

       

Music Education 0      

Radio  3 (60%)   

TV  3 (60%)   

Press  3 (60%)   

Artist / Band Managers  3 (60%)   

Live Agents  2 (40%)    

Accountants  1 (20%)    

Music Lawyers 0 
     

Marketing and PR   2 (40%)    

Other 0 
     

 

Multi answer: Percentage of respondents who selected each answer option (e.g. 100% would represent that all 
this question's respondents chose that option) 

 
 
 
 

If you selected Other, please specify: 
 

No responses 
 
 

 

Are any of the acts on your label earning a livable wage from their music with no need for 
additional income? 

 

 

 

 3 (60%) 

3 (60%)  

 

 1 (20%) 

 

 

 2 (40%) 

 1 (20%) 

 2 (40%) 

2 (40%)  
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Yes  1 (25%)  

No   2 (50%) 

Do not know 0 
  

Prefer not to say  1 (25%)  

 
 
 
 

 

Is your record label financially able to invest in new acts? 
 
 
 

Yes 0  

No  2 (50%) 

Do not know 0 
 

Prefer not to say  2 (50%) 
 
 
 
 

 

Which formats do you release music on? (please select all that apply) 
 
 
 

CD  2 (40%)   

Vinyl   3 (60%) 

Digital    4 (80%) 

Cassette Tape   3 (60%)  

 
 
 
 
 
 
 

What best describes your business setup? 
 
 
 

Self employed  2 (100%) 

Sole trader 0 
 

   

Partnership 0  
   

Limited liability partnership 0  
(LLP)   

Limited company 0  
   

Do not know 0  
   

Prefer not to say 0  
   

Other 0  
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If you selected Other, please specify: 
 

No responses 
 
 

 

What genres of music does your work encompass? (please select all that apply) 
 

 
 

 

If you selected Other, please specify: 
 

No responses 
 
 

 

What was your income for 2018? 

 

 

 

 

Indie 

Traditional (Scottish) 

 

Classical/chamber 

Singer/songwriter 

Hip-Hop / Rap 
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Which music industry stakeholders do you interact with? (please select all that apply) 

Under £9,999 

 

 

 

 

 

  

  

£50,000 - £69,999 0 

  

£80,000 - £89,999 0 

£90,000 - £99,999 0 
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Music Creators   2 (100%) 

Live Music Venues  1 (50%)  

Music Festivals  1 (50%)  

Promoters  1 (50%)  

Aux Services (Lights, PA, 0 
  

Security, Stage hire)    

Record Labels  1 (50%)  

Music Distribution Services  1 (50%)  

Recording Studios   2 (100%) 

Rehearsal Studios  1 (50%)  

Music Publishers  1 (50%)  

Music Instrument Retail 0 
  

    

Music Instrument Makers 0   

Record Shops  1 (50%)  

Funding Opportunities 0 
  

Networks and Agencies  1 (50%)  

Music Education  1 (50%)  

Radio  1 (50%)  

TV 0 
  

    

Press 0   

Artist / Band Managers  1 (50%)  

Live Agents 0 
  

    

Accountants 0   
    

Music Lawyers 0   

Marketing and PR  1 (50%)  

Other 0 
  

 

Multi answer: Percentage of respondents who selected each answer option (e.g. 100% would represent that all 
this question's respondents chose that option) 

 
 
 
 

If you selected Other, please specify: 
 

No responses 
 
 

 

What is your employment status? 
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Studio based 0  

Freelance  1 (50%) 

Both based in a studio and 0 
 

freelance   

Other  1 (50%) 
 
 
 
 

 

If you selected Other, please specify: 
 

Showing 1 response 

Full time non music work 741178-741169-81475736 

 
 

 
Do you work with artists from outwith Scotland? 

 
 
 

Yes  1 (50%) 
   

No  1 (50%) 

Do not know 0 
 

   

Prefer not to say 0  

 
 
 
 

 

What best describes your business setup? 
 
 
 

Self employed  1 (100%) 

Sole trader 0 
 

   

Partnership 0  
   

Limited liability partnership 0  
(LLP)   

Limited company 0  
   

Do not know 0  
   

Prefer not to say 0  
   

Other 0  
 
 
 
 

 

If you selected Other, please specify: 
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No responses 
 
 

 

What genres of music does your work encompass? (please select all that apply) 
 
 
 

Rock  1 (100%) 

Indie  1 (100%) 

Traditional (Scottish)  1 (100%) 

Pop  1 (100%) 

Folk  1 (100%) 

Jazz  1 (100%) 

Dance 0 
 

   

Classical/chamber 0  

Singer/songwriter  1 (100%) 

Hip-Hop / Rap 0 
 

   

Other 0  
 
 
 
 
 
 
 

If you selected Other, please specify: 
 

No responses 
 
 

 

How many years has your business been trading? 
 
 
 

1 0 
  

2 0 
  

3 0 
  

4 0 
  

5 0 
  

6 0 
  

7 0 
  

8 0 
  

9 0 
  

10 0 
  

11 0 
  

12 0 
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1 (100%) 

13 0 

14 
 

15 0 
  

16 0 
  

17 0 
  

18 0 
  

19 0 
  

20 0 
  

21 0 
  

22 0 
  

23 0 
  

24 0 
  

25 0 
  

26 0 
  

27 0 
  

28 0 
  

29 0 
  

30 0 
  

31 0 
  

32 0 
  

33 0 
  

34 0 
  

35 0 
  

36 0 
  

37 0 
  

38 0 
  

39 0 
  

40 0 
  

41 0 
  

42 0 
  

43 0 
  

44 0 
  

45 0 
  

46 0 
  

47 0 
  

48 0 
  

49 0 
  

50 0 
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How many full-time staff are employed at your company? 
 

 
 

 

How many part-time staff are employed at your company? 
 

 
 

 

What was your companies income for 2018? 
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How many hours a week is your studio active? 
 

 
 

 

If you selected Other, please specify: 
 

No responses 
 
 

 

Has the introduction of home recording equipment had a negative impact on your companies 
income? 

 

Under £20,000 

 

 

 

 

 

  

£80,000 - £99,999 0 
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Yes 0  

No  1 (100%) 

Do not know 0 
 

   

Prefer not to say 0  

 
 
 
 

 

Which music industry stakeholders do you interact with? (please select all that apply) 
 
 
 

Music Creators  1 (100%) 

Live Music Venues 0 
 

   

Music Festivals 0  
   

Promoters 0  
   

Aux Services (Lights, PA, 0  
Security, Stage hire)   

Record Labels  1 (100%) 

Music Distribution Services 0 
 

   

Rehearsal Studios 0  

Music Producers  1 (100%) 

Music Publishers 0 
 

   

Music Instrument Retail 0  
   

Music Instrument Makers 0  
   

Record Shops 0  

Funding Opportunities  1 (100%) 

Networks and Agencies  1 (100%) 

Music Education  1 (100%) 

Radio  1 (100%) 

TV 0 
 

   

Press 0  

Artist / Band Managers  1 (100%) 

Live Agents 0 
 

   

Accountants 0  
   

Music Lawyers 0  
   

Marketing and PR 0  
   

Other 0  
 

Multi answer: Percentage of respondents who selected each answer option (e.g. 100% would represent that all 
this question's respondents chose that option) 
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If you selected Other, please specify: 
 

No responses 
 
 

 

Is your recording studio used for purposes other than recording music? 
 

 
 

 

If you selected Yes, please specify what other purposes. 
 

Showing 1 response 

Podcasts 741178-741169-81400124 

 
 

 
What percentage of studio bookings are from Scottish based acts? 

 
 
 

Under 20% 0  
  

20 - 40% 0 
  

40 - 60% 0 
  

60 - 80% 0 

80 - 100%  1 (100%) 

All booking are Scottish based 0 
 

 
 
 
 

 

Which type of music creator are you?? 
 

 

 

 

 

 

Yes 

 

 

Prefer not to say 

 

 

 

 

Songwriter 

Artist 

 

7  

6  

19  

28  

 5  
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Which genre of music do you primarily identify with? 
 

 
 

 

If you selected Other, please specify: 
 

Showing first 5 of 14 responses 

mix of various genres mentioned above 741178-741169-81336762 

Acousmatic. Electro acoustic. 741178-741169-81342364 

Experimental 741178-741169-81342555 

Electronic 741178-741169-81347817 

Jungle, drum and bass 741178-741169-81349146 

 
 

 
Did you receive any music tuition whilst at school? 

 

 
 

 

If you selected Yes, please specify how this was funded, publicly or privately: 

 

 

 

 

Indie 

Traditional (Scottish) 

 

Classical/chamber 

Singer/songwriter 

Hip-Hop / Rap 

 

6  

7  

8  

7  

7  

1  

2  

10  

2  

1  

14  

Yes 

 

 

Prefer not to say 

44  

20  

1  
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Showing first 5 of 44 responses 

Part public, part private 741178-741169-81334053 

class music. everyone got it 741178-741169-81335199 

a mix of parents and school 741178-741169-81335806 

Publicly 741178-741169-81335192 

it was part of the school curriculum for everyone, from class 1 up (age 6). 
The school was a charity so funded by charitable donations and 
fundraising. 

741178-741169-81336762 

 
 
 

How many hours a week do you spend working on music? 
 
 
 

Up to 10 hours   13 (20%)  

11 - 20 hours    16 (24.6%) 

21 - 30 hours  9 (13.8%)   

31 - 40 hours    15 (23.1%) 

Over 40 hours   12 (18.5%)  

 
 
 
 

 

How would you define yourself as a music creator? 
 

 
 

 

Which of these sources make up your musical income? (please select all that apply) 

 

 

 

Professional – music is your 
primary source of income. 

 

Professional – paid; however, 
you also have other income 

streams. 

20  

Semi-professional – paid but 
not a primary source of 

income. 

17  

Amateur – unpaid for music 
activities. 

2  
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Live Performance fees      51 (78.5%) 

Education/teaching work       

Commissions       

Royalties (CD/digital       

sales/streaming)       

Grant income (Creative    18 (27.7%)   
Scotland/PRS Foundation/Help 

Musicians) 

      

Royalties from    22 (33.8%)   
publishing/synchronisation 

(e.g. music for film, TV, 

games etc.) 

      

Session Fees    20 (30.8%)   

Fees for your own recordings,  8 (12.3%)     

eg. advances       

Merchandise    19 (29.2%)   

Other  5 (7.7%)     
 
 
 
 
 
 
 

If you selected Other, please specify: 
 

Showing all 4 responses 

Song royalty registration 741178-741169-81335192 

Freelance Production & Mix/Mastering Services. DJing 741178-741169-81483771 

Gear demos and youtube 741178-741169-81545273 

No money 741178-741169-81648389 

 
 

 
Where does your income generate? (please select all that apply) 

 

 

 

 

 38 (58.5%) 

 27 (41.5%)   

 38 (58.5%) 

 

Scotland 

 

Europe 

Rest of the World 

57  

44  

31  

28  
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23  

24  

 

 
 

 

What was your income for music-related activities in 2018 
 
 
 

No income £0   4 (6.2%)  

Under £9,999     

£10,000 – £19,999     

£20,000 – £29,999    7 (10.8%) 

£30,000 – £39,999 
 

0 
  

£40,000 – £49,999   2 (3.1%)  

£50,000 - £69,999   3 (4.6%)  

£70,000 – £99,999 
 

0 
  

£100,000 - £149,999 
  

 1 (1.5%) 
 

£150,000 - £200,000  0   

Over £200k 
  

 1 (1.5%) 
 

 
 
 
 

 

Considering the income you earn from all your occupations (music industry or otherwise), what 
best describes your current financial situation? 

 
 
 

I am earning more than I  20 (31.3%)  
usually have to spend per 

month. 

  

I am earning as much as I need  20 (31.3%) 

to spend per month.   

I am not earning enough per   24 (37.5%) 
month.    

 
 
 
 
 

Have you ever received funding for your music activities, either private or public? 
 
 
 

Yes    35 (53.8%) 

No   26 (40%)  

Do not know  2 (3.1%)   

Prefer not to say  2 (3.1%)   
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If yes, who was the funder? 
 

Showing first 5 of 32 responses 

Both privately and charity 741178-741169-81334053 

Creative Scotland, PRS, Hope Scott Trust, RVW Trust, NI Arts Council, Help 
Musicians, Bliss Trust 

741178-741169-81335806 

Tasgadh (CS) 741178-741169-81342555 

National Lottery, Big Music Project 741178-741169-81343388 

Nevis Ensemble 741178-741169-81347817 

 
 

 
Do you have anyone representing you? (please select all that apply) 

 

 
 

 

If you selected Other, please specify: 
 

Showing 1 response 

I am an employee of other companies 741178-741169-81335192 

 
 

 
Which music industry stakeholders do you interact with? (please select all that apply) 

 

 

 

 

No representation 

Manager 

Booking Agent 

Record Label 

Publisher 

 

46  

6  

10  

6  

9  

1  
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Music Instrument Retail 

Music Instrument Makers 

Record Shops 

Funding Opportunities 

Networks and Agencies 

Music Education 

Radio 

TV 

Press 

Artist / Band Managers 

Live Agents 

Accountants Music 

Lawyers Marketing 

and PR 

Other 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

4 (6.2%) 

 
 

22 (33.8%) 

22 (33.8%) 
 
 

20 (30.8%) 
 
 
 
 

17 (26.2%) 
 
 

21 (32.3%) 

20 (30.8%) 

16 (24.6%) 

10 (15.4%) 

23 (35.4%) 

31 (47.7%) 
 
 
 
 

36 (55.4%) 
 
 

35 (53.8%) 

43 (66.2%) 
 
 

35 (53.8%) 

 

Multi answer: Percentage of respondents who selected each answer option (e.g. 100% would represent that all 
this question's respondents chose that option) 

 
 
 
 

If you selected Other, please specify:  

Live Music Venues    50 (76.9%) 

Music Festivals   41 (63.1%)  

Promoters   38 (58.5%)  

Aux Services (Lights, PA,  22 (33.8%)   

Security, Stage hire) 
 

Record Labels 

  
 

28 (43.1%) 

  

Music Distribution Services   33 (50.8%)  

Recording Studios    50 (76.9%) 

Rehearsal Studios   35 (53.8%)  

Music Producers  26 (40%)   

Music Publishers  26 (40%)   
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58  

Showing all 4 responses 

Performers 741178-741169-81335806 

Musicians' Umion 741178-741169-81353230 

Orchestras 741178-741169-81385050 

Other artists 741178-741169-81607769 

 
 
 

Since the pandemic began, has your income from music activities... 
 
 
 

Increased  2 (3.1%) 

Decreased   

Stayed the same  4 (6.2%) 

Not sure 
 

1 (1.5%) 
 
 
 
 

 

Has Covid-19 impacted your ability to create music? 
 

 
 

 

If you selected Yes, please specify the reasons. 
 

Showing first 5 of 47 responses 

Now all teaching, few live gigs 741178-741169-81334053 

More recordings made 741178-741169-81335199 

Cannot put on concerts, performers aren't commissioning as much 741178-741169-81335806 

I could not create music with other players for 18 months. 741178-741169-81335192 

Money is non existant, I have had to take up other studies and work to get 
by. It has affected my confidence, mental health and ability to enjoy and 
make music 

741178-741169-81336023 

 

 

 

Yes 

 

 

Prefer not to say 

47  

17  

1  
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What percentage of your usual work have you been able to carry out since the pandemic began? 
 
 
 

I have had no regular work    16 (24.6% ) 

Below 25%     19 (29.2%) 

26-50%    15 (23.1%)  

51-75%   8 (12.3%)   

76-100%  3 (4.6%)  

I have carried out 100% of my  4 (6.2%) 
usual work   

 
 
 
 
 

Have you applied for Covid relief funds? 
 

 
 

 

If you selected yes, please specify whether you were successful with your application. 
 

Showing first 5 of 29 responses 

succesful 741178-741169-81334053 

SEISS for self employed 741178-741169-81335199 

successful 741178-741169-81335806 

Yes 741178-741169-81335192 

HELP FOR MUSICIANS FUNDING 741178-741169-81346762 

 
 

 
Have you taken on work outside the music industries during the pandemic? 

 
 
 

Yes    28 (43.1%)  

No     35 (53.8%) 

Do not know 
 

0 
   

Prefer not to say 
  

 2 (3.1%) 
  

 

 

 

 

Yes 

 

 

Prefer not to say 

29  

34  

 

2  
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Have you considered leaving the music industries as a result of the pandemic restrictions? 
 

 
 

 

Please select your area of work 
 
 
 

Gig Promoter     5 (31.3%) 

Music Venues    4 (25%)  

Music Festivals  2 (12.5%)    

Touring Crew (techs, tour  2 (12.5%)    

managers, lighting engineers, 

drivers) 

     

Auxiliary Services   3 (18.8%)   

Rehearsal Studios 0 
    

 
 
 
 

 

What best describes your business setup? 
 
 
 

Self employed 0   
   

Sole trader 0  
   

Partnership 0  

Limited liability partnership  1 (33.3%) 

(LLP)   

Limited company   2 (66.7%) 

Do not know 0 
  

    

Prefer not to say 0   
    

Other 0   

 

 

 

Yes 

 

 

Prefer not to say 

16  

43  

6  
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Indie 

Traditional (Scottish) 

 

Classical/chamber 

 

 

 

 

 

Singer/songwriter 

Hip-Hop / Rap 

  

 

 

 

 

If you selected Other, please specify: 
 

No responses 
 
 

 

What genres of music does your work encompass? (please select all that apply) 
 
 
 

 

 

 

 

 

 

 2 (66.7%) 

 1 (33.3%) 

1 (33.3%)  

 2 (66.7%) 
 
 
 
 
 
 

 
 

If you selected Other, please specify: 
 

No responses 
 
 

 

How many years has your business been trading? 
 
 
 

1 0  
  

2 0 
  

3 0 
  

4 0 
  

5 0 
  

6 0 
  

7 0 
  

8 0 
  

9 0 

10  1 (33.3%) 

11 0 
 

 

 

 

 



94 / 484 
 

 

 

12 0  
   

13 0  
   

14 0  
   

15 0  
   

16 0  
   

17 0  
   

18 0  
   

19 0  
   

20 0  
   

21 0  
   

22 0  
   

23 0  

24  1 (33.3%) 

25 0 
 

   

26 0  

27  1 (33.3%) 

28 0 
 

   

29 0  
   

30 0  
   

31 0  
   

32 0  
   

33 0  
   

34 0  
   

35 0  
   

36 0  
   

37 0  
   

38 0  
   

39 0  
   

40 0  
   

41 0  
   

42 0  
   

43 0  
   

44 0  
   

45 0  
   

46 0  
   

47 0  
   

48 0  
   

49 0  
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How many full-time staff are employed at your company? 
 
 
 

0 0  

1  1 (33.3%) 

2 0 
 

   

3 0  

4  1 (33.3%) 

5 0 
 

6-10  1 (33.3%) 

11-15 0 
 

   

16-20 0  
   

Over 20 0  
 
 
 
 

 

How many part-time staff are employed at your company? 
 
 
 

0  1 (33.3%) 
   

1  1 (33.3%) 

2 0 
 

   

3 0  

4  1 (33.3%) 

5 0 
 

   

6-10 0  
   

11-15 0  
   

16-20 0  
   

Over 20 0  
 
 
 
 

 

What was your companies income for 2018? 
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Which music industry stakeholders do you interact with? (please select all that apply) 

Under £20,000 0 
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Music Creators  

Live Music Venues    3 (100%) 

Music Festivals    3 (100%) 

Promoters    3 (100%) 

Record Labels     

Music Distribution Services     

Recording Studios     

Rehearsal Studios 0 
   

Music Producers  1 (33.3%)   

Music Publishers 0 
   

     

Music Instrument Retail 0    
     

Music Instrument Makers 0    
     

Record Shops 0    
     

Funding Opportunities 0    

Networks and Agencies  1 (33.3%)   

Music Education   2 (66.7%)  

Radio 0 
   

TV  1 (33.3%)   

Press 0 
   

Artist / Band Managers  3 (100%) 

Live Agents  2 (66.7%)  

Accountants  1 (33.3%)  

Music Lawyers  1 (33.3%)  

Marketing and PR 0 
   

     

Other 0    
 

Multi answer: Percentage of respondents who selected each answer option (e.g. 100% would represent that all 
this question's respondents chose that option) 

 
 
 
 

If you selected Other, please specify: 
 

No responses 
 
 

 

How much of your companies revenue is generated by music-related activities? 

 

 

 2 (66.7%) 

 

 

 

 1 (33.3%) 

1 (33.3%) 

1 (33.3%) 

 

 
 



98 / 484 
 

 

 
 

Less than 20% 0  
  

20 - 40% 0 
  

40 - 60% 0 
  

60 - 80% 0 

80 - 100%   2 (66.7%) 
    

All activities are  1 (33.3%)  
music-related - 100%    

 
 
 
 
 

What best describes your business setup? 
 
 
 

Self employed  

Sole trader 0 
 

   

Partnership 0  
   

Limited liability partnership 0  
(LLP)   

Limited company 0  
   

Do not know 0  
   

Prefer not to say 0  

Other  1 (20%) 
 
 
 
 

 

If you selected Other, please specify: 
 

Showing 1 response 

NPO 741178-741169-82490873 

 
 

 
What genres of music do you promote? (please select all that apply) 
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Rock     4 (80%)  

Indie      5 (100%) 

Traditional (Scottish)  1 (20%)     

Pop     4 (80%)  

Folk   2 (40%)    

Jazz    3 (60%)   

Dance   2 (40%)    

Classical/chamber 0 
     

Singer/songwriter    3 (60%)   

Hip-Hop / Rap    3 (60%)   

Other   2 (40%)    
 
 
 
 
 
 
 

If you selected Other, please specify: 
 

Showing all 2 responses 

world, Americana 741178-741169-81343900 

Electronic 741178-741169-81422245 

 
 

 
How many years has your business been trading? 

 
 
 

1 0  
  

2 0 

3  1 (20%) 

4 0 
 

5  1 (20%) 

6 0 
 

   

7 0  
   

8 0  
   

9 0  
   

10 0  
   

11 0  

12  1 (20%) 

13 0 
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14 0  
  

15 0 
  

16 0 

17  1 (20%) 

18 0 
 

19  1 (20%) 

20 0 
 

   

21 0  
   

22 0  
   

23 0  
   

24 0  
   

25 0  
   

26 0  
   

27 0  
   

28 0  
   

29 0  
   

30 0  
   

31 0  
   

32 0  
   

33 0  
   

34 0  
   

35 0  
   

36 0  
   

37 0  
   

38 0  
   

39 0  
   

40 0  
   

41 0  
   

42 0  
   

43 0  
   

44 0  
   

45 0  
   

46 0  
   

47 0  
   

48 0  
   

49 0  
   

50 0  
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How many full-time staff are employed at your company? 
 
 
 

0  1 (20%) 

1   

2 0 
 

   

3 0  
   

4 0  
   

5 0  
   

6-10 0  
   

11-15 0  
   

16-20 0  
   

Over 20 0  
 
 
 
 

 

How many part-time staff are employed at your company? 
 
 
 

0   3 (60%) 

1  2 (40%)  

2 0 
  

    

3 0   
    

4 0   
    

5 0   
    

6-10 0   
    

11-15 0   
    

16-20 0   
    

Over 20 0   
 
 
 
 

 

What was your income for 2018? 
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Under £20,000   3 (60%) 
    

£20,000 – £49,999  2 (40%)  

£50,000 – £99,999 0 
  

    

£100,000 – £199,999 0   
    

£200,000 – £299,999 0   
    

£300,000 - £399,999 0   
    

£400,000 – £499,999 0   
    

£500,000 - £699,999 0   
    

£700,000 - £1,000,000 0   
    

Over £1,000,000 0   
 
 
 
 

 

Which music industry stakeholders do you interact with? (please select all that apply)  
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Music Creators     5 (100%) 

Live Music Venues     5 (100%) 

Music Festivals     4 (80%)  

Aux Services (Lights, PA,     5 (100%) 

Security, Stage hire)       

Record Labels  3 (60%)   

Music Distribution Services  1 (20%)      

Recording Studios  1 (20%)      

Rehearsal Studios  2 (40%)    

Music Producers  1 (20%)      

Music Publishers  1 (20%)      

Music Instrument Retail 0 
     

       

Music Instrument Makers 0      

Record Shops   2 (40%)    

Funding Opportunities   2 (40%)    

Networks and Agencies  1 (20%)     

Music Education  1 (20%)     

Radio    3 (60%)   

TV  1 (20%)     

Press      5 (100%) 

Artist / Band Managers      5 (100%) 

Live Agents      5 (100%) 

Accountants  1 (20%)     

Music Lawyers  1 (20%)     

Marketing and PR     4 (80%)  
 

Multi answer: Percentage of respondents who selected each answer option (e.g. 100% would represent that all 
this question's respondents chose that option) 

 
 
 
 

If you selected Other, please specify: 
 

No responses 
 
 

 

Do you think it is possible to achieve an even gender split at festivals in Scotland? 
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Is secondary ticketing a problem for the live music sector? 
 
 
 

Yes  1 (20%)  

No  1 (20%) 

Do not know   2 (40%) 

Prefer not to say  1 (20%)  

 
 
 
 

 

If you selected Yes, please specify why. 
 

Showing 1 response 

Takes money out of the industry and disenfranchises genuine fans. Also 
undermines trust in the fairness of ticket distribution. 

741178-741169-81343900 

 
 

 
What best describes your business setup? 

 
 
 

Self employed   2 (50%) 

Sole trader 0 
  

    

Partnership 0   
    

Limited liability partnership 0   
(LLP)    

Limited company 0   

Do not know  1 (25%)  

Prefer not to say 0 
  

Other  1 (25%)  
 
 
 
 

 

If you selected Other, please specify: 

 

 

Prefer not to say 
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Showing 1 response 

Community Interest Company 741178-741169-82070095 

 
 
 

What type of venue do you operate? 
 
 
 

Bar / Pub   2 (50%) 

Small Music Venue (<350)  1 (25%)  

Medium Music Venue (351-650) 0 
  

Large Music Venue (>651)  1 (25%)  

Arts Centre 0 
  

    

Concert Hall / Auditorium 0   
    

Theatre 0   
 
 
 
 

 

What genres of music does your work encompass? (please select all that apply) 
 
 
 

Rock    3 (75%) 

Indie    3 (75%) 

Traditional (Scottish)     

Pop    3 (75%) 

Folk     

Jazz     

Dance    3 (75%) 

Classical/chamber     

Singer/songwriter     

Hip-Hop / Rap    3 (75%) 

Other 0 
   

 
 
 
 
 
 
 

If you selected Other, please specify: 
 

No responses 

 

 

 

 

 

 2 (50%) 

 

 1 (25%) 

1 (25%)  

 

 1 (25%) 

 2 (50%) 
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How many years has your business been trading? 
 
 
 

1 0  
  

2 0 
  

3 0 
  

4 0 
  

5 0 

6  1 (25%) 

7 0 
 

   

8 0  

9  1 (25%) 
   

10  1 (25%) 

11 0 
 

   

12 0  
   

13 0  
   

14 0  
   

15 0  
   

16 0  
   

17 0  
   

18 0  
   

19 0  
   

20 0  

21  1 (25%) 

22 0 
 

   

23 0  
   

24 0  
   

25 0  
   

26 0  
   

27 0  
   

28 0  
   

29 0  
   

30 0  
   

31 0  
   

32 0  
   

33 0  
   

34 0  
   

35 0  
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36 0 
  

37 0 
  

38 0 
  

39 0 
  

40 0 
  

41 0 
  

42 0 
  

43 0 
  

44 0 
  

45 0 
  

46 0 
  

47 0 
  

48 0 
  

49 0 
  

50 0 
 
 
 
 
 

How many full-time staff are employed at your company? 
 
 
 

0   2 (50%) 

1 0 
  

    

2 0   
    

3 0   

4  1 (25%)  

5 0 
  

6-10  1 (25%)  

11-15 0 
  

    

16-20 0   
    

Over 20 0   
 
 
 
 

 

How many part-time staff are employed at your company? 
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0   2 (50%) 

1 0 
  

2  1 (25%)  

3 0 
  

    

4 0   
    

5 0   

6-10  1 (25%)  

11-15 0 
  

    

16-20 0   
    

Over 20 0   
 
 
 
 

 

What was your income for 2018? 
 
 
 

Under £50,000  1 (25%) 
   

£50,000 – £99,999   

£100,000 – £199,999 0 
 

   

£200,000 – £299,999 0  
   

£300,000 - £399,999 0  
   

£400,000 – £499,999 0  
   

£500,000 - £699,999 0  
   

£700,000 - £999,999 0  
   

Over £1,000,000 0  
 
 
 
 

 

Which music industry stakeholders do you interact with? (please select all that apply) 
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Music Creators    3 (75%)  

Music Festivals     4 (100%) 

Promoters     4 (100%) 

Aux Services (Lights, PA,   2 (50%)   
Security, Stage hire)      

Record Labels   2 (50%)   

Music Distribution Services  1 (25%)    

Recording Studios  1 (25%)    

Rehearsal Studios   2 (50%)   

Music Producers    3 (75%)  

Music Publishers  1 (25%)    

Music Instrument Retail  1 (25%)    

Music Instrument Makers 0 
    

Record Shops  1 (25%)    

Funding Opportunities  1 (25%)    

Networks and Agencies  1 (25%)    

Music Education    3 (75%)  

Radio  1 (25%)    

TV 0 
    

Press   2 (50%)   

Artist / Band Managers    3 (75%)  

Live Agents     4 (100%) 

Accountants 0 
    

      

Music Lawyers 0     

Marketing and PR  1 (25%)    

Other 0 
    

 

Multi answer: Percentage of respondents who selected each answer option (e.g. 100% would represent that all 
this question's respondents chose that option) 

 
 
 
 

If you selected Other, please specify: 
 

No responses 
 
 

 

What method does your venue adopt to stage gigs? 
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In-house promoter   2 (50%) 

Venue hire by an independent  1 (25%)  

promoter    

Both in-house promoter and  1 (25%)  

independent promoter    

 
 
 
 
 

Do you provide disabled access at your venue? 
 
 
 

Yes   2 (50%) 

No  1 (25%)  

Do not know 0 
  

Prefer not to say  1 (25%)  

 
 
 
 

 

Do you provide a safe space for women or promote any types of initiatives relating to this? 
 
 
 

Yes   3 (75%) 

No 0 
  

    

Do not know 0   

Prefer not to say  1 (25%)  

 
 
 
 

 

Have you had any issues with the following factors in the last five years? (please select all that 
apply) 

 
 
 

Increased business rates   2 (50%) 

Parking / loading issues   2 (50%) 

Licensing issues  1 (25%)  

Noise complaints 0 
  

    

New developments (housing, 0   
business..)    

Other 0   
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If you selected Other, please specify: 
 

No responses 
 
 

 

What best describes your business setup? 
 

 
 

 

If you selected Other, please specify: 
 

No responses 
 
 

 

What is your festivals setting? 
 

 
 

 

If you selected Other, please specify: 
 

No responses 
 
 

 

What genres of music does your festival host? (please select all that apply) 

 

 

 

 

 

 

Self employed 0 

Sole trader  

Partnership 0 

Limited liability partnership 0 
(LLP) 

 
Limited company 

Do not know 

Prefer not to say 

 

 

 

 

 

Rural 
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Rock 0  
  

Indie 0 

Traditional (Scottish)  1 (50%) 

Pop 0 
 

   

Folk 0  

Jazz  1 (50%) 

Dance 0 
 

Classical/chamber  1 (50%) 
   

Singer/songwriter  1 (50%) 

Hip-Hop / Rap 0 
 

Other  1 (50%) 
 
 
 
 
 
 
 

If you selected Other, please specify: 
 

Showing 1 response 

BLUES! 741178-741169-81436761 

 
 

 
How long has your festival been operating? 

 
 
 

Under 5 years 0  
   

5 - 10 years 0  
   

10 - 15 years 0  
   

15 - 20 years 0  

More than 20 years  2 (100%) 
 
 
 
 

 

How many full-time staff are employed at your company? 
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0  1 (50%) 

1 0 
 

   

2 0  
   

3 0  
   

4 0  
   

5 0  

6-10  1 (50%) 

11-15 0 
 

   

16-20 0  
   

Over 20 0  
 
 
 
 

 

How many part-time staff are employed at your company? 
 
 
 

0 0  

1  1 (50%) 

2 0 
 

   

3 0  
   

4 0  
   

5 0  

6-10  1 (50%) 

11-15 0 
 

   

16-20 0  
   

Over 20 0  
 
 
 
 

 

What was your festivals income for 2018? 
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Under £50,000  1 (50%) 

£50,000 – £99,999 0 
 

   

£100,000 – £199,999 0  
   

£200,000 – £299,999 0  
   

£300,000 - £399,999 0  
   

£400,000 – £499,999 0  

£500,000 - £699,999  1 (50%) 

£700,000 - £1,000,000 0 
 

   

Over £1,000,000 0  
 
 
 
 

 

Which music industry stakeholders do you interact with? (please select all that apply)  
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Music Creators  1 (50%)  

Live Music Venues   2 (100%) 

Promoters  1 (50%)  

Aux Services (Lights, PA,  1 (50%)  
Security, Stage hire)    

Record Labels 0   
    

Music Distribution Services 0   
    

Recording Studios 0   
    

Rehearsal Studios 0   
    

Music Producers 0   
    

Music Publishers 0   

Music Instrument Retail  1 (50%)  

Music Instrument Makers 0 
  

    

Record Shops 0   

Funding Opportunities  2 (100%) 

Networks and Agencies  1 (50%)  

Music Education  2 (100%) 

Radio  1 (50%)  

TV 0 
  

Press  1 (50%)  

Artist / Band Managers  1 (50%)  

Live Agents  1 (50%)  

Accountants  1 (50%)  

Music Lawyers 0 
  

Marketing and PR  1 (50%)  

Other 0 
  

 

Multi answer: Percentage of respondents who selected each answer option (e.g. 100% would represent that all 
this question's respondents chose that option) 

 
 
 
 

If you selected Other, please specify: 
 

No responses 
 
 

 

Do you actively pursue an even gender balance at your festival? 
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What best describes your business setup? 
 
 
 

Self employed  1 (50%) 

Sole trader 0 
 

   

Partnership 0  
   

Limited liability partnership 0  
(LLP)   

Limited company 0  
   

Do not know 0  

Prefer not to say  1 (50%) 

Other 0 
 

 
 
 
 

 

If you selected Other, please specify: 
 

No responses 
 
 

 

What genres of music does your work encompass? (please select all that apply) 

 

 

Prefer not to say 
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Rock  2 (100%) 

Indie  2 (100%) 

Traditional (Scottish)  2 (100%) 

Pop  2 (100%) 

Folk  2 (100%) 

Jazz  2 (100%) 

Dance  1 (50%)  

Classical/chamber 0 
  

Singer/songwriter   2 (100%) 

Hip-Hop / Rap  1 (50%)  

Other 0 
  

 
 
 
 
 
 
 

If you selected Other, please specify: 
 

No responses 
 
 

 

How many years have you worked in the live sector? 
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1 0  
  

2 0 
  

3 0 
  

4 0 
  

5 0 
  

6 0 
  

7 0 
  

8 0 
  

9 0 
  

10 0 
  

11 0 
  

12 0 
  

13 0 
  

14 0 
  

15 0 
  

16 0 
  

17 0 
  

18 0 
  

19 0 
  

20 0 
  

21 0 
  

22 0 
  

23 0 
  

24 0 
  

25 0 

26  1 (50%) 

27 0 
 

   

28 0  
   

29 0  

30  1 (50%) 
 
 
 
 
 

What was your income for 2018?  
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In an average month, how many days do you work? 

Under £9,999 0 
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Which music industry stakeholders do you interact with? (please select all that apply) 

1 (100%) 

 

1 0 
  

2 0 
  

3 0 
  

4 0 
  

5 0 
  

6 0 
  

7 0 
  

8 0 
  

9 0 
  

10 0 
  

11 0 
  

12 0 
  

13 0 
  

14 0 
  

15 0 
  

16 0 
  

17 0 
  

18 0 
  

19 0 
  

20 0 
  

21 0 

22 
 

23 0 
  

24 0 
  

25 0 
  

26 0 
  

27 0 
  

28 0 
  

29 0 
  

30 0 
  

31 0 
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Music Creator   2 (100%) 

Live Music Venues   2 (100%) 

Music Festivals   2 (100%) 

Promoters   2 (100%) 

Aux Services (Lights, PA,   2 (100%) 

Security, Stage hire)    

Record Labels 0   
    

Music Distribution Services 0   

Recording Studios  1 (50%)  

Rehearsal Studios 0 
  

Music Producers  1 (50%)  

Music Publishers 0 
  

Music Instrument Retail  1 (50%)  

Music Instrument Makers 0 
  

Record Shops  1 (50%)  

Funding Opportunities  1 (50%)  

Networks and Agencies  1 (50%)  

Music Education 0 
  

Radio  1 (50%)  

TV  1 (50%)  

Press  1 (50%)  

Artist / Band Managers   2 (100%) 

Live Agents   2 (100%) 

Accountants  1 (50%)  

Music Lawyers 0 
  

Marketing and PR  1 (50%)  

Other 0 
  

 

Multi answer: Percentage of respondents who selected each answer option (e.g. 100% would represent that all 
this question's respondents chose that option) 

 
 
 
 

If you selected Other, please specify: 
 

No responses 
 
 

 

What best describes your business setup? 
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If you selected Other, please specify: 
 

No responses 
 
 

 

What genres of music does your work encompass? (please select all that apply) 
 

 
 

 

If you selected Other, please specify: 
 

No responses 
 
 

 

How many years has your business been trading? 

 
 

Self employed 0 

Sole trader 0 

Partnership 0 

Limited liability partnership 0 
(LLP) 

 
Limited company 0 Do 

not know 0 

Prefer not to say 0 

  

 

 

 

 

 
 

  

Indie 0 

Traditional (Scottish) 0 

  

Folk 0 

Jazz 0 

  

Classical/chamber 0 

Singer/songwriter 0 

Hip-Hop / Rap 0 
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1 0 
  

2 0 
  

3 0 
  

4 0 
  

5 0 
  

6 0 
  

7 0 
  

8 0 
  

9 0 
  

10 0 
  

11 0 
  

12 0 
  

13 0 
  

14 0 
  

15 0 
  

16 0 
  

17 0 
  

18 0 
  

19 0 
  

20 0 
  

21 0 
  

22 0 
  

23 0 
  

24 0 
  

25 0 
  

26 0 
  

27 0 
  

28 0 
  

29 0 
  

30 0 
  

31 0 
  

32 0 
  

33 0 
  

34 0 
  

35 0 
  

36 0 
  

37 0 
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38 0 
  

39 0 
  

40 0 
  

41 0 
  

42 0 
  

43 0 
  

44 0 
  

45 0 
  

46 0 
  

47 0 
  

48 0 
  

49 0 
  

50 0 
 
 
 
 
 

How many full-time staff are employed at your company? 
 

 
 

 

How many part-time staff are employed at your company? 
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What was your companies income for 2018? 
 

 
 

 

Which music industry stakeholders do you interact with? (please select all that apply) 

 
 

  

  

  

  

  

  

  

  

  

  

 

 

 
 

Under £10,000 0 

  

  

  

  

£50,000 - £69,999 0 
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Music Creators  0 

Live Music Venues 0 

Music Festivals 0 

Promoters 0 

Record Labels 0 

Music Distribution Services 0 

Recording Studios 0 

Music Producers 0 

Music Publishers  0 

Music Instrument Retail 0 

Music Instrument Makers  0 

Record Shops 0 

Funding Opportunities 0 

Networks and Agencies 0 

Music Education 0 

Radio 0 

TV 0 

Press 0 

Artist / Band Managers 0 

Live Agents 0 

Accountants 0 

Music Lawyers 0 

Marketing and PR 0 

Other 0 
 

Multi answer: Percentage of respondents who selected each answer option (e.g. 100% would represent that all 
this question's respondents chose that option) 

 
 
 
 

If you selected Other, please specify: 
 

No responses 
 
 

 

Have you lost earnings as a result of the Covid-19 pandemic? 
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Yes  4 (100%) 

No 0 
 

   

Do not know 0  
   

Prefer not to say 0  

 
 
 
 

 

What percentage of your usual work have you been able to conduct during the pandemic? 
 
 
 

I have had no regular work  4 (100%) 

Below 20% 0 
 

   

20% - 40% 0  
   

40% - 60% 0  
   

60% - 80% 0  
   

80 - 100% 0  
   

My work continued as normal 0  
 
 
 
 

 

Have you taken on additional work outside the music industries during the pandemic as a result of 
financial hardship? 

 
 
 

Yes   3 (75%) 

No 0 
  

    

Do not know 0   

Prefer not to say  1 (25%)  

 
 
 
 

 

Did you apply for any Covid relief funds? 
 
 
 

Yes  1 (25%)  
   

No   3 (75%) 

Do not know 0 
  

    

Prefer not to say 0   
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If you selected Yes, please specify whether you were succesful. 
 

Showing 1 response 

partially 741178-741169-82068515 

 
 

 
As a freelancer/self-employed, have you received an adequate level of financial support during the 
pandemic? 

 
 
 

Yes 0  

No   

Do not know 0 
 

Prefer not to say  1 (25%) 
 
 
 
 

 

Have you lost earnings as a result of the Covid-19 pandemic? 
 
 
 

Yes  

No   10 (25%) 

Do not know  1 (2.5%)  

Prefer not to say  1 (2.5%)  

 
 
 
 

 

What percentage of your usual work have you been able to conduct during the pandemic? 
 

 
 

 

Have you taken on additional work outside the music industries during the pandemic as a result of 

 

 

 

 

 

I have had no regular work 

Below  

 

 

 

80 - 100% 

9  

5  

7  

3  

5  

5  

My work continued as normal  
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financial hardship? 
 

 
 

 

Has your company let go of staff as a result of the pandemic? 
 

 
 

 

Did you or your company apply for any Covid relief funds? 
 
 
 

Yes   21 (53.8%) 

No   16 (41%) 

Do not know 0 
  

Prefer not to say  2 (5.1%)  

 
 
 
 

 

If you selected Yes, please specify whether you were succesful. 
 

Showing first 5 of 21 responses 

Yes a small amount 741178-741169-81333851 

partly 741178-741169-81334679 

Yes 741178-741169-81334423 

Yes 741178-741169-81335127 

Successful 741178-741169-81336183 

 
 

 
Has Covid-19 impacted your companies growth in the music industries for the period 2020/21? 

 

 

 

 

Yes 

 

 

Prefer not to say 

11  

27  

 

2 (5%) 

Yes 

 

 

9  

29  

 

Prefer not to say 2 (5%) 



 

 

 
 

Yes   22 (55%) 

No  9 (22.5%)  

Do not know  9 (22.5%)  

Prefer not to say 0 
  

 
 
 
 

 

If yes, what projected percentage of growth has been lost as a result of the Covid-19 pandemic? 
 
 
 

No loss   6 (22.2%) 

1-2% 0 
  

    

3-4% 0   

5-6%  2 (7.4%)  

7-8%  1 (3.7%)  

9-10%  1 (3.7%)  

Over 10%    
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