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RESUMÉ
Denne afhandling er et branchestudie om, hvordan statslig kunststøtte på bedst mulig vis kan
imødekomme vilkårene for danske mellemlags-musikere. Målet er at belyse, hvordan denne type musiker
får gavn af det nuværende kunststøttesystem og i forlængelse heraf, hvordan systemet kan styrkes for at
sikre en rig og divers musikscene i Danmark. Med udgangspunkt i det nuværende kunststøttesystem,
etableret omkring årtusindeskiftet, stiller vi spørgsmålstegn ved, hvorvidt det er tidssvarende. På baggrund
af strukturelle og disruptive forandringer af musikindustrien bidrager studiet til forståelse af, hvad det
indebærer at være musiker i dagens branche og hertil, hvilke udfordringer, der gør sig gældende.
Som teoretisk udgangspunkt belyser vi overordnede økonomiske forhold med afsæt i superstar economy
og den store økonomiske ulighed blandt musikere. Hertil, hvordan the long tail har øget konkurrencen
blandt musikere om publikums opmærksomhed. Fra et artist perspektiv benytter vi teori om creative
labour som grundlag for, hvordan indre motivation og ydre parametre gør sig gældende i et kunstnerisk
hverv.
Som fundament for musikbranchens udvikling vil vi fra et dansk perspektiv beskrive digitaliseringens
indtog og hertil, hvordan en økonomisk omfordeling fra industrien for indspillet musik til
rettighedsforvaltning og industrien for live musik har ændret gældende forhold for musikere. I forlængelse
heraf, hvordan musikere i dagens branche i høj grad agerer som entreprenører for at skabe opmærksomhed
om deres kunstneriske projekter såvel som for at skabe sunde forretningsmodeller. Fra et kulturpolitisk
perspektiv vil vi opridse de politiske vinde, der har formet det danske kulturliv og ydermere beskrive
fundamentet, som den danske kulturpolitik hviler på.
Projektets analyse tager udgangspunkt i 15 interviews med danske musikere og branche aktører. Med
afsæt i personlige erfaringer bidrager disse med perspektiver på både udfordringer ved etablering af en
kunstnerisk karriere, men også konkrete forslag til forbedringer af den danske statslige kunststøtte.
Ydermere stiller vores analyse fokus på, hvilke segmenter inden for musikbranchen, som kunststøtten
understøtter. Med et særligt fokus på de regionale spillesteder belyser vi, hvordan denne institution er
tiltænkt en signifikant rolle i dansk musikliv, men stiller spørgsmålstegn ved, hvorvidt spillesteder, som
ramme for den rytmiske musik, er den bedst tænkelige måde at imødekomme disse musikeres udfordringer
på.
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INTRODUCTION
This dissertation is a business study on how the public funding system most effectively can support Danish
middle-layer musicians. The purpose is to understand how these musicians benefit from the current
funding system and, in extension of that, how the system can be improved in order to secure a rich and
diverse music scene within Denmark.
The backdrop for this study was a reflection on whether the current funding system meets the challenges
of today’s music industry. Funding towards the rhythmic music scene has its origin in the ‘law for venue
support’, which was introduced in the 1990’s. This also marks the first formal acknowledgment of
rhythmic music as an artistic genre on the same level as other spheres of art such as theater, classical
music, visual arts et cetera. Back then, the music industry was characterized by the dominance of major
record labels. The funding system was established to counter the power of these and ensure a sufficient
degree of balance within the landscape for rhythmic music. The scheme was established to secure an
ecosystem for rhythmic music. In addition, the system was a way of enabling rhythmic music to reach
across the whole country for the benefit of the whole population. Still, the overriding aim was to
accommodate the challenges of professional musicians and guarantee a high level of quality and diversity
within the industry.
Since then, the music industry has been subject to notable developments, shifts and impacts, all
intertwined in some way or another. Some of these are internal to the market for music, others stem from
external changes in global contexts and movements of progress. Perhaps, no other area of progress has had
such profound effect on the music industry as digitalization. The shift from physical listening formats to
digital streaming services has fundamentally changed the industry and its business models. Gone are the
days when labels had to plough a considerable amount of money into the production of an album with an
artist without genuine knowledge of the artist’s capabilities of developing further. Today, record labels can
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release a single track, assess the feedback, and on the basis of that, make an educated decision on further
action.
Digitalization has also democratized the industry. For example, labels have lost their de facto monopoly on
the distribution of music, which they enjoyed in the era of physical sales. Today, everyone can create an
album and distribute it on streaming services like Spotify. For this reason, the amount of available music
has never been greater than today. One consequence, which this democratization has brought about, is that
musicians, to a much larger degree, are competing against each other for awareness. Moreover, the
emergence of playlist oriented listening, rather than album listening, has meant that people listen to a wide
range of different artists, but only a very limited number of songs by each of them. It is evident that
playlists, curated by the service providers, attract high numbers of listeners and, as a result, have become
an important channel to market and showcase music. However, in many cases, these playlists are curated
and controlled by the streaming services themselves as well as the major labels. Consequently, artists that
have not made a public breakthrough nor fit the streaming landscape, find it difficult to earn money from
the release of music. Where artists in the past could rely on income from recorded music, recorded music
today has become secondary and more of a promotion tool in order to become an attractive live artist.
Whilst some areas of the music industry have suffered from falling figures and negatives curves, others are
experiencing growth, e.g. the live sector. For some artists, the increase in live revenue has counteracted the
decrease in revenue from recorded music. This growth, however, has led to increased competition in the
live market; new festivals, concert halls and venues are all fighting it out in an effort to enlarge their share
of the market. As it often is the case, the giants, in this case major festivals and international booking
agencies reap the rewards. Additionally, they cause tremendous challenges for the smaller sized actors and
venues, which, coincidentally, exist to support and present a segment of artists that are already feeling the
pressure of aforementioned developments, i.e. middle-layer artists.
Interestingly, the funding landscape for rhythmic music has remained relatively unchanged in regard to the
areas of the industry, which are funded. For example, the venue support scheme is based on a music
industry, which, as alluded to above, has been exposed to several notable developments, e.g. a blossoming
live sector and an escalating superstar effect. This begs the question, does the funding scheme need
updating?
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1.1 Research question
In light of the developments, which the music business has been subject to, we wish to explore the
conditions for Danish middle-layer artists, and, in continuation of this, what the Danish funding system
can do in order to accommodate the needs of these artists. Therefore, the research question, to be
answered, is:
➢ How does the current public funding system meet the challenges of the Danish middle-layer
musicians?
Throughout this paper we will examine and answer our research question by asking seven sub-questions.
First, to create a basic understanding of the public funding system within Denmark, we will describe: 1)
What are the objectives of the Danish public funding system and why do we need to fund musicians? Next,
we will, from a theoretical point of view, address some of the industry phenomenons and what labour
conditions are like: 2) What are the conditions that musicians work under? Following this, we will review
the literature on the music industry and its developments: 3) How has the music business developed
throughout the past 20 years? This section is an examination of the global developments, but reviewed
through a Danish lens.
The analysis comprises three parts which firstly address the question: 4) What are the needs and
challenges that middle-layer musicians are facing? This part will address the perspectives identified in our
interviews. Secondly, the question: 5) How does the public funding system allocate subsidies? will
examine the areas, which benefit from the governmental subsidies. In doing so, we will explore the
opinions of our informants on the available pools and support programs and, thereby, answer sub-question:
6) How does the public funding system benefit middle-layer musicians and where does it fail? Finally, on
the basis of our analysis, we will discuss question: 7) How can the public funding system most effectively
support middle-layer musicians?
The underlying purpose of this dissertation is to broaden the discussion on what the needs and challenges
are for rhythmic musicians, and in continuance of this, how subsidies are distributed most effectively in
order to plug the gaps in the market. We hope that our work can provide useful knowledge for the Danish
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Arts Foundation and contribute towards qualified decision making concerning the support of the rhythmic
music scene.

1.2 Definition of key terms
➢ The music business and music industry: We use these two terms interchangeably. As a general
rule, our definition is broad and, thus, includes companies, organisations, associations as well
as individuals, which are involved in managing, promoting, distributing, selling, performing
and creating music.
➢ The public funding system and state/governmental subsidies: Whenever these terms are used
in the report, or small variations of these, they refer to the Danish Arts Foundation.
➢ Middle-layer musician: The term is used to encapsulate people who, first and foremost,
identify themselves as musicians by either performing or creating music. They are neither
amateur acts nor superstars. The boundaries are very fluid and it is difficult to identify rigid
criteria, e.g. streaming numbers or the number of concerts that the artist has been playing; a
small singer-songwriter can play a dozen of shows but still struggle to break through to a
bigger crowd. Also, some artists at some point might have had huge record sales and been
large acts, but later dropped back down, and, therefore, become a middle-layer musician. This
means that we are dealing with a very large and heterogenous group of artists, which differ in
regard to genre, number of band members and degree of success. They do, however, have a
high degree of skill and ambition in common. In short, the term middle-layer musician is a
pragmatic choice, which enables us to refer to musicians, who are not amateurs nor big stars.
Also, we must note that it only refers to rhythmic musicians, and, therefore, not classical
musicians for example.
➢ Talent development: We refer to this term quite regularly throughout the report as it forms part
of the set of objectives of the Arts Foundation. When we use the term, it does not connote
traditional music teaching. Rather, it concerns many of the areas around the ‘core’ activity of
an artist, e.g. how to strategize, promote, build a brand, establish partnerships, etc. The talent
we refer to here is not amateur talent. Rather, it is musicians, who have professional

8! / !132

Master Thesis, Christian Peck-Thorsted & Johan Kruse, 2020
Management of Creative Business Processes, Copenhagen Business School

ambitions, and who have a desire to reach the next level. They might be middle-layer artists,
but at the young and not yet established end of the spectrum.

1.3 The Danish public funding system
The following section will establish a fundamental understanding of the Danish public funding system,
and more specifically the Danish Arts Foundation. Following that, we will turn our attention to the venue
support as this program was implemented to act as a comprehensive framework for rhythmic music. These
introductory sections will contribute towards answering our sub-question: 1) What are the objectives of the
Danish public funding system and why do we need to fund musicians?
State subsidies are divided among two levels of public administration in Denmark: the central government
and municipal councils (Kultur Ministeriet, n.d.). In addition, private subsidies form part of the total
support landscape. For example, Koda, which is a non-profit rights collection organization, subsidised the
Danish music industry with dkk 71 million in 2018 (Koda, 2018). There exists other private funding
options, however, this paper only concerns itself with those of the Danish Arts Foundation.
At the state level, the government sits on top. Beneath this level, the different ministries can be located,
and this is where the Ministry of Culture operates. This ministry was founded in 1961 and is responsible
for cultural spheres and industries such as music, theatre, film, libraries, sport and copyright among other
things. Activities within these areas are funded in whole or in part by the state and municipalities through
taxation and profits from the national lottery (Kultur Ministeriet, n.d.).

1.4 The Danish Arts Foundation
The principal governmental agency in support of the arts and culture in Denmark is the Danish Arts
Foundation, which allocates the funds provided by the Ministry of Culture. In its own words, the
foundation sets out to: “(...) spread the arts to a wide audience all over Denmark, to promote Danish art
internationally, and to pave the way for talented artists.” (kunst, B, n.d.). In this statement, there appears to
be three key focus areas; namely that of a national geographical spread of the arts, an international focus
as well as a focus on developing artists. These objectives echo the foundational pillars and principles of
Danish cultural policy, which we will examine in section 3.3.
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The Danish Arts foundation was founded in 1964, as currently constituted, and is financed mainly by the
finance bill. For example, in 2019, the Arts Foundation received dkk 468,8 million from the finance bill,
and dkk 69,9 million from so called distribution funds. The latter refers to the profits generated by the
national lottery (Udlodningsmidler, n.d.). For artists and art projects, the Danish Arts Foundation
constitutes the main state-level funding option. The foundation receives approximately 12.500 applications
annually spread across 60 different programs, of which around half receive grants (kunst, B, n.d.).
There are 16 committees, which are responsible for the allocation of grants (kunst, B, n.d). The members
of the committees are either picked by the Minister of Culture or the board of representatives of the Arts
Foundation (kunst, C, n.d.). Four of these committees are multidisciplinary, the remaining twelve confine
themselves to one sphere of art. For five of these spheres, including music, there are two committees; one,
which distributes support in the form of grants (Legatudvalg for Musik), and one, which distributes grants
for projects (Projektstøtteudvalg for Musik). As seen below, in figure 1, the allocation of funds across the
different committees is illustrated and highlights that support for musical projects is responsible for the
largest proportion of support by a considerable distance.

Figure 1: Allocation of state subsidies among committees in the Danish Arts Foundation (Rigsrevisionen, 2019: 5).
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In its own words, the committee for musical projects exists to allocate subsidies towards activities, which
promote the musical scene in Denmark as well as Danish music overseas (kunst, A, n.d.). This is a wideranging raison d'être, which is also reflected in the broad palette of pools, which this committee
administers. Also, the mission does not indicate any particular receiver of its subsidies, e.g. musicians
alone. Rather, the committee oversees the distribution of subsidies to a range of actors including rhythmic
and classical musicians, music venues and educational institutions.
The committee for grants manages working grants for musicians, including those working within classical
and rhythmic music as well as songwriters and sound artists. This committee, as opposed to the committee
for musical projects, has a more specific target in mind, i.e. the musicians. It can be argued that the
committee for grants in the main establishes a foundation for artistic creation through its distribution of
working grants. These account for around 12 of the 17 DKK million, which this committee is allocated in
total (kunst, 2018).

1.5 The venue support program
Within the public funding system, the music venues are some of the most heavily funded actors, and, thus,
these warrant a particular focus. The subsidy program for venues was established and implemented as part
of the music law in 2001 (Retsinformation, 2014). The reason that the extension of the law came to
fruition was due to several analyses and experimental schemes carried out in the 1990’s, which suggested
that the Danish rhythmic music scene, to fulfil its potential, needed a wide-reaching and comprehensive
framework, which embraced the scene as a whole (Statens Musikråd, 1998). Most significantly was the
work of the report ‘Recommendations for The Law of Venues’1 by the committee for music.
In the report, it was maintained “(...) that it must be a governmental job to secure decent terms for it
(rhythmic music) as an artistic genre like others, in relation to the existing Danish cultural policy.” (Statens
Musikråd, 1998: 9). Moreover, the report explicitly stated that “(...) a law for venue support primarily
should be explored as a support for the professional music and that it in that sense remains a local job to
ensure opportunities for the amateur music scene to unfold (...).” (ibid.: 21). Thus, the venue support
framework was set to be in line with the subsidy programs for theaters, symphony orchestras, and
museums, which aim to create a foundation for each genre's professional artistic expression (ibid).
1 The

original Danish title of the report: Forslag til Spillestedslovgivning (Statens Musikråd, 1998).
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The venue support was established as a twofold program: the royalty-based venues and regional venues.
The underlying financial framework for both was thought of as a 50/50 scheme between the state and
municipalities; the task of the latter was to ensure local engagement and create favorable conditions for a
local rhythmic music scene. The royalty-based program was established to secure a minimum honorarium
for professional musicians by offering what in Danish terms is known as a tariff

2

for each musician

playing. Also, this program was supposed to guarantee a certain level of diversity in the music programs
across Danish venues by making it more affordable for musicians to travel across the country to perform
(Statens Musikråd, 1998).

The mission and objectives of the regional venues
The regional venue program was regarded as a superstructure to the royalty-based program. In order to
accompany the newfound ambitions for Danish rhythmic music, it was considered important “(...) to have
venues with both regional, national and international obligations and, moreover, in larger cities make
space for genre specific venues with a high level of activity.” (ibid.: 28).
In order to get appointed as a regional venue, which is a title you hold for a four-year period, a venue must
follow a list of objectives. These were then and are still as of today identified in a framework-agreement
between the venue and the committee for music. It must be noted that venues are given a degree of leeway
to prioritize these objectives. For the regional venues appointed for the period 2017-2020, seven goals
have been put forward by the committee for music:
“1) to present and promote regional, national and international rhythmic music with a high level
of artistic quality; 2) developing the music scene including upcoming music and niche genres; 3)
to attract a diverse audience with a specific focus towards children and young people; 4)
collaborations with both local, national and international players within the cultural industries
such as genre organizations and education institutions as well as non-cultural players such as the
local primary schools; 5) professional leadership and board; 6) talent development including
presenting local music acts throughout the region as well as at other regional venues across the
country; 7) collaborations with the genre organizations.” (slks, B, n.d.)3.
2 A ‘tariff’:
3

a standard payment. In 2020 the tariff was dkk 2091,33 (artisten, n.d.).

For the regional venues appointed for the period of 2021-2024, the seven goals have been combined into two (slks, 2019).
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The seven goals are not to be met by each venue individually, but to be met by the appointed venues
collectively. In that sense, the regional venues must collectively fulfil the overall mission and vision for
the program:
“The mission for the regional venues is to promote, present, profil and develop the rhythmic
music scene locally, nationally and internationally. The vision for the regional venues is to appear
and act as competent powerhouses that, with a particular focus on diversity and innovation,
promote, present, profile and develop rhythmic music with a high artistic quality.” (slks, A, n.d.).
When the committee for music made its proposal to fund venues, the total costs of the program was set to
be dkk 137 million; note that this number was deemed an even split between the government and the
municipalities. 54% of the total sum was to be allocated to the royalty-based venues and 35% was to be
allocated to the regional venues. The remaining 11% was to be allocated towards supporting pools for
training of venue personnel and music equipment (statens musikråd, 1998); these supporting pools have
never been established. When the system was later implemented, the regional venues in fact received more
money than the royalty-based venues. In 2018, the royalty based venues received dkk 18 million and the
regional venues dkk 33 million from both state and municipalities (kunst, 2018). On this account, the
venue support in total is less than originally proposed. Moreover, the royalty-based venues receive far less,
and, in contrast, the regional venues far more, on a percentual basis, than originally proposed. In that
sense, the professional Danish musicians, who were the traditional beneficiaries and the reason behind the
establishment of the venue support system, primarily through the royalty-based program, have benefitted
slightly less than originally proposed.
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THEORY
The following section will initially attempt to establish an understanding and definition of the music
industry through a theoretical lens. The purpose of the section is to explore our sub-question: 2) What are
the conditions that musicians work under? Firstly, we will examine some of the market mechanisms
within the industry. Subsequently, we will explore the economic market conditions, which characterise the
music industry, i.e. the superstar economy and long-tail effect. Lastly, we will attempt to elucidate the
reasons why people are drawn towards the creative industries and describe the working conditions, which
artists face.

2.1 Defining the music industry(ies)
The music industry is often referred to in singular. Whilst this simply may be down to the average person
habitually simplifying something of large and complex nature, it contributes towards depicting the
industry as singular, coherent and monolithic. An impression many would deem inaccurate (Nordgaard,
2018). This view of the music industry as one entity can be traced back to earlier notions, which
conceptualise the industry as something akin to an assembly line production facility, in which input is
processed and prepared for an audience as output (Hirsch, 1972). Here, the output must travel through
autonomous gatekeepers, i.e. critics, reviewers et cetera. Above notion, whilst undoubtedly having its
advantages, is problematic for one reason: “The problem (...) is that changes in the music industries are
misinterpreted due to misunderstandings or shortcomings in the initial models and theories we base our
analysis on.” (Nordgaard, 2018: 8). Thus, in order to analyse the music industry, we must alter our notion
of it and acknowledge its complex nature.
Some would argue that two sides make up the core of the music industry. Firstly, on the supply side, you
have the musicians, and secondly, on the demand side, you have the audience (ibid.). In this constellation,
the recording industry constitutes the bridge between these two. There was a time when this linear notion
might have been quite representative of the musical landscape, albeit slightly simplified. However, in
today’s landscape, one can make a strong case that it paints a severely oversimplified picture as it supports
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a deterministic and hierarchical view on the industry, in which both artists and audiences are overly
dependent on the actions and decisions of record companies (Nordgaard, 2018).
Therefore, it is suggested that we regard the music industry not as a production of culture, but as a culture
of production (Negus, 1999). This means downplaying the focus on tangible output, and, instead, looking
at the context, from which the output emerges. It entails moving away from viewing the industry as one
unit as well as distancing the definition of the industry from terms such as instrumentalism and
structuralism. The latter two only play a part in forming an impression of the industry as something static
and permanent, which only exists in a corporate and pragmatic pursuit of profit maximisation (ibid.). The
reason behind withdrawing from such a perception of the industry is that it is reductionist to believe that
corporate structures dictate artistic creativity and consumer taste: “(...) nor is it solely a one-way
communication from corporate structures to passive recipients.” (ibid.: 9).
In this more holistic view of the music industry, there is a heightened sense of the dynamic interplay
between all actors. Nordgaard (2018) advocates several features of Negus’ line of thinking. One of these
features is mediation, which Negus emphasises as an integral feature of the music industry. Specifically,
the term mediation refers to the ongoing dialogue, which is taking place between all parties. On a more
general level, the author accentuates the importance of human and social forces.
Negus uses three distinct concepts relating to mediation to explain the idea of culture of production as
alluded to above. Firstly, mediation as intermediary action refers to the practices of all people involved in
the production, distribution and consumption of music (Nordgaard, 2018). In a contemporary context, this
list includes bloggers, merchandise designers, festival managers and governmental agencies beside the
traditional actors such as music journalists and record company employees. Owing to social media, among
other things, the roles of producers, distributors and consumers are becoming increasingly blurred, e.g. the
emergence of the term prosumer. Secondly, mediation as transmission refers to the technological
distribution of musical content (ibid.). Originally, this list included sound carriers, radio and television.
Whilst the categories may still hold, the very nature of these have changed, e.g. from CDs to online
platforms and mobile devices. This has also resulted in new channels having a significant influence on
music consumption by orchestrating what gets made accessible, e.g. streaming services.
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Thirdly, mediation of social relationships refers to how power and influence is exercised through social
relationships, which, ultimately, affects what gets produced and how it is received. This stands in contrast
to the above mentioned view, which placed all the decision-making power at the feet of the record labels.
The underlying assumption of this perspective is that the music industry is inherently complex, and that it
must be regarded as a cluster of different agendas and logics stemming from a range of different actors and
stakeholders: “(...) intermediary action in the music industries is not a one-way dialogue (...).” (Nordgaard,
2018: 10). Only by applying such a perspective is it possible to assess the changes and developments in
the music industry as these are the result of an aggregation of internal dynamics and external pressures
(ibid.).

2.2 The superstar economy
An example of one of these developments, which stems from this interplay between internal and external
forces, is that of the superstar economy. The section begins with a short account of the origin of the
concept. Subsequently, a description of some of the mechanisms, which have contributed to the rise of the
phenomenon, will follow. This will help lay the foundation for an exploration of its applicability and
relevance in relation to contemporary markets, with a particular focus on the market for music. In
continuation of this, and to present a point-of-view, which adds nuance to the picture, the theory of the
long-tail will be explored.
The concept of the superstar economy is far from groundbreaking. In fact, the American economist,
Sherwin Rosen, introduced the phenomenon of superstars, in an economic market context, back in 1981 in
his seminal paper ‘The Economics of Superstars’. In his own words, the idea of superstars had not been
properly developed in the literature (Rosen, 1981). Thus, at least scholarly speaking, this paper somewhat
marks the beginning of the concept. Rosen describes how this phenomenon, where a relatively small group
of people were earning huge amounts of money in a commanding way was becoming increasingly notable
(ibid.). As Alfred Marshall wrote: “The relative fall in the incomes to be earned by moderate ability (…) is
accentuated by the rise in those that are obtained by many men of extraordinary ability.” (in Rosen, 1981:
857).
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The increasingly skewed distribution in income was not restricted to a particular field. There were
numerous examples of this phenomenon appearing in different fields from stand-up comedy and classical
music to elementary textbooks in economics (ibid.). The latter is explained by way in which a small group
of bestsellers were dominating a field, in which there were many good and substitutable alternatives
(ibid.). Rose puts forward the argument of box office appeal, a quality, which perhaps has less influence in
the field of elementary textbooks in economics, but, nonetheless, has played a role in the emergence and
intensification of this phenomenon in other fields: “(...) the ability to attract an audience and generate a
large volume of transactions is the issue that must be confronted” (ibid.: 846). This has also led some
authors and researchers to refer to superstar markets as status markets or positional markets to emphasize
the impact of media visibility (Koutsobinas, 2014). However, what other historical developments have led
to the unfolding of this phenomenon?

The how’s and why’s of the Superstar effect in a music market context
Rosen (1981) puts the development of the phenomenon down to two factors. One is the general growth in
wealth, which, for example, has allowed barristers and musicians, among many other occupations, to
charge higher fees than ever before. Secondly, technological advancements, especially those within
communication facilities, have allowed people, who already have secured an influential position in a given
field, to strengthen and widen their grip.
“But so long as the number of persons who can be reached by a human voice is strictly limited, it
is not very likely that any singer will make an advance on the £10.000 said to have been earned
by Mrs. Billington at the beginning of the last century (...).” (Rosen, 1981: 857).
Rosen emphasizes that in order for a system of stardom to emerge, two criteria must be fulfilled (Filimon
et al., 2010). Firstly, there must be a hierarchy of talent present, and, in addition, reproducibility of art
must be achievable. This will result in a market, in which few of the most talented artists dominate (ibid.).
Moshe Adler (in Ginsburgh & Throsby, 2006) illustrates this well; in the past, a singer, for example, could
only perform in front of a certain number of people, regardless of his or her talent. As a consequence,
singers of all different levels could find audiences. However, now, by virtue of the ease and speed of the
reproduction of art and performances, e.g. recordings, everyone can consume the performances of the best
artists without paying extra. Still, talent is not the only factor, which contributes towards the creation of
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such star-dominated markets. In fact, there are lots of artists, who possess stardom-quality talent (Moshe
Adler in Ginsburgh & Throsby, 2006.). Then, what are the other deciding factors?
The concept of consumption capital is, according to Rosen, one of the determinants (ibid.). He argues that
the consumption of art is not a momentary experience. Consumers build capital through such experiences,
which leads to greater enjoyment whenever the art or artist is experienced again. The knowledge can be
obtained in three ways. Firstly, it can stem from being exposed to the art itself, or, secondly, it may come
from discussion about the art with friends. Thirdly, the knowledge can be acquired through reading about
it in newspapers and magazines. Therefore, it comes as no major surprise that when an artist gains
popularity, more people become familiar with him or her, and media coverage about the artist increases in
a self-perpetuating manner (ibid.). Richard Caves (2002), along similar lines, notes that reading bestsellers and watching the most popular films means gaining conversational resources, which can be of high
value for a consumer if he or she, for example, is engaging in conversation with a random partner. This
value is independent of the probability that the cultural good will be enjoyable.
Another, albeit slightly more simple, mechanism, which contributes towards consumers picking a
particular artist, is luck. Here, the emergence of a star arises from a chance event (Moshe Adler in
Ginsburgh & Throsby, 2006). A consumer will randomly pick an artist, and by pure fortune, this artist
gains more supporters than the rest. This initiates a snowball effect by virtue of the above mentioned
mechanism, i.e. as people prefer popular artists, more and more people will make the switch to this artist
(ibid.). Caves (2002) argues, in congruence with the above reasoning, that the occurrence of fads, fashions
and bandwagon effects provides a solid ground for doubting the necessity of talent for superstardom. On
account of an increase in cultural offerings, consumers may experience uncertainty about their own taste,
and, perhaps, feel less inclined to invest time in gathering information about different artists. These
consumers may, instead, settle for the choices of other consumers. In addition, these consumers may
obtain benefits in the form of being in style and following the in-the-know crowd (ibid.).
There are many examples of the superstar economy manifesting itself in the music industry today. Rosen
concluded and quizzed at the end of his influential paper: “What changes in the future will be wrought by
cable, video cassettes, and home computers?” (Rosen, 1981: 857). As the author quite rightly anticipated,
technological change has led to increased superstar effects. Innovations such as the internet, Napster and
iPods are just a small handful of the many technological developments, which have flooded the music
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industry. Coupled with rapid price declines in consumer electronics, superstar performers are now
reaching much wider audiences than they previously were capable of (Krueger, 2005).
The obstacles, which once prevented the best professionals from accessing wider markets are now long
gone (Filimon et al., 2010.). In fact, they have been for a few years. However, the speed and ease at which
performances today can be reproduced, not to mention the low cost, have escalated the processes.
Economies of scale have entered the playing field. In mass-markets, in particular, these effects are
pronounced (Abbing, 2002). The end result is an ever increasing dominance of international stars (ibid.).
Or, at least, that is one perspective. Some argue that globalization is intensifying this phenomenon of
superstardom and that one of the major consequences to follow is the creation of a global culture to the
detriment of local cultures and, in the context of the music market, less renowned and niche artists.
However, not everyone subscribes to this perspective.

2.3 The long-tail effect
In 2004, Chris Anderson, Editor-in-Chief at Wired magazine, wrote an article, in which he described the
emergence of a new marketplace effect called the long-tail effect. Anderson’s main observation was that
the tail of available variety of music is far longer than assumed, and that when these niches are aggregated,
they make up a significant market (Anderson, 2004). His research on Rhapsody, an online music streaming
service, had led him to discover something unusual. Looking at a month's worth of their data and graphing
it in the form of a curve, a handful of hits were downloaded a huge number of times at the head of the
curve, which would subsequently drop off with less popular tracks; very much in alignment with the
superstar theory. However, the striking aspect was the fact that it never dropped to zero.
“I’d go to the 100,000th track, zoom in, and the downloads per month were still in the thousands.
(...) Way out at the end of the curve, tracks were being downloaded just four or five times a
month, but the curve still wasn’t at zero.” (Anderson, 2004).
According to Anderson (2004), whereas the 20th century was all about hits, the 21st century is all about
niches. In contrast to Adler’s perspective on consumption, which has been described above, Anderson
argues that the growing affluence has resulted in many consumers turning into mini-connoisseurs with an
urge to flex their idiosyncratic tastes. Technology and digitalization has contributed to the initiation of this
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development. Anderson notes that most of our media entertainment industry has until recently lived in a
physical world, e.g. physical products and physical distribution channels, and, thus, consumer tastes have
been shaped by the limitations and boundaries, which a physical world quite naturally is formed of. For
example, a CD can only carry a certain number of songs. However, technology has brought about
unlimited selection (Anderson, 2004). In a music context, you can find everything in this long tail; new
albums, old albums, remixes, b-sides, local bands, international artists all within a wide range of genres.
As a result, consumers now have the opportunity to showcase what they genuinely want rather than being
constrained to pick whatever is on the shelf (ibid.).

Figure 2: Visualization of the long tail from the analysis of music downloads at Rhapsody (Anderson, 2004).

“People are going deep into the catalog, down the long, long list of available titles, far past
what’s available at Blockbuster Video and Tower Records. And the more they find, the more they
like. As they wander farther from the beaten path, they discover their taste is not as mainstream
as they thought (or as they had been led to believe by marketing, a hit-centric culture, and simply
a lack of alternatives).” (Anderson, 2004).
Anderson (2004) emphasizes that the creation of long tails, and the span of niches inherent in these, would
not be happening without the cost of reaching these niches being reduced significantly. Usually, he argues,
one or more of three forces come together to propel these reductions in costs. The first force is a
democratization of the tools of production. An ideal example is that of the personal computer, which has
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equipped owners with the tools and capacity to become producers of virtually anything, they desire. The
result being that the amount of available content is growing faster than ever. Secondly, the democratization
of distribution is causing a decrease in the costs of consumption. Whereas the computer helped cut the
costs of producing content, the internet has played a significant role in making it cheaper to distribute the
content and, thus, caused it to reach a wider audience. Lastly, connecting supply and demand has resulted
in consumers being introduced to the content, and demand being guided down the tail. This force comes in
different disguises such as iTunes’ (and Spotify’s) recommendations, blogs and customer reviews
(Anderson, 2004).
One of the main points, which Anderson puts forward, is that we have now left a century of hit-markets,
and are now well into a century of niche-dominated markets. There appears to be different perspectives on
this. For example, Pitt (2010), in a study about royalty incomes of the performing rights organizations,
found that there is very little evidence, which suggests that smaller niches are beginning to dominate the
superstars; a point which will be examined further in section 3.11.
In this section, we have looked at two assertive theories, which propose the dominance of two very
different groups - the superstars and the niches. Perhaps, a description of contemporary markets, including
the market for music, is a little less clear-cut than these theories may suggest. Perhaps, it is likely that
aspects of both theories have taken effect, i.e. we are experiencing an increasing number of artists and
niches on offer, yet simultaneously, we are witnessing a severely skewed distribution of income in favor of
superstars and hitmakers?

2.4 Creative labour
Only very few of those, who aim at making a career in the field of arts, become superstars. In fact, most
artists earn far less than they would by having a normal job. But what is it, if not an economic reward, that
drives people to work as artists? This section will cover the field of creative labour and establish an
understanding of some of the deep-lying motives for choosing an artistic career.
As highlighted in the previous section, only a small percentage of artists can make a living by performing
artistic work alone. Beside the unequal distribution of money, Bernard Miége, in the late 1980s, explained
that a constant oversupply of artistic labour within the field of arts led to a permanent underpayment of
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artists. In addition, the inexhaustible workforce is suppressing wages further due to the way in which
creative professionals from related industries transfer across into new fields; i.e. a pop musician, who
starts making music for films or an actress, who embarks on a musical career. The consequence of the
oversupply is a labour market, where most people are underemployed, at least in relation to their artistic
practice, or underpaid. According to Miége, this is not a natural phenomenon but due to “(...) specific
economic and cultural conditions...” (in Hesmondhalgh, 2013: 84), such as the ongoing competition for
recognition among artists. Because of this internal competition, artists have not been able to stand together
with a common aim of protecting their interests and fight for fair working conditions as well as economic
compensation for the exploitation of their work (ibid.).
From an economic perspective, it is therefore noteworthy why the number of artists does not decrease in
response to the demand as the market economy normally functions. Although some might be attracted by
the dream of superstardom, the main allure of an artistic career does not stem from economic reasoning
(Abbing, 2002). But then, how can the high degree of willingness to work for a low income be explained?

A bohemian lifestyle
One way to address the question is to look at careers within the arts as an alternative to a normal worklife.
Hans Abbing (2002) states that some creatives may feel that they are unfit for performing anything else at
a professional level than producing art, while others believe that the world of art offers a romantic
alternative to a “(…) dull and sometimes even disgusting existence in an ordinary job.” (ibid. 115).
Especially the second of these reasons indicates a quest for an exalted lifestyle. In an article on how
lifestyles meet the market of arts, Eikhof and Haunschild (2006) portray a certain bohemian lifestyle,
which emerged in the nineteenth century within the field of arts, independent from lifestyles in other
segments of society. Central to this lifestyle was how work was not a “(…) means to earn one’s living but
a vehicle for self-fulfillment.” (ibid.: 236). The values characterising this way of living was a clear
distinction from the typical middle-class life. These two have, however, achieved a degree of similarity in
the twentieth century; new flexible forms of work have become widespread in jobs not affiliated with the
arts and co-evolved with an increased focus on self-actualization through work. A traditional
understanding of a bohemian lifestyle as someone living at the margins of the society might therefore not
be adequate to describe the life of artists today. Still, it is of significance in regards to how lifestyle and
work is strongly connected for artists in their adherence to the logic of l’art pour l’art (ibid.: 337).
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The creative process
L’art pour l’art, or art for art’s sake, has been described by Richard Caves (2000) as “(...) the prevalence
and strength of tastes that affect the qualities and quantity of creative effort.” (ibid.: 4). The reason behind
performing artistic work is to realize an inner vision, and it entails that artists “(…) turn out more creative
product than if they valued only the incomes they receive (…).” (ibid.: 4). The process of producing fine
arts is, to the artist, a reward in itself that arrives not from the work but in the work. By contrast, for
commercial oriented artists, the product is in itself the reward, as most products are made to meet an
employers’ wishes and specifications. In the fine arts, rewards derive not from the product but from the
process of production (ibid: 22).
Abbing (2002) nuances the reasons that artists are willing to forsake monetary income by linking it to the
unique status that art carries. The authenticity and sacredness that is associated with art and artistic
activities has become a prestige symbol that is highly valued in our society, which is why many young
people are attracted to the arts. The private satisfaction and status associated with the work of art simply
exceeds the wish of a sustainable income. Still, there is a difference between whether it is a certain
satisfaction deriving from the work in the art, or the status associated with artistic work, which drives the
artist.

Intrinsic and extrinsic motivation
The sacred position of art is only sacred as long as everything commercial is condemned. If an artist is not
dedicated to the arts and instead engages in commercial compromises, the position of and the mystique
surrounding the art world is at stake. The sharp lines between artistic and commercial work, and its
underlying motives, help us to identify the motivation drivers for artists. If an artist is seeking monetary
rewards as well as non-monetary rewards like fame and recognition, the rewards derive from external
recognition. It is external factors that determine the success of the artist. In opposition, the motivation for a
pure artist derives only from the process of making the art; the art for art’s sake. Abbing frames these two
positions as being either self-interested, where external recognition and rewards are of importance, or
selfless. In regards to the latter, he points out that intrinsic motivation can matter for all sorts of jobs, but
that it is of crucial importance to the selfless artists. For this type of artist, external rewards are of less
significance and just a byproduct of making art. For commercial and self-interested artists, these also
receive a degree of private satisfaction, but to this group, it is a byproduct that derives from selling art or
reaching a level of fame (ibid.).
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Abbing (2002) emphasises that the notion of artists as either intrinsically or extrinsically motivated is part
of the mythology of the arts; it is an all or nothing game. That said, the two poles are to him more akin to
extreme positions, where, in reality, the artist often places herself somewhere in between. He notes that
intrinsic motivation has its origin in rewards from the outside and stems from internalization. By receiving
rewards and punishment from parents and educational institutions, people have learned how certain social
values apply to the world of art, e.g. that “(…) culture expects fine artists to be ‘selfless’ and autonomous.
Art for art’s sake and artists being ‘selfless’, caring only for art, are important notions in our culture, to the
point that they are part of our general education.” (Abbing, 2002: 89). Though the pure artist might be
valuing art because of its sacredness, this is a social construction. For this reason, the intrinsic motivation
to some degree stems from social values inherent in our habitus.

The role of money
Although the selfless artist devalues financial rewards and commercial success, money still is of
importance to maintain a stable life. As described above, most artists earn very little money from their
work of art. Therefore, these are forced to take a second job, most often not affiliated with the arts world,
but in some cases related to, e.g. teaching in the fields of art, at museums, galleries, venues or the like
(ibid: 83). This shows that artists do not have to devote their passion for art to the search for money. On
the contrary, artists use their second job in order to be able to make art. On the basis of this notion, money
can be seen as the input in a production process that grants the artist time to produce art. Abbing notes that
empirical evidence reveals that artists prefer working in the arts rather than their second job even if their
income increases. This is why more time for art is of preference than more money for art. In contrast,
artists are forced to have a second job when incomes are low in order to survive. This contradiction is by
David Throsby framed as a survival constraint (in Abbing, 2002: 85). In his work-preference model,
Throsby has portrayed how the willingness to create time for arts and the devaluing of a higher income
indicates that artists derive utility from the actual work, and, thus, less utility from income than other
workers might do (in Steiner, 2013).

Working conditions within the creative industries
The conditions for work in the creative industries is characterized by an average low income and constant
oversupply of labour. Ruth Towse (2010) explains that the working conditions are very difficult to
understand for a new entrant in the market as jobs within these industries are of a very diverse character,
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i.e. the conditions for a painter are different from those for a photographer, actor or a musician. Moreover,
for musicians, the working conditions also differ depending on factors such as the instrument you play, or
whether you work as a producer or performer. This lack of homogeneity makes it difficult to distribute
general information on working conditions within the market. Thus, many new entrants learn about the
market conditions through personal experience. As new entrants gain experience, they learn about their
ranking in relation to ability and appeal, and in light of this, also what their income will be in the future.
Towse points out that it is “(…) this information that enables them to make a reasonable assessment of
their chances of a worthwhile career.” (Towse, 2010: 302). That said, the demand for specific art forms
changes over time due to trends. Therefore, it may be difficult for artists to predict whether their product
will be in demand in the future. According to Towse, it is relevant for artists to reflect on whether they will
be able to switch genres, if needed. However, this might be difficult as most artists are highly specialized,
and, thus, the demand for their labour will depend on the market trends (ibid.).
The lack of information about the working conditions within the creative industries has entailed that new
entrants sometimes overestimate their own abilities. This makes them inclined to take risks: “In order to
stand a chance in the arts one should really believe in oneself.” as Abbing explains (2002: 118). A magical
belief in one’s own abilities drives artists toward an artistic career, which, in a few cases, turns into a selffulfilling prophecy, but in most cases turns into a rude awakening of the real working conditions.
Moreover, some, not yet successful, artists might ignore indications of their future success, if these are not
for the better. This constitutes a type of self-deceit, as artists might find it hard to quit and accept that the
game is over due to the resources they have invested in their career (ibid.).
In trying to summarise the reasons why people are attracted to work in the field of arts, Abbing (2002)
highlights six overall indicators. First of all, a lot of entrants are attracted to the top incomes and
superstardom within the field. Others find themselves unfit for normal jobs and find motivation for artistic
work in the process rather than in the product itself. Monetary income is therefore of less importance than
internal satisfaction. Because trends are unpredictable and career predictions, thus, are difficult to
establish, artists can be seen as more daring and over-confident, which can also be the result of self-deceit
and refusal to accept indicators of career failure. The last point that Abbing puts forward, as an argument
as to why so many try to establish a career in the creative industries, is because society distributes
misinformation about these. The myths and sacred status that surrounds creative fields and art is attracting
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a lot of young people, most of which probably would have chosen differently if the creative industries
relied solely on economic reasoning (Abbing, 2002).
The conditions for work are impacted by highly skewed distribution of earnings. Therefore, artists tend to
hold multiple jobs in order to earn enough to uphold a decent living. Still, the artist only works the
absolute necessary amount of time in jobs not affiliated with art to be able to free up time for artistic work.
The conditions for employment are irregular and there is little job protection. Consequently, there is a
predominance of self-employment and freelance workers. Lastly, as career prospects are very uncertain,
the workforce tends to be younger than in other sectors (Hesmondhalgh, 2013).
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3
!

LITERATURE REVIEW
The following section will go into depth with three areas of particular relevance for this report. These three
areas will be dealt with by reviewing the literature on the respective matters as well as the academic
conversations surrounding these.
Firstly, we will delve into the rhythmic music scene in a Danish context, detail its actors and examine its
recent developments. This will help us answer the sub-question: 3) How has the music business developed
throughout the past 20 years?

Following this section we will deal with the notion of musicians as

entrepreneurs. This part ties in fittingly with the preceding section, as this concerns the expanded role of
musicians of today, and the new ways in which they must conduct themselves in light of these
developments. Finally, we will digest the concept of cultural policy, its definition(s), and, subsequently,
look into how cultural policy has played out in a Danish context. This will help us gain an understanding
of the fundamental principles and values underpinning Danish cultural policy and the reasoning behind the
system of public funding for the arts. Thus, this latter part will also contribute towards elucidating the
objectives of the Arts Foundation and motives for funding musicians as specified in our first sub-question.

3.1 In a Danish context: the music business and its development
The music industry is characterised by the way a motley crew of both smaller and larger actors works
together in a crisscrossing network. Rasmus Rex Pedersen (2018, A) explains in his article on the Danish
music business that it makes sense to look at the industry as a network in order to understand the complex
set of institutional relations. By regarding the industry as a network from a holistic perspective, the
dynamic interplay between all actors becomes visible, cf. 2.1. According to Pedersen, the musicians, as
well as the music that they create, makes up the core of the network, from where the cultural and market
value is produced through synergies across the sub-industries live music, recorded music, and rights
collection. In the following, we will explore these sub-industries and picture their recent developments.
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3.1.1 The industry for recorded music
Central for the industry for recorded music is the record labels. Most often, these labels are characterized
as either majors or independent labels, which refers to their size and ownership relations. Throughout the
past 30 years, a consolidation of labels has taken place, which has led to three players dominating today’s
label market: Sony Music Entertainment, Universal Music Group, and Warner Music Group (Pedersen, A,
2018). These are all characterised by being part of multinational media conglomerates with local
representation through subsidiaries. The independent labels, on the other hand, are of various sizes. Some
are of a medium size and act as commercial sustainable businesses, whereas others have close relations to
the major labels. A third type, most often smaller independent labels are characterized by being based upon
social networks, which preoccupy themselves with a certain music scene or genre. These often have a very
clarified ideology and mission for the music itself, which stands in contrast to the bigger corporations who
operate in line with market conditions in pursuit of profits (ibid.). In the Danish music industry, we see
numerous small independent labels working with all sorts of contemporary music genres such as
electronic, jazz, rock and sound-art.

Record labels have often been seen as having two relatively autonomous departments; an input boundary
and output boundary. The functions, which are attached to input, focus on finding and developing the
music, musicians and producers. On the other hand, the output boundary focuses on producing,
distributing and marketing the recorded music as material or immaterial products (Pedersen, A, 2018).
According to Pedersen, the record labels have a critical role both in the business of recorded music as well
as in the music industry as a whole; especially, when it comes to the development and marketing of music
and musicians. Historically, it has been the record labels, which find new talent, develop these and later on
market for live-performance, radio broadcasting, placement on streaming services, commercials and the
like (ibid.).
The distribution of music has evolved since downloading and streaming services have overtaken the
physical listening formats such as LP’s and CD’s. Today, the major labels have direct distribution deals
with the streaming services, whereas the independent labels make use of either national or international
aggregators, who offer international online distribution of music (ibid). The shift from physical to digital
distribution has caused several changes to consumers, artists as well as companies working within the
industry.
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The impact of streaming
After the big crisis for recorded music and the appearance of Napster in the years around 2000, the total
revenue for recorded music more than halved from its peak at dkk 1.152 billions in 2000 to dkk 408
millions in 2012 (Pedersen, 2016: 107). This digital transition has been explained in detail by authors as
Patrick Wikström and Robert DeFillipe (2016), who note how a first wave disrupted the industry with the
transition from physical sales to digital distribution. This transition unbundled music, which should be
understood as the way in which it became possible to buy a single track rather than forcing an investment
in a full length album (Elberse, 2010). Still, the music was sold as a single product, which enabled the
“(…) structures that guided the royalties paid per song that was sold (…) predictable, transparent and in
line with established music industry practices.” (Wiksström, 2016: 2).
The second wave is referred to as the transition from downloading to streaming, where the product no
longer was aligned to a specific track or album, but became a service that you subscribe to and by doing so
get access to almost all music in the world. This change has caused a more dramatic disruption to the
industry for recorded music, as royalty payments no longer are paid as a lump sum in relation to the
acquisition of a track or album, but instead is distributed as micro payments for every time a consumer
listens to or streams a track. According to Wikström and DeFillipe (2016), this change simply did not fit
with the established contractual standards of the analogue era, which has raised the question among
musicians and composers whether or not they are remunerated fairly.
With the unbundling of music and the emergence of streaming services, the way in which consumers listen
to music has changed too. Where consumers previously put on an album and listened through 10 to 13
tracks, unbundling made it possible to collect a number of songs by different artists within a playlist. In a
study of heavy Spotify users made in Norway, the author Anja Nylund Hagen (2015) found that different
playlists most often had very different purposes. Some were designed for sleeping, exercise, studying or
other specific activities, whereas others were created for particular events such as birthdays, Christmas or
summer holidays. Playlists for a specific mood such as being sad, happy, or tired were also common.
Overall, Hagen describes playlists as representing what is unique to the individual, and how they enable
ownership of music and use of music as an identity marker.
It is clear that listening patterns today are based on playlists to bind listening sessions together. This
tendency is interesting from a perspective of how customers discover new music. In the past, radio was a
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significant factor for the promotion of new music, which to some degree has been overtaken by services
like Youtube and Spotify. Especially for young consumers, the discovery of new music today often
happens though curated playlists and algorithm recommendations. Pedersen explains (2016) that the
curated playlists, to a large degree, work similarly to radio as they foster lean back listening, where
customers choose playlists based on mood, genre, activities or hits, but let experts curate the content. The
challenge related to these types of playlists, from a competition perspective, is that the largest playlists are
curated and controlled by the streaming services themselves. As the biggest market players such as major
labels and superstars are heavily invested in these services, they have a significant influence on the content
that these playlists present (ibid.).
The transformation from album to track-based listening has had a huge impact on the business models for
record labels. Where it previously was difficult for these to test an artist on the market, it has now become
possible to release just one single, analyse whether the track trends or not, and based on this, decide
whether to continue working with the artist. Previously, labels had to spend large sums of money just to
make a recording session with an artist, whereas a lot of music today is composed in bedrooms on
computers with close to zero costs. Labels are therefore no longer forced to invest heavy sums of money in
an artist before they know exactly whether the artist will become a hit or not. Put differently, the risk has
changed from previously residing with the labels to now residing with the artists alone (Pedersen, 2015).
Besides the fact that unbundling has changed the way in which consumers listen to music and affected the
business models of record labels, digital distribution of music has democratized the possibility of releasing
music, cf. 2.1. Record labels have lost their de facto monopoly of physical distribution channels, which
has made it possible for everyone to release music. This trend came into sight as the number of annual
album releases in Denmark doubled in the period from 2004 to 2013 (ibid.). This democratization can be
seen as a positive consequence of the digitalization, from a consumer and cultural perspective, as there is
far more music available today. That said, the increased supply also increases the competition among
musicians. From an artist perspective, the unbundling of music has caused a fragmentation of the listening
patterns of consumers, who now listen to many more different artists, yet to fewer tracks of each of these
(ibid.).
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The bounty and spread effect
The digitalization of the industry for recorded music has increased what has been framed as the bounty
and spread effect. Bounty refers to the increased amount of music that is available; spread to the increased
gap between the few artists with economic success and the rest, who slowly drift apart from this elite. In a
Danish context, Pedersen (B, 2018) has shown that 80% of the major label Sony’s (Danish department)
total streams were driven by just 1% of its artists. By excluding artists with less than 1000 streams, the
number decreased to 60% but still the top 10 artists accounted for 93% of the total streams (ibid.: 11).
However, Pedersen emphasises that it is difficult to show market concentration in a market, where the
amount of music that is available is growing steadily. As the number of songs that become available
increases, the number of artists that constitute the top 1% increases too. Although the market share for the
top 1% increases, it does not entail that the individual artist, who is part of this group, will grow in market
share; in fact, it will probably be the other way around. Thus, despite the fact that the market share is
growing for the most popular artists, this is just a consequence of the steadily growing volume of available
music and does not in itself show that the market is becoming more polarized (ibid.).
As the streaming services are based on a flat-fee payment model, the amount of money in the industry for
recorded music can only increase if more people subscribe to the services. This means that although an
artist is releasing a worldwide hit, this will not result in a spike in industry revenue. Instead, it will just
have the consequence of directing a lot of the money that is within the industry towards the artist, who
releases the hit. In that sense, bounty can be understood as the steadily growing volume of available music.
Spread, on the other hand, should be understood in the light of the changed consumption patterns and
royalty payment principles, which has increased the concentration of wealth towards the few (ibid.). In
essence, the bounty and spread effect shows that the streaming economy is a clear example of the long tail
effect and superstar economy.

The increasing back catalogue
When discussing the influence of digitalization on the economy of recorded music, it is also important to
note the role of the back catalogue. As payments have changed from being a lump sum to micro-payments,
the life-cycle of a song has become never ending. As a track can keep generating streams year after year,
this means that the track remains economically relevant for a long time after it has been released
(Pedersen, B, 2018). In the analysis of the music catalogue from the major label Sony, Pedersen
emphasises that it is only for the top 1% artists that new releases dominate the tracks, which are streamed
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the most. When moving to the top 2-10% and further down the long tail, the tracks that are streamed the
most have been released more than 18 months in advance. Pedersen highlights how this shows the
importance of longevity, but also that “(...) it is important to be aware that a significant portion of today's
long tail might not be obscure niche music but rather yesterday's hits.” (Pedersen, B, 2018: 19). For
Danish musicians, this means that they are not just fighting for awareness among new releases, but to a
large degree also have to fight against hits of previous years. According to Pedersen this:
“(...) highlights the difference in economic dynamics at play for different types of industry actors.
Large intermediaries like major record companies (and streaming services) can rely on a vast
back catalogue of music to provide financial liquidity to reinvest in future releases, whereas
smaller actors like smaller independent record companies and individual artists (emerging artists
in particular) cannot.” (ibid.: 20).

Revenues within the industry for recorded music
Despite the ongoing discussion on the consequences, which the streaming economy has brought about, the
digital transformation has also re-captured growth to the industry for recorded music after the huge
revenue decline around the millennium. In figure 3, numbers from IFPI, the industry organization for
recording companies, shows that the total turnover has increased by 39% from 2011 to 2018 (blue line), of
which income from digital media such as streaming has grown from 39% of the total turnover in 2011 to
91% in 2018 (red line).
Despite the revenue growth in the industry, it is, from a Danish perspective, important to note that the
market share for Danish produced music has declined slowly since Spotify was launched in Denmark in
2011 (yellow line). Statistics from IFPI (IFPI, 2011-2019) shows that the market share of Danish music in
2011 represented 57% of the total sales in recorded music. In 2018, this number had declined to just 35%.
Although a small revenue increase has been seen in the years from 2016 to 2018, it is, according to
Pedersen, too early to celebrate a revival of Danish produced music (Pedersen, A, 2018).
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!
Figure 3: Revenue in the Danish industry for recorded music.
Numbers from IFPI, 2009-2019 (ifpi, 2009-2019).

Pedersen (ibid.) explains that one of the reasons for the decline in revenues for Danish produced music is
that consumers today listen to music on international platforms. Because the distribution of music happens
without the physical boundaries that characterize the markets for physical products, it is advantageous for
streaming services to cooperate with partners, who operate internationally. Pedersen emphasises that this
internationalization of the industry for recorded music is threatening the production and distribution of
Danish produced music on the local market. On the other hand, it has become easier to export Danish
produced music to other parts of the world as the physical boundaries that characterized the distribution of
CDs no longer exist (ibid.).

3.1.2 The industry for rights collection
The sub-industry for rights collection is dominated by the organizations, who ensure that composers and
performing artists receive remuneration, whenever their music is used. Whether music is broadcasted on
TV or radio, played in restaurants or shops, or otherwise performed publicly, the composer is compensated
for the use of his or her music in relation to its copy- and neighbouring rights. In Denmark, this field is
covered by the organisations Koda (rights for composers), Gramex (rights for musicians) and NCB (right
for recordings). (Pedersen, A, 2018). In this thesis, we will not deal explicitly with the important work,
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which these organizations carry out. However, the following part will describe how rights collection
organizations from an economic point of view have become increasingly important in the digital era.
The largest of the three rights collection organizations in Denmark is Koda, which collects rights to
composers whenever their music is performed in public. The total turnover of Koda has increased
significantly in the past 10 years with a growth of 75%, climbing from a revenue of dkk 579 millions in
2009 to around dkk one billion in 2017 and 2018 (koda, n.d). Koda explains this rapid growth with the
progress in certain media areas, of which streaming services is one. In addition, the growth in the Danish
live sector, which we will describe in the following section, is contributing to the growth in rights
collections (koda, 2018).

Figure 4: Revenue from sales of recorded music and performance rights in Denmark 2000-2014 (Pedersen, 2015: 79).

The significant growth in rights collections marks an interesting point in relation to the total revenue
within the music business. Although the industry for recorded music has experienced lowering turnovers,
the increase in rights collections nearly compensate for these low figures. In figure 4, it becomes clear that
the largest revenues are now gained from performing rights instead of the sale of records. One could
therefore argue that musicians ultimately do not suffer financially, despite the fact that the digital transition
has impacted the industry tremendously. By introducing the latest numbers from 2018, these show that the
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total revenue from record sales and performance rights today accounts for dkk 1.579.365.004, which
exceeds the revenue peak in the year 2000.
According to numbers from Koda, ⅔ of the total revenue in 2018 was allocated to only 1,5% of its
members (only members, who actually received a payment in 2018 have been included), who all received
more than dkk 150.000. At the other end of the scale, 89% of its members, of those who received a
payment in 2018, received less than dkk 10.000 (Koda, 2019: 5). Thus, one can argue that the increase in
revenues in the area of rights collection to some extent makes up for the revenue decline experienced in
the industry for recorded music. Still, the superstar effect is very visible, as only a limited number of
composers receive notable remuneration from rights collections.

3.1.3 The industry for live music
The sub-industry for live music comprises two parts. On the one hand, there are venues, festivals, concert
halls and the like. These provide buildings, facilities and stages, on which concerts can be performed. On
the other hand, there are booking agents and promoting agencies, who operate as mediators between the
artists and the stages on which these can perform. In this paper, we will not examine the work of these
booking agents and promoters beside stating their important role for artists and bands in relation to concert
arrangements.

Venues and festivals
Denmark has a wide range of different venues. Roughly speaking, these can be separated into two groups.
The one group, which might be dubbed the professionals, includes venues, festivals, culture houses and
concert halls. The other group consists of concert organizers, music unions and national churches, which
provide a significant number of concerts, though they are placed more peripherally in a music business
context (Pedersen, A, 2018). In the following, we will not examine this last group, but focus on the
professional side of the live industry.
Venues can also be separated into different categories. First, the subsidised venues play a vital role in
ensuring a multifaceted music landscape. This group consists of the regional venues and royalty-based

4

IFPI total turnover 2018 dkk 582.000.000 + Koda total turnover 2018 dkk 1.015.365.000 = dkk 1.597.365.000 (numbers from IFPI,
2018 and Koda, n.d.)
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venues, cf. 1.5. Secondly, the largest group of venues can be categorized as non-funded market-based
venues. These vary from being small cafés, bars and discotheques, where music is often a secondary
income, if an income at all. More likely, music is a drawcard to attract customers, who will spend money
on drinks and food. At the other end of the scale, arenas have the largest audience capacity, which is why
these most often arrange concerts with national and international superstars. In between these two poles, a
large set of various sized venues exists. This group looks similar to the subsidised venues as they too have
their business model based on the presentation of music, although they most often do not rely strictly on
income related to music, but also gain income through other sorts of audience-focused activities or local
rental (Pedersen, A, 2018).
The landscape for festivals looks similar to the landscape for venues. It is composed of a few big festivals,
most often rock, jazz or electronic festivals, and a large and diverse set of smaller festivals focusing on
specific genres such as classical music, folk or world. For musicians, festivals have become important
institutions to reach new audiences as well as to secure a substantial financial income (ibid.). Over the
years, musical line-ups at the biggest Danish festivals have become more international, in particular the
headliners. At the same time, it has become harder for festivals to attract superstars, as these often can gain
a larger fee from an individual concert. As a consequence, festivals, like Roskilde Festival, have
experienced a widening gap between the top 20 acts and the numerous smaller artists (Holt, 2010).
Although, it is the international headliners, who benefit the most, economically speaking, festivals are an
important income stream for Danish acts too. Consequently, Danish acts rarely play at venues during the
festival season (Pedersen, A, 2018). Because of the increased number of festivals in Denmark, the festival
season has been prolonged. For this reason, venues more or less have to close down during this period.
Larger venues such as the culture and concert halls are also threatening the smaller venues. Especially in
Copenhagen, the regional venues have expressed concerns that large culture institutions such as DR,
Skuespillerhuset and The Royal Danish Theater have started presenting rhythmic music. Because of their
larger capacities, exceptional production facilities as well as their financial muscle, they can attract some
of the larger Danish acts, and consequently, steal a substantial income from the subsidized venues
(Københavns Kommune, 2015). In line with this, the former Head of Dansk Live5, Jakob Brixvold, has
stated that the booking agencies do not accept their responsibility in the chain of the Danish music

5 An non-governmental organization for all Danish venues and festivals.
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industry. According to him, the booking agencies let the venues take the economic risk, whenever the
prospect of substantial economic reward is low. At the same time, the agents rent the whole venue, when
these can predict potentially large revenues (Københavns Kommune, 2015.). Due to this tendency, it has
become harder for the smaller venues to reap financial reward on the larger concerts, which makes them
less able to cover the costs of presenting smaller artists.

Revenues within the industry for live music
Although the live market and especially venues are challenged by the high level of competition, both
venues and festivals have experienced growth in the past five years. The total revenue of live music in
Denmark was in 2017 just around dkk six billion, which is a growth of 69% from 2012 to 2017 (Rambøll,
2017: 6). More significantly, as shown in figure 5, is the growth in ticket revenue for venues, which has
increased by 86% in just five years (blue line).

!
Figure 5: Revenue in the Danish industry for live music.
Numbers from Dansk Musikomsætning 2013-2017 (Rambøll, 2013-2017)

The conglomeration, previously seen within the industry for recorded music, has also manifested itself in
the live market as well. Today, almost all major booking agencies and festivals are part of multinational
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conglomerates such as Live Nation, Superstruct Entertainment and FKP Scorpio6. These conglomerates
not only have a great impact on the line-up at venues and festivals, they also control the touring activities
of major superstar acts as Madonna, U2 or Jay Z (Holt, 2010: 249). This situation only corroborates the
picture of the music business as a superstar economy as it is the superstars, who drive and sustain large
parts of the economy for live music too.

3.2 Musicians as entrepreneurs
The music industry can be portrayed as an ocean, in which musicians, agents, corporations and other
actors swim around. Not everyone, however, is finding it easy to stay afloat. This, in particular, holds for
the musicians. In order to create a sustainable career, the musicians must create relations one way or
another with each of the three sub-industries in order to secure an income. Although it is clear that the
music business is an example of a superstar economy, myriads of smaller and middle-layer musicians
contribute to a rich and diverse music scene. In the following, we will try to create an understanding of
how all of these non-superstars conduct themselves in their quest to sustain a career within this
challenging contemporary music business.
The working conditions within the creative industries have several characteristics, cf. 2.1. These apply to
the music industry as well. Firstly, earnings are highly skewed, which is why most artists need to
undertake multiple jobs in order to sustain a decent life. Moreover, as the conditions for job employment
are irregular and there is little job protection, most artists work as either self-employed or freelance.
Changes in trends also mark a significant characteristic, which results in a high level of uncertainty
regarding long term career prospects. Taking these factors into account in relation to a job within the
music industry, Haynes & Marshall (2018) consider musicians as entrepreneurs by describing how they
are “(…) psychologically resilient, flexible, efficient and innovative, prepared to seek out new
opportunities and to take risks, creative at finding solutions to problems.” (ibid.: 464). These
characteristics all contribute to a description of artists as entrepreneurial. This mindset is not a new
phenomenon within the field of music, where musicians “(…) always have been involved in what may be
considered as entrepreneurial practices, such as promoting gigs and selling records.” (ibid.: 465). The

6

Live Nation owns Heartland Festival and Copenhell, the booking agencies Luger Denmark and PDH, and administers the Royal Arena.
Superstruct Entertainment owns the booking and promoting agency Down The Drain. This company owns Tinderbox Festival, Northside
Festival and Haven Festival. FKP Scorpio owns part of the booking and promoting agency S!B!P!. Universal Music, the major label,
owns the booking agency Copenhagen Music.
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authors argue that the goal of entrepreneurism in a traditional sense is often characterized as innovation
and economic profit, however, for the cultural entrepreneur it is more nuanced as these also strive toward
creating something of aesthetic perfectibility (Haynes & Marshall, 2018).

Ad-hoc entrepreneurs
Pedersen (2015) describes the cultural entrepreneur as a phenomenon containing three elements. First of
all, the individual creates an aesthetic product such as a song or film. Secondly, the individual intends to
create an identity for the project. And thirdly, the individual acts entrepreneurially because he or she has to
find innovative ways of producing the product and creating an identity with scarce financial resources. For
the cultural entrepreneur, financial income is not the end goal, but is subordinate to issues such as identity,
recognition and artistic autonomy. The notion of musicians as cultural entrepreneurs is, therefore,
according to Pedersen “(…) not meant to be a challenge of the authenticity of the artists involved, but an
acknowledgement of the entrepreneurial responsibilities and acumen involved in working as a
musician.” (ibid.: 191).
Furthermore, Pedersen emphasizes that the way musicians organize their business carries similarities to a
system of adhocracy. This is an organizational form developed by Henry Mintzberg (1995), which is most
often found in environments that are both complex and dynamic. Therefore, the products produced within
these fields require sophisticated innovation in order to take a unique shape. One might argue that these
characteristics are similar to the circumstances surrounding musicians. Moreover, the adhocracy requires
an organization to be based on mutual adjustment rather than formal structures (ibid.: 351). By observing
several bands, Pedersen explains that this mutual adjustment takes place as band members have unspoken
understandings of the competencies of each other. Lastly, the adhocracy is characterized by the way it is
decentralized selectively. On the basis of the observed bands, this was seen as members relied heavily on
their own competencies, but also sought assistance from their close networks. Although the way in which
musicians organize themselves might have similarities to Mintzberg’s adhocracy, Pedersen notes that the
size of bands does not fit with the businesses, for which Minzberg created the term, as these are simply far
bigger. That said, Pedersen uses the ad-hoc from Minzberg’s language to characterize musicians as ad-hoc
entrepreneurs by virtue of the way in which these organize themselves in an ad-hoc way in response to
concrete challenges and opportunities.
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Pedersen views musicians as entrepreneurs in light of their cultural production and ad-hoc processes.
However, Haynes & Marshall (2018) emphasize that musicians might act as entrepreneurs, yet this is not
reflected in their self-perception. Through in-depth interviews with several British musicians, the authors
found that these to a large degree undertake working tasks that could be considered as entrepreneurial
activities:
“(...) networking and developing contact books; strategizing about future revenue generation;
securing funding for projects; organizing major undertakings such as tours in other continents;
chasing down promoters and booking agents; negotiating with lawyers and publishers; contacting
press agents to promote material; promoting events; selling things, thinking of new ways to sell
things and inventing new things to sell.” (ibid.: 467).
What is interesting in their research is that the musicians fulfill these entrepreneurial tasks in order to
develop their careers, but that they at no point identify themselves as entrepreneurs. In fact, the informants
categorically rejected the label and stated that entrepreneurial tasks were undertaken out of necessity in
order to sustain a musical career. Moreover, the informants argue that they, in order to move up the career
ladder in the contemporary music industry, were expected by managers and labels to master
entrepreneurial skills (ibid.).

Why the need to act entrepreneurially?
Pedersen (2015) underlines that today’s music industry is forcing artists to think along entrepreneurial
trajectories. Firstly, as a result of the digital revolution, artists are less dependent on traditional industry
and media gatekeepers; i.e. it has become easier to release music and create awareness for a project
through social media channels. Secondly, labels have become more risk sensitive as a result of their
reduced revenue streams. Thus, they invest less in talent development. These two factors make musicians
subject to both push and pull effects, which is fostering an increased necessity for an entrepreneurial
mindset (ibid.). Yet, where Haynes & Marshall argue that entrepreneurial skills are a requirement in order
to become attractive for partnerships within the music industry, Pedersen claims that some musicians
purposefully avoid working with partners in order to secure their artistic control.
The entrepreneurial mindset is in that sense not just an asset in order to think innovatively about audience
attraction and release strategies, but it also concerns identifying alternative income streams. Still, Pedersen
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makes it clear that although the entrepreneurial actions of the musicians are economically motivated, these
are still secondary to those of creating art:
“These musicians say they strive for a better economy in order to free up time and resources for
making their art. The artists are not taking entrepreneurial measures to become rich; they strive
for a middle class life while being able to create and play their own music.” (Pedersen, 2015:
186).
The work by both Haynes & Marshall and Pedersen signals that musicians today need to act with an
entrepreneurial mindset. Musicians must demonstrate that they are able to think along alternative
trajectories to create an identity and communicate their project in appealing ways in order to attract an
audience. Simultaneously, these musicians must work actively with their business model to create the
appropriate foundation for their artistic work. Although the musician as an entrepreneur might not be a
new phenomenon, the digital transformation has increased the necessity and importance of being able to
think with an entrepreneurial mindset.

3.3 Cultural policy
So far, we have established an understanding of the music industry as it is currently structured, and, in
addition, how musicians need to act accordingly by thinking entrepreneurially. We will now turn our focus
to Danish cultural policy. Ultimately, this section will help us establish an understanding of the underlying
basis of our public funding system. In that sense, the following will add some depth and context to our
answer to the sub-question: 1) What are the objectives of the Danish public funding system and why do we
need to fund musicians?

Defining cultural policy
From a broad perspective, cultural policy can be regarded as a product of a continuing debate on the
values, norms and notions, which people at a given time and in a given space consider to be of importance
(Duelund, 2008). Thus, cultural policy is involved in the constant interplay between various interests
stemming from a diverse group of participants, i.e. the market, the government, the public as well as
different cultural actors (Duelund & Hansen, 1994).
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This interplay, which cultural policy finds itself in the midst of, and, which it must, to its best ability,
attempt to orchestrate, contains several, sometimes conflicting, viewpoints from these actors. On the one
hand, there are the private and public cultural institutions, which exist to serve different purposes, i.e.
public cultural institutions must justify themselves to the public, whereas the private cultural institutions
operate with a higher degree of sovereignty (Duelund & Hansen, 1994). Another important actor in this
arena is the audience, which has a twofold wish for a rich and diverse supply of cultural offerings, but also
that these come at a low-cost. This, however, comes into conflict with the interests of another fundamental
actor: the professional artists, who have a desire to obtain the highest possible reimbursement for their
work (ibid.). In addition, the artists demand the best possible working conditions in order to increase the
chances of their creative work being of the highest quality and evolving in an uncompromising manner.
This, in turn, can challenge the wish of the cultural institutions to present and promote a wide range of
cultural offerings in line with their democratic ethos as well as the politicians’ need to justify themselves
using quantitative based arguments and measures of success (ibid.). A final, and perhaps less prominent
group of actors, is that of amateurs and upcoming artists as well as social and educational participants. The
main concern of this group is to ensure that they have the physical and financial framework in place, more
so than attempting to meet any qualitative or quantitative measures of success. For cultural policies, the
overriding concern and responsibility is to manage these varying interests and to ensure that art and culture
can evolve independently.
From a more narrow and pragmatic perspective, cultural policy is an instrument, which can help secure the
framework for arts and culture, and can be defined as: “(...) governmental strategies and activities that
promote ‘the production, dissemination, marketing, and consumption of the arts.’” (Mulcahy, 2006: 320).
Thus, cultural policy can perform an enabling role by for example liberating art from the economic
constraints, which it oftentimes finds itself subject to. However, when viewing cultural policy as a
governmental instrument, one might harbour concerns over its entanglement with political and ideological
agendas. This, perhaps, is where it distances itself from political culture. According to Duelund and
Hansen (1994), cultural policy must to its best ability disentangle itself from political culture and remain
loyal to its most central purpose, which is to ensure freedom and sovereignty for the arts and culture.
As mentioned above, cultural policy can be regarded as an expression and manifestation of the values and
debates circulating in a given population. As a natural consequence of this, cultural policies are highly
idiosyncratic by nature and differ in correspondence with the ideological and social landscape. In order to
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gain a comprehensive understanding of Danish cultural policy, it is requisite to acknowledge the context in
which Danish cultural policy has evolved as well as some of the foundational pillars, on which it is based.
The following paragraphs will give an account of some of the ideological and historical movements, which
have influenced Danish cultural policy, as well as encapsulate the main principles underlying Danish
cultural policy.

The foundation of the Danish cultural policy
According to Duelund and Hansen (1994), three historical movements have had a considerable influence
on the shape of Danish cultural policy since the first official cultural policy was announced in 1961 at the
establishment of the Danish Ministry of Culture. One of these is cultural radicalism. There is slight
disagreement whether this movement had its heyday in the 1930s or at the end of the 19th century around
the time of the modern breakthrough (Topholt, 2019). Irrespective of this disagreement, cultural radicalism
is characterised by its modern understanding of the individual, in which it places a high degree of
independence and importance on the individual. Cultural radical individuals display a greater degree of
curiosity in what is new, and, in general, take an interest in international scenes. This curiosity is combined
with a fundamental antipathy to traditional social norms and national conservative positions (ibid.). Its
effect on Danish cultural policy was a newfound acknowledgement of the importance of artistic freedom
and autonomy, and, in relation to this, an acknowledgement of the rights and liberty of publicly funded art
to criticize without risking political or ideological intervention (Duelund & Hansen, 1994.).
Another influential movement is the labour movement and the Social Democratic Party’s devotion to
protecting the equal rights and interests of people (Duelund & Hansen, 1994). The contribution of this
movement helped establish the principle of equal access to cultural goods, support for the individual artist
through the Danish Arts Foundation and support for everyday cultural activities with an eye to improving
quality of life among other things (ibid.). Finally, Grundtvigianism contributed to Danish cultural policy
by emphasizing a higher degree of freedom for cultural institutions. An example of how this translated into
practice was the autonomy under which cultural institutions could choose to spend state subsidies;
naturally, in accordance with the prescribed budgetary boundaries (ibid.). In addition, the idea of selfmanagement, which is highly entrenched in the DNA of Grundtvigianism, in combination with the social
democratic principle of equality, have led to artists and their organizations gaining representation in the
bodies and committees, responsible for the allocation of governmental support. Despite these movements
emphasizing values, which sometimes, at least, politically speaking, can be hard to merge in a harmonious
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manner, they have agreed on several foundational principles, which today constitute the main pillars of
Danish cultural policy. The following will delve into these.

The pillars of Danish cultural policy
The arm's-length principle is one of these fundamental pillars of Danish cultural policy. This principle
ensures that the government is denied any influence on the decision making process over the allocation of
state subsidies. In practice, this is managed through the creation of autonomous bodies of specialists, who
are given more or less complete responsibility over this task (Duelund & Hansen, 1994.). The role of
politicians in this process is restricted to the establishment of financial boundaries (Duelund, 1995). In
addition, the artists have a degree of influence by virtue of representatives in these executive and advisory
bodies (ibid.).
Another principal element is the idea of public enlightenment (Duelund & Hansen, 1994). As opposed to
enlightenment ideas originating from southern parts of Europe, the Danish notion of enlightenment
contains an emphasis on cultural pluralism and diversity, as opposed to the establishment of a strong
singular and national culture. Furthermore, there is a strong focus on active participation and practical
engagement rather than an expectant and passive acquisition of enlightenment ideas. The Danish notion,
thus, is not rigid nor static, but has a more fluid nature, which lends itself to public dialogue and debate
(ibid.).
The Danish enlightenment perspective has been a significant mainstay of Danish cultural policy. It was
considered a matter of national interest not only to educate the nation, but also to inform them culturally.
Funding the arts through cultural policies was considered one way of doing this. Meaningful, deep and
uncompromising art was supposed to create experiences and insight (Duelund & Hansen, 1994). However,
art, by definition, did not automatically lead to the production of such offerings. Artistic freedom was
needed, and cultural policy took the measures to achieve this. According to Duelund (2008), in the latter
part of the 20th century, cultural policies were considered indispensable in the fight against commercial
cultural industries. There was fear that a lack of cultural enlightenment would lead to the population
falling into the (wrong) hands of corporate cultural industries, much to the detriment of cultural diversity
and high-quality products. Thus, there was a strong desire to regulate these economic institutions in order
to safeguard artistic freedom and cultural diversity (ibid.).
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Another important part of Danish cultural policy is the egalitarian element. This perspective, which is
deeply entrenched in Nordic ideas of social welfare, considers culture a social good that everyone has the
right to enjoy or take part in (Duelund & Hansen, 1994). By virtue of this premise, cultural policy must
then promote equal access to culture and attempt to limit inequalities within cultural life. This became
notably clear after The Second World War, when it was only a very limited proportion of the population
that took part in the cultural affairs, which were subsidised by the government. In practice, the objective of
attaining a higher degree of equal access was achieved through a decentralisation of the cultural
institutions, far-reaching concert tours as well as ticket related subsidies, which were meant to ensure that
it would not be ticket prices that prevented people from participating. Up until the middle 1970’s, this
democratization of culture was the dominant cultural policy goal (Bakke, 2001).
Since the creation of the Danish Ministry of Culture in 1961, Danish cultural policy has transitioned from
utilizing enlightenment as a means of education, and artistic freedom as protection against mass culture, to
a strong focus on democratizing culture and the pluralistic nature of culture. However, the 1980’s saw a
gradual shift towards economic instrumentalism (Duelund, 2008). On account of growing unemployment
rates and social problems, cultural policy was subjected to objectives of social political character (Council
of Europe, 2012). Therefore, cultural policy from then on started to advance arguments based on social
benefits and welfare economics. In addition, art and culture experienced a growing role in international
trade, which increased and accentuated its marketing orientation and financial motivation (Duelund,
1995). Attracting tourists in order to support economic development as well as securing highly skilled
creative employees became part of the agenda. The 1990’s saw a continuation and acceleration of these
trends.

Danish cultural policy in the 21st century
The economic rationale inherent in Danish cultural policy was unsurprisingly still a dominant factor after
the turn of the century. Since the 90’s, several governmental initiatives have been launched in order to
exploit this economic potential of culture and art. An example of this is the report, ‘Denmark in the
Culture and Experience Economy – 5 new steps’, which was published in 2003 by the Ministry of Culture
in collaboration with the Ministry of Business and Economic Affairs. The report presented initiatives
within five strategic target areas “(...) designed to create favorable frameworks capable of reinforcing
development and growth potential in the culture and experience economy.” (Government, 2003: 5).
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In the first decade of the new millennium, the main focus areas of Danish cultural policy were those of
high artistic quality, the revitalization of the national dimension and the strengthening of the relationship
between art and commerce (Council of Europe, 2012). In 2011, a new government took office in Denmark.
The new government published a governmental programme, ‘A Denmark That Stands Together’, in which
they detailed their proposed direction for Denmark. The programme emphasised that a close symbiosis
between integration policy, economic growth and cultural policy would be focused upon. The economic
dimension, a new identity policy and cultural diversity thus became the new points of priority (ibid.).
In more recent years, it has been claimed that there is a lack of cultural policy in Denmark, or, at least, that
there is absence of genuine cultural debate (Topholt, 2019). Others argue that the only cultural debate
unfolding concerns the size of subsidies and how these are allocated (Nissen, 2015). This may be a slight
exaggeration, however, in 2015 the government announced a 2% annual cut in the subsidies towards arts
and culture, which triggered and intensified this debate quite considerably (Rahbek & Munk-Petersen,
2015). According to Carsten Topholt (2019), regardless of the general consensus, which appears to exist
within the cultural political debate in Denmark, there is strong discussion on the type of art, which the
government should be subsidising. Should subsidies go towards the preservation of a national cultural
heritage? Or should subsidies to a higher extent support international and contemporary art? This debate
resembles the historical debate between national conservatives and cultural radicalists, and highlights that
even debates of today have a connection to historical movements.

The value of arts and culture
On account of the above discussions, there seems to be a general acknowledgement of the value of arts
and culture in Denmark. There is, however, less consensus when it comes to the question of how we
appraise and value the arts and culture. Some deploy economic impact studies, of which there are
particular benefits, but also certain risks (Snowball, 2008). More recent theories point towards the need to
measure less tangible qualities such as social and cultural capital. The value of these, however, are hard to
capture in the market (ibid.).
On a more qualitative level, Trine Bille Hansen (in Topholt, 2019) has researched and tried to document
the effects of cultural activities on an individual level. Hansen has identified five effects, which potentially
can emerge when an individual experiences cultural activities. Firstly, the individual may experience
engagement and, secondly, personal resonance. Thirdly, the individual may obtain knowledge, and, thus,
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learn something from the experience. In addition, the individual may acquire a widened aesthetic horizon,
and lastly, gain some form of social connection. Either to the other individuals in the room or to other
people, who may have experienced the same cultural product (Topholt, 2019).
We will not conduct valuation studies as part of this project. However, we recognize that because middlelayer musicians constitute the subject matter of this report, qualitative effects, such as the above, are
important to be aware of when discussing the value of this group. In contrast to large commercial acts,
who are capable of filling arenas, middle-layer musicians as a group possess less direct economic value.
To a higher extent, this group may be able to facilitate the types of qualitative value mentioned above.
In sum, Danish cultural policy has over the last few decades developed and changed its priorities in
correspondence with the significant developments, which have impacted society, e.g. globalisation,
immigration and digitalization. Cultural policy has shifted and swayed by virtue of changing governments
and coalitions, and has had to cover many areas as a result of its widened role as an instrument for social
and economical change. Change is nothing new. However, in light of the contemporary changes and
developments occurring in the cultural industries, there might be grounds for revisiting some of the deeplying and long-established objectives of Danish cultural policy in order to ensure a continued high degree
of cultural quality, diversity and equality.
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4
!

METHODOLOGY
In the following section, we will, firstly, present some of our methodological considerations and
reflections. Subsequently, the section will go into more practical territory and explore some of the data
sources and methods, which have been applied in order to obtain and analyse our data.

4.1 Philosophical assumptions
The philosophical assumptions, i.e. meta-theory, which underpin this report, will now be detailed as this
has significance for our research design and, ultimately, the manner in which our research question is to be
answered.
As a whole, knowledge about research philosophy and research positions can ensure better informed
research (Eriksson & Kovalainen, 2011). Exploring and reflecting upon philosophical concepts aids the
researcher in establishing a direction for the research strategy, i.e. what type of data is of relevance, how
does one go about acquiring the data, analysing it and, lastly, drawing conclusions on the basis of it?
(ibid.) Thus, the following will present the philosophical position, which forms the basis for this study,
and, thereby, has guided our research.
Egon Guba (1990) applies the term inquiry paradigms in describing different ways researchers
differentiate in belief systems, world views and, as a result, conduct disciplined inquiry. Generally, these
inquiry paradigms respond differently to three interrelated and key philosophical concepts of social
science (Guba, 1990). Firstly, they differ on ontological perspectives, i.e. what is the nature of reality?
Secondly, they differ on their perceptions of what constitutes knowledge as well as the roots of it, i.e.
epistemology. Lastly, and, as a clear product of the two above questions, the paradigms have varying
views on how to obtain this knowledge, i.e. a methodological level.

! / !132
48

Master Thesis, Christian Peck-Thorsted & Johan Kruse, 2020
Management of Creative Business Processes, Copenhagen Business School

Constructivist approach
The author presents several of these paradigms in his book ‘The Paradigm Dialog’ from 1990 including
critical theory, positivism and constructivism, the latter of which this research subscribes to. The author
notes that some of these paradigms can accommodate each other. However, constructivism and positivism
stand in stark contrast to each other on very fundamental levels (Guba, 1990.). Owing to their opposing
nature, these two are now juxtaposed and presented as such.
Firstly, in terms of ontology, constructivism can be classified as relativistic by being of the belief that
realities only exist in the form of mental constructions, which are socially and experimentally based, and
completely dependent on the persons, who hold them (ibid.). This is radically at odds with the positivistic
paradigm, which subscribes to a realistic view, in which an independent reality exists “out there”.
Furthermore, on an epistemological level, these two paradigms deviate from each other. By virtue of its
view on reality as an external and separate entity, positivism is objectivistic in its perception of knowledge.
Thus, the researcher is independent from her research, and must remain as objective as possible in her
research approach in order not to alter with nature and instead let it “(...) answer back directly.” (ibid.: 19).
On the other hand, constructivism considers the inquirer and the inquired as one unified entity, and is
subjectivist in its opinion of this relationship (ibid.). The world does not present itself objectively to the
observer (Eriksson & Kovalainen, 2011). It is only through the process of interaction that findings are
created. Due to this paradigm regarding reality as something, which is contained inside the minds of
people, interaction is claimed to be the only way of accessing it (Guba, 1990).
Finally, these interpretations of knowledge, its sources and the perception of the relationship between
knowledge and the researcher all have implications for the ways in which the researcher sets about
acquiring it, i.e. methodology. Within the positivistic paradigm, the approach to obtaining knowledge is
predominantly experimental. Thus, there is a strong preference for scientific methods by which preformulated hypotheses undergo rigorous and controlled testing (falsification) in order to ensure minimal
influence by the researcher (Guba, 1990).
In contrast, the constructivist paradigm favours the use of methods, which have a dialectic and
hermeneutic nature. The reason being that this paradigm acknowledges that constructions are plentiful,
which stands in contrast to the positivistic idea of the existence of one independent reality. Constructivism,
in its methodological approach, is concerned with the identification of these many constructions, and
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bringing them into as much consensus as possible (Guba, 1990). In practice, this is achieved by refining
constructions hermeneutically and comparing and contrasting them dialectically (ibid.). Only hereby, is it
possible to produce highly sophisticated and informed constructions. This approach is also characterised
by keeping communication channels open in order to facilitate a continuous improvement and
development of information. There is no underlying intention to predict and capture the “real” world.
Rather, constructivism aims at reconstructing the “world” at its only point of existence; in the minds of the
constructors (ibid.). In this view, access to these constructions can only be realized through language and
shared meaning (Eriksson & Kovalainen, 2011). Thus, naturally, of central importance to constructivism is
content; what are the constructions in circulation? Here, there is a heightened sensitivity towards the
complexity of human sense-making as each situation unfolds and an acknowledgement that there can be
various different interpretations of the same data (ibid.).
Working within the constructivist paradigm has given this thesis a framework, which has guided and
shaped the research design, the choice of data collection techniques and the subsequent methods of
analysis. This will be dealt with in the following section. However, firstly, there is one notable reason,
which provides a rationale for working from a constructivist position.

Exploratory inquiry
This study can be classified as an exploratory inquiry into the circumstances and working conditions
surrounding Danish middle-layer musicians, and the Danish funding system put in place to accommodate
these musicians. The overriding purpose of exploratory research is to gain insights and ideas so that
problems and opportunities can be more clearly defined (Churchill et al., 2008). Thus, it is not the purpose
of this type of research to produce absolute answers (ibid.).
This study has no intention of producing an unconditional and absolute conclusion in answer to the
research question. We do not believe there is one. Instead, this study aims at establishing a comprehensive
understanding of the Danish music scene and funding system as they appear in their current shapes by
bringing together a diverse group of actors, each with their own interpretation of these subjects in
question. Connecting these different constructions and finding points of harmony between them allows us
to produce better illuminated, as well as more informed, findings. Thus, there is an awareness and
acceptance present in this study that a different set of actors would in all probability produce a different
answer to the research question due to the belief that two realities alike cannot exist. Even so, this does not
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devalue the findings of this study as it is still a paramount objective to form an extensive and in-depth
body of knowledge and data, from which an informed answer can be generated.

Research approach: inductive research
Before we address our research design, we will briefly touch on our research approach, i.e. how we reason
and build arguments throughout this study. There are two fundamental approaches to this, deduction and
induction, which, broadly speaking, determine whether the research process is dictated by existing theory,
or by the empirical evidence, which is accumulated as the research progresses. In line with our
constructivist viewpoint, this study follows an inductive approach. Contrasting it with its opposing
number, deduction, allows for a clear justification. Deduction does not permit alternative explanations of
phenomena and seeks rather to establish an objective cause-effect link (Saunders et al., 1997). As these
authors note in regards to deduction: “(...) there is an air of finality about the choice of theory and
definition of hypothesis.” (1997). This approach has, therefore, been deemed too rigid in this case as our
intention has been to find an approach, which lets the research process develop from our empirical
findings and not predetermined theoretical propositions. Yet, it is very seldom that a pure inductive
approach is used, or even desired (Eriksson & Kovalainen, 2011).
Accordingly, in this study, there are examples of ways, in which we have proceeded in a manner, which
might not be labelled purely inductive. For example, the research process was initiated with some loosely
defined ideas of the direction, which it was supposed to progress in, and, as such, theoretical propositions
have influenced and driven parts of the process, at least in the initial stages. However, the inductive
approach has, as an example, been evident in the way that our empirical evidence has led us down new
alleys, which had not been planned in advance, and, which, consequently, had led us to modify our
research question several times.

4.2 The research design
This study has been conducted with a mixed methods approach, which has seen us deploy a mix of both
qualitative and quantitative data collection techniques. Still, qualitative data techniques have been
dominant. The mixed methods approach has enabled triangulation of methodologies and data to take place.
Triangulation refers to the process of using several perspectives in order to refine and shed light on a
subject (Eriksson & Kovalainen, 2011). Thereby, this approach can compensate for the inherent
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weaknesses of each individual method. It can be considered quite a rigorous approach, but it has, in this
case, ultimately resulted in a more comprehensive and thorough study.
On account of our constructivist position as well as this research being of exploratory nature, where, as
described, the objective is to seek new insights into a phenomenon, interviews have been chosen as the
main data collection technique. Knowledge, as alluded to earlier, exists in the form of mental
constructions, and, as such, interviews are the most suitable technique to access this knowledge.

4.2.1 Primary data: interviews
Choice of informants
We have conducted interviews with a range of different actors within the Danish music industry, who vary
in regards to their jobs, their experience in the industry, their musical profile and the degree to which they
are directly involved in the production and performance of music. As a result, they harbor different
opinions on and interpretations of the issues and challenges, which artists today face, as well as the value
of the Arts Foundation. We believe this multitude of opinions and diversity in regard to perspectives is
crucial in order to obtain a thorough and nuanced understanding of the industry. The majority of them can
provide the study with first-hand knowledge, and, thus experimental insights. Appendix 1 contains a list of
our informants including their current job title as well as former positions.

Direction of interviews
On account of our constructivist position, we have conducted what is known as active interviews. As we
consider findings and meaning the joint creation of interaction between parties, we do not consider the
informant a passive container of knowledge. This perception of the interview necessitates that we, as
interviewers, commit to a more active role, as the: “(...) subject’s interpretive capabilities must be
activated, stimulated and cultivated.” (Gubrium & Holstein, 2001: 120). As there is no absolute truth,
which we are trying to locate and obtain in the mind of our informant, this role as an active interviewer in
practice means proposing linkages and suggesting new orientations so as to bring alternative
considerations into play (ibid.). The underlying objective is to provide and help create an environment,
which is conducive to the production of a range of meanings, and which is not confined by any
predetermined agenda (ibid.). This allows the interview to progress and develop more freely and naturally:
“The production is spontaneous, yet structured - focused within loose parameters provided by the
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interviewer, who is also an active participant.” (Gubrium & Holstein, 2001: 121). This last point
constitutes an adequate bridge to the next section: the interview guide.

Interview guide
The following will explain the progression of our research, and how the interview guides have been
prepared accordingly. All interview guides can be found in appendix 2-7.
Owing to our inductive research approach, this study was not commenced with a fixed plan of where it
was going to come to an end. Thus, initially, we sought to gain an understanding of the current rhythmic
music landscape in Denmark in order to discover where there might be issues to explore further. More
specifically, we sat out with a plan to secure an understanding of the fundamental actors within the scene,
to understand some of the recent developments, which have taken place as well as the role of the public
funding system. For this reason, the first four interviews7 were of a more introductory and preliminary
nature.
These four interviews were semi-structured. This particular set of interviews were not conducted strictly in
order to compare and contrast data as much as they were conducted in order to understand and capitalize
on the unique area of expertise of each informant. In spite of this, patterns and recurring issues were noted.
Each interview had a number of predetermined and individual topic areas, which were to be covered, and
which corresponded with the informant’s area of expertise, e.g. Jan Ole Traasdahl and the Arts Foundation.
The interview guide was prepared in advance with a list of topics and related questions. However, it was a
central premise to let these interviews evolve and flow as naturally as possible. Therefore, the
predetermined questions were akin to what Eriksson and Kovalainen (2011) denote initiators of
conversation meaning that there was a willingness, on our side, to let the interview flow in whichever
direction our informant deemed relevant within the confines of the research area.
As the research process progressed and unfolded in an iterative manner, between our theoretical
framework and empirical data, we started to narrow our focus. This narrowing of the scope is reflected in
the design of our following interview guides. As can be seen in these, questions started to hone in on
The first four interviews were conducted with Jan Ole Traasdahl (senior consultant at the Arts Foundation), Esben
Marcher (Head of the non-governmental organization Dansk Live), Fabian Holt and Rasmus Rex Petersen (both music
business researchers).
7
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artists’ careers, sources of revenue, their dual role as entrepreneurs as well as their thoughts on various
programs and grants of the current funding system. Thus, the nature of the interview guides from this point
on became increasingly informational.
In a similar fashion to the first four interviews, the 11 interviews we conducted with artists, managers,
bookers and label managers can be classified as semi-structured. However, on a continuum, these gravitate
slightly more towards the structured interview than the four preliminary interviews. Structured interviews
are used when researchers already possess knowledge of the area under study (Barlow, 2010). As this was
the case, we designed two sets of interview guides, which were more to the point and less varied in terms
of topics and the actual wording of the questions. One interview guide was prepared for the musicians and
the other one was developed for the industry professionals, i.e. managers, bookers and label managers. The
more pertinent interview guides allowed us to compare and contrast the data, but also elicit in-depth
answers concerning particular topics. The pre-established topics were based partly on our findings from
previous interviews as well as components of our theoretical framework and literature review, e.g. ad-hoc
entrepreneurs.

Practical considerations
Before each interview, we contacted the informant by email in order to confirm the time and location of
the interview. However, this was also done to present a brief list of the topics, which we intended to cover
so the informant would not experience any uncertainty pre-interview. We purposely did not attach an
interview guide as we wanted as pure a response as possible.
Regarding the design of the interview guides, we always began each interview with a briefing, in which
we gave a short presentation of our study and the purpose of it. As Steinar Kvale (2007) highlights, it is
especially important in the early stages of the interview to establish rapport with the informant. This, we
tried to achieve by initiating the interview with some introductory and more concrete questions in order to
slowly build momentum. Questions of more sensitive nature were withheld until the latter stages of the
interview. At the end of each interview, we debriefed the informant and offered each informant the chance
to verify quotes, which we intended to use. A few of our informants have subsequently suggested minor
changes to statements, thus, some quotes may deviate slightly from our transcription. The interviews were
all conducted in Danish as this was the mother tongue of all informants. We felt this would allow the
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informants the chance to express themselves as clearly as possible so to minimize the risk of any
misunderstandings.

Limitations: interviews
There are some limitations in this study, which are important to reflect upon as they ultimately have an
effect on the findings.
Firstly, a larger and more diverse group of informants could have enlarged the basis on which we built our
analysis. The group of artists, which we eventually settled on, is still highly variegated in terms of the
genre of music, location, ambitions, gender, size and constellation. To represent and include all types of
artists would be practically demanding for any study, let alone for this type of study. Alternatively, we
could have decided to limit the number of informants not directly involved with the production or
performance of music, and, instead, conducted several more interviews with actual artists. However, this,
we felt, would also skew the picture and create an uneven balance. Instead, we have settled on a group of
actors, which represents different parts and perspectives of the industry in order to maintain a reasonable
level of equilibrium.
Another possible limitation in relation to interviews might be that some of our informants have been
restricted by their job titles, and, thus, can only reveal information, which they have deemed politically
acceptable. Naturally, this is a factor, which can dampen the level of reliability of this study. In the
majority of interviews, we do not believe that this has been the case. In addition, our use of triangulation is
one way of combating this and ensuring that a satisfying level of reliability is maintained. Moreover, we
have offered our informants anonymity, which, in one case, has been demanded. Also, our promise of
letting informants confirm their quotations is another way of establishing a trustworthy environment,
which increases the chances of forthright answers.

4.2.2 Secondary data: documents
For this study, we have made use of different types of secondary data. An advantage of using secondary
data is the enormous savings in resources, predominantly time (Saunders et al, 1997). Considering the
significant size of the music industry and the public funding system as well as the relatively short nature of
this study, we felt it necessary to incorporate in our study, a substantial number of secondary data sources,
including both qualitative and quantitative ones. Moreover, there have already been numerous reports and
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studies on the performance of the public funding system and the state of affairs in the Danish music
industry.
We have used several journal articles and other academic publications, which have helped shed light on
the music industry and the public funding system. They have mainly been deployed in order to bring about
qualitative and quantitative insights. These insights have been predominantly used in the foundational
sections, the aim of which have been to give an account of the Danish music industry and the public
funding system among other things. Examples of publications, which have generated quantitative insights,
include the comprehensive ‘Analysis of Cash Flows and Resources in the Danish Music
Industry’ (Rambøll, 2010) and ‘Turnover for Danish Music 2017’ (Rambøll, 2017). Secondary data
sources, which have produced qualitative findings, include ‘Exploring bounty and spread: key changes in
the Danish music streaming economy’ (Petersen, B, 2018) and ‘The economy of live music in the digital
age’ (Holt, 2010).

Limitations: documents
It applies to all these secondary data sources that they were composed with a purpose, which is different
from ours. This may affect the way in which the data is presented (Saunders et al., 1997). In addition, the
data, which they use, might be from previous year(s), which is also a factor to be mindful of. Another
limitation can be the quality and reliability of secondary data sources. We have been very aware of this,
and, thus, have in the main relied on governmental reports and peer-reviewed journal articles. Their
limitations have been acknowledged and respected, and, as such, have only been used accordingly.
Lastly, all quotes used in this report from secondary data sources in Danish have been translated into
English by us.

4.2.3 Data analysis: interviews
For the qualitative data analysis, we have taken inspiration from the data processing and coding method
created by Miles et al. (2013).
Thus, firstly, all interviews have been transcribed as accurately as possible in the original language. All
quotes by informants used by us have been translated into English. The focus has been on extracting the
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meaning from a sentence rather than a literal and word-for-word translation. Some parts of some of the
interviews have been deemed irrelevant for different reasons, e.g. small-talk or they might have drifted too
off-topic, and, in those cases, transcriptions have not been carried out.
After being processed, the interviews were ready for first-cycle coding, which is the first stage of the
coding process. There are different methods of coding in the first-cycle, and, as the authors (Miles et al.,
2013) point out, it is fully acceptable to mix and match the methods as deemed suitable. We have deployed
in-vivo and descriptive coding for the reason that in-vivo has allowed us to stay as true to the informant’s
own words, whenever possible, and in the remaining cases, we have used words or phrases to describe a
chunk of data, i.e. descriptive coding.
Subsequently, we entered the second-cycle coding process, in which first cycle codes are grouped into a
smaller number of categories or constructs (ibid.). Owing to our constructivist position, we have been
cautious not to attempt to squeeze any first cycle codes into predetermined categories, and, rather let the
data dictate the establishment of these categories (examples in appendix 29). Still, there is an
acknowledgement that our interviews were focused on topics decided in advance. As such, some of the
categories emanating from the second-cycle are based on theoretical constructs or pre-established focus
areas, e.g. the entrepreneurial role. Others emerge directly from the data. 11 codes emerged from the
second-cycle coding process (app. 30). These have been used in the main to structure, run comparisons
and identify patterns in our data.

4.2.4 Data analysis: concert lists and pools
In addition, we have analysed the concert lists (containing all the concerts for the year) from the various
regional venues (17 out of 18)8. In this analysis, we have categorised all headliner acts, and, thus, not
supporting acts, based on predetermined criteria in order to generate statistical data, which has helped
illustrate the division of live music and activities performed at these venues. For more information on our
classification of artists and underlying criteria, see appendix 25 and 26.
In addition, we have carried out a thorough analysis of the different pools and grants, which the Danish
Arts Foundation offers. The aim of this analysis has been to determine the level of support for the
8

We have not been able to find the music program for 2018 or 2019 from the Aarhus based venue Train. Neither has the management
team of the venue responded to our requests.
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rhythmic music scene as well as to demonstrate and explain the different types of support, which artists
potentially have at hand. We have produced statistical data, which has enabled us to illustrate the
allocation of funds between different areas of the industry. This will be explained in detail when
appropriate.

Limitations: analysis of concert lists and pools
Categorising music is an inherently subjective activity. This is something, which we have been acutely
aware of throughout this project as the process of categorising music is something, which we have had to
carry out on several occasions in our analysis. Analysing the concerts lists of each of the regional venues
was an exhaustive task, and grouping each artist into our pre-established categories necessitated a
subjective evaluation.
In order to combat and reduce the effect of our own personal bias, we created a set of criteria, which we
were to base our evaluation on. This set of criteria was discussed extensively and changed several times,
however, it can still not and will never be completely ridded of bias. This is a natural recognition and
acceptance in light of our constructivist position.
Likewise, our analysis and categorization of the pools and grants available to musicians has to an extent
been affected by our own subjectivity. To determine the percentage share of a pool’s allocation of funding
between rhythmic and classical, we have had to classify the genre of the grantee based on our own
judgement. We have had conversations between the two of us about each grantee to produce a more
informed evaluation.
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5
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ANALYSIS
Before we commence the analysis, we will briefly explain the structure of the analysis. The central aim of
the analysis is to address the following three sub-questions:
➢ 4) What are the needs and challenges that middle-layer musicians are facing?
➢ 5) How does the public funding system allocate subsidies?
➢ 6) How does the public funding system benefit middle-layer musicians and where does it fail?
The analysis consists of three parts. The first part will address the first sub-question, which is
predominantly based on the interviews with our informants. The coding process has enabled us to identify
some patterns and areas of interest regarding the needs of musicians as well as the challenges, which they
are faced with.
Part two and three of the analysis will deal with the second and third sub-questions. In part two, we will
analyse the different pools and grants as well as demonstrate how funding is distributed between them.
This will help us identify the areas of the music business, which are subsidised as well as what an artist, in
the current funding landscape, is able to receive funding towards. In the process of clarifying how funding
is distributed, we will examine the opinions and perspectives of our informants with the purpose of
exploring how these benefit from the specific pools and grants as well where the system is found wanting.
It must be noted that we have chosen not to cover all pools within the Arts Foundation in detail. Pools,
which have been excluded from a thorough analysis, either account for an insignificant proportion of
funding or they have been regarded neither as especially beneficial nor problematic for the middle-layer
musician.
In the third part of the analysis, we will devote a large section of the analysis to the subsidies targeting the
live industry. In particular, the regional venue program, which constitutes one of the fundamental and
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heavily subsidised components of the public funding landscape. In this section, we will analyse the types
of activities, which take place at the regional venues in order to establish how the Danish middle-layer
musician benefits. In the same manner as in the second part of the analysis, we will explore the
perspectives of our informants in order to assess how these profit from the program or, conversely, how
the scheme fails them.
The knowledge gained from the three parts of the analysis will lay the foundation for a discussion on how
the current funding system, in the best possible way, can accommodate the demands and challenges of
Danish middle-layer artists.

5.1 Artist careers and challenges
We will now analyse the needs and challenges of middle-layer musicians. Initially, we focus on the
establishment of a career and what is needed at this stage. Next, we will explore the widened role of
musicians of today and the importance of an entrepreneurial mindset as well as the value of partnerships.
Lastly, we will examine the challenges related to finding an audience.

5.1.1 Establishing a career
According to the musician Rasmus Stolberg, the most difficult thing as an artist is to establish yourself. As
he claims, when you reach a breakthrough, attention comes very naturally. However, the way in which you
reach this point can be hard to plan for.
“Previously you could say that labels were good at saying ‘we see some raw talent in you or this
band - we would like you to develop this’, which the label had patience to wait for. Today you
should preferably break on the first release but previously… There has been an incredible amount
of bands who did not get attention until record number three, four or seven. And that has
changed - now you have to either make it or break it very fast.” (app. 21, 3: 9).
At the same time, the industry professional Jesper Bay hints at the manifestation of the superstar effect and
the long-tail effect, and notes that live fees for new artists are being squeezed due to the large number of
artists available on the market and the dominance of the top earners (app. 13, 3). This is challenging the
conditions for new artists as it has become very difficult to establish a solid financial position:
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“The polarization is increasing between those who make hits and who are doing well in terms of
receiving large live fees contra those at the other end of the scale, who need some sort of solid
economical foundation to keep the business going. They have a hard time because it is super
difficult to build an economy until you have not just one but multiple big hits that make you
become part of the group of established artists.” (app. 13, 3: 18).
The booking agent, Nikolaj Thorenfeldt, also underlines the importance of money at the beginning of a
career:
“You need to have some sort of capital in the beginning of your career to create a foundation on
which you can expand upon. And this foundation can differ a lot according to your strategy (…).
But you cannot sell any tickets to your shows before people know who you are.” (app. 12, 9: 21).
The significance of money early on in a career is also alluded to by the musician Morten McCoy, who
experienced this need when he started his own musical project Bremer/McCoy. When asked what sort of
help would have been most useful at the beginning of his career, the answer came promptly: “Money! It
would have been great to have had some money for the first albums. (…) It was only possible for us
because Rasmus (a friend and fellow musician) would finance the project.” (app. 22, 8: 1).

Artist commitment
Although external factors such as engagement from labels and/or financial resources for album production
are described as requirements within the current music business, commitment from the musicians
themselves is also highlighted in several interviews. The label manager Kristoffer Rom explains that the
most fundamental ingredient when working with an artist is their work ethic. Although artistic quality
plays its part, this is a more subjective value. What makes the difference is how much the artist is willing
to offer in order to succeed: “Those who succeed are those who approach it as if it was a fulltime job although they cannot make a living of it.” (app. 14, 2: 6). This mentality is inherent in the way that both
the musicians Signe Tobiassen and Stolberg have approached their musical career:
➢ Tobiassen: “To me, Nelson Can has been a fulltime job for many years - without being it
economically.” (app. 18, 10: 15).

! / !132
61

Master Thesis, Christian Peck-Thorsted & Johan Kruse, 2020
Management of Creative Business Processes, Copenhagen Business School

➢ Stolberg: “For many years we have been working 70-80 hours weekly on this - we do not do
that anymore, but we have done it nearly without any payment.” (app. 21, 9: 2).
According to both musicians, the full time job approach was without a doubt a necessity in order to make
it within the business, but also something that they do not see many other Danish artists understand the
importance of. Both describe that some Danish acts are lazy and that it is difficult to perceive if the artists
genuinely desire to get their career going:
➢ Stolberg: “(…) there are many Danish bands that you, to put it bluntly, could say are lazy,
where you can not feel if the band really wants this dream. And here you start thinking… do
they really take enough initiative?” (app. 21, 7: 17).
➢ Tobiassen: “In the end when a band does not succeed, it is because the musicians are just
wimps.” (app. 18, 7: 9).
Thorenfeldt nuances this picture by stating: “I would say that overall there are many who act a bit like
‘wow, is this what it takes to be a musician’, when you describe the conditions within the business.” (app.
12, 13: 1). He elaborates on this and describes that this is a dilemma, which he often encounters:
“I love when this 20-year old rock-type walks in and has this cool energy and a passionate belief
in his own abilities. There is no indolence when a band walks in and says that they are ready to
sleep on the floor for half a year to make it happen. But at the same time, this mentality is often
associated with a ‘fuck social media’ attitude, and it is first when people grow older they start to
understand that there are other things that they have to speculate about. Then they become a bit
easier to work with. But at that point, this crazy energy that young musicians have, has
disappeared.” (app. 12, 13: 3).
With this quote, Thorenfeldt makes it clear that although you might have the right work ethic to make a
musical project succeed, being a musician today requires more than just making music.
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5.1.2 An entrepreneurial mindset
The claim that a career as a musician is about more than just the music is found in several of our
interviews with both researchers, musicians and industry professionals. In these following cases, the
informants state that a certain persona must be created to make it easier for an audience to connect:
➢ Tobiassen: “Today people expect to be at eye level with their idols and get a bite of their
personality and to be able to identify with them. This requires that you are able to
communicate yourself as a complex human being and not just as an one-sided beauty
icon.” (app. 18, 13: 11).
➢ Anonymous: “Your figure has to be credible and a complete human being. All those, who I
think are able to do so, have a very clear picture of what sort of types they are as humans and
as artists. You cannot just be a character who puts on a certain cap.” (app. 20, 10: 18).
➢ Music business researcher Rasmus Rex Pedersen: “We see time after time examples of
musicians who use social media. But the needle’s eye is as small as if you go through the more
established channels. Because the key is that if you do as everybody else it will not work. (…)
So you have to do something differently - another platform or another persona.” (app. 11, 8:
4).
Although Tobiassen and the anonymous musician both state that they put in an effort towards portraying
themselves in a certain way in order to connect with their audience, this was not the case for all of the
musicians. Both of these artists are within the more popular oriented genres. This, however, is in contrast
with the alternative electronic musician Natal Zaks and free-jazz artist Lotte Anker, both of which state
that their music finds an audience without any substantial strategic effort on their part:
Zaks: “We believe in this model, which is, that if somebody likes something, they tell their friends
about it. So our supporters act like a promotion machinery (…). We have people around the
world who like what we do. And then they think it is good, then they buy our stuff and tell their
friends about it, and then their friends buy our stuff too.” (app. 16, 9: 3).
This quote also exemplifies two important features of today’s music industry, which were described in
section 2.1 as examples of mediation. Firstly, it demonstrates the increasingly blurred roles of producers,
distributors and consumers. Secondly, the quote underlines the power and value of social relationships in
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producing and distributing music. Anker also indicates the value of social relationships when elaborating
on a trip to Japan: “I had just arrived over there and suddenly I got some mails saying ‘we can see that
you are here, won’t you play some more shows?’ and then some extra concerts were set up.” (app. 19, 7:
22).
For both Zaks and Anker, the key to success within their respective genres is their network. For Zaks, a
collaboration with three fellow musicians in the form of a small record label, Regelbau, has enabled them
to release their music without any professional collaborations. The same was the case for Anker who, by
engaging in the independent label collaboration for alternative jazz music, ILK, got a platform from where
she was able to release her music. Moreover, the way they get live jobs is through personal networks and
people contacting them, which again signifies the importance of social relationships:
Anker: “Sometimes I just write to musicians I know, if we take Paris, then I write to a colleague
who lives there and ask where I can play in Paris. And musicians do the same thing to me for
Copenhagen and Scandinavia and then I give them some recommendations. (…) In that way, this
whole network thing; we help each other in that way.” (app. 19, 6: 8).
Here, we start to see some differences in certain aspects of a musician's career depending on whether the
musician is popular or niche oriented. Although commitment is an universal element needed to succeed,
the way in which artists find their audience differs a lot across genres; whether it is by creating a persona
and utilizing it strategically to connect with your fans, or by facilitating small informal networks of likeminded people and creating a platform, from which the development and distribution of music can occur.
Still, there is one constant; a degree of entrepreneurism is critical.
For our informants, the entrepreneurial approach appears to be a natural continuation of what it entails to
be a musician. For instance, McCoy notes that he is not scared of the business side of music and that “... to
run an independent music business contains a lot of different tasks (...).” (app. 22, 3: 15). He does
acknowledge, however, that at times it became a challenge to perform these different tasks to a
professional standard. The anonymous informant also describes that a certain business sense has been of
notable importance. For example, it has meant that the musician has not blindly followed suggestions by
its business partners:
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“I have been squeezed between two sides - between the record label and the booking agent
because suddenly the concerts were more valuable than the recordings. Concerts generate more
money than the recordings do, you know. Thereby a pressure appeared from my label in order to
change booking agency to an agency that they (the label) have bought.” (app. 20, 8: 13).
Thus, it has been crucial for these two musicians to understand the music business in order to be able to
navigate most appropriately. This was also the case for the musicians Stolberg and Tobiassen, who both, as
a consequence of their desire to explore the potentials of their musical career in their respective bands,
have taken a bachelor degree in music management at the Rhythmic Music Conservatorium. In the case of
Stolberg and his band Efterklang, he describes that because he functions as the manager for the band, it
has enabled the band to live off their music as they do not need to deliver 20 percent of their income to an
external manager. That said, he states that “(...) I am aware that a lot of bands do not have people who like
doing that kind of stuff and who are good at it. So it has been sort of lucky for Efterklang.” (app. 21, 6:
13).

A task for the industry professionals?
Not all of the industry professionals, which we have been in touch with, are of the opinion that
entrepreneurial tasks come naturally to artists, nor that they should be handled by artists. For instance, Bay
states that:
“(...) if you can create a set-up for yourself, where it is not the artist who is doing everything, this
might be to prefer. The concept of artists as entrepreneurs is wonderful, and some are very good
at it, but to many it comes as a big surprise how big a job it is to manage your own career as an
artist. And there are also a lot who are not very good at selling themselves, not just in relation to
PR, but literally (...) the artist should (...) concentrate on writing songs and the development of
artistic concepts. (...) Because it is also the case that if you get success, then you most often need
somebody to take the next steps and here time becomes important too. Who is taking care of the
office when the artist is on tour or writing songs?” (app. 13, 5: 16).
The artist manager Kat Jarby also acknowledges that it might be of preference to let the artists concentrate
on the music, however, that it is increasingly difficult because of the oversupply of music: “(...) I like to let
the artists be artists. But that is not possible today. Not with the many artists that there are
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nowadays.” (app. 15, 8: 7). Thorenfeldt adds to this by stating that it is all about finding the unique selling
point of a band:
“It is unfortunately the case, and a lot of artists are not aware of this, that the supply of
professional musicians is exceptionally high in a country like Denmark. So therefore it is
extremely important for artists today to learn to understand that you must be able to compete on
really, really many parameters beside the music.” (app. 12, 2: 1).
That said, Thorenfeldt acknowledges the value of music itself: “The starting point is always a good song
but the next step is that some entrepreneurship must be added on top.” (app. 12, 2: 11.).

Can musical entrepreneurship be taught?
In response to the question of how a musician best learns the role of an entrepreneur, several informants
note that the music conservatorium has started to implement entrepreneurial courses as part of the musical
studies. For most of our informants, it was difficult to decide whether this was an effective tool. However,
the two former conservatory students, Zaks and Lahrmann, both conclude that the course had been at an
average level. Thus, their entrepreneurial knowledge was achieved mainly through practical experience.
As Zaks explains:
“I think that the entrepreneurship that we learnt at the school was of a mediocre nature because
we were together with the rhythmic students9 - those who play instruments. And in that sense it
was too wide a pallet of things (...). I do not think that the reality is that easy to replicate.” (app.
16, 1: 13).
Along similar lines the musician Anja Lahrmann explains that she was quite young when she took the
course:
“And I was probably not very sure what I was supposed to do afterwards (...). We had a bit of
teaching in fundraising and what it takes to create a small independent company, which most
musicians and artists do. But I do not feel that it was in-depth enough.” (app 17, 1: 17).

9

Natal Zaks was educated at the program DIEM studying electronic music.
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In that sense, teaching entrepreneurship might be difficult as careers are extremely unique and artists
advance down separate paths. This point is consistent with the theory on creative labour and the working
conditions, which specified that the lack of homogeneity within the market renders it difficult to transmit
general market knowledge to new entrants, cf. 2.4. Nevertheless, both of the above conservatory educated
musicians realize the value of courses on entrepreneurialism.
By analysing our set of informants' perspectives on entrepreneurism, it has become clear that this is an
inevitable part of being a musician today. Mainly because of the high number of artists, but also partly due
to the complex nature of the industry. From the perspective of the industry professionals, it is suggested
that it might be of preference to let the artist concentrate on the music and establish partnerships, which
can handle the business-side of things. Finally, it would appear that teaching artists this entrepreneurial
role must be carried out by actors, who are able to take into account the distinctive context of each artist.

5.1.3 Finding an audience: in Denmark or abroad?
For all the interviewed musicians, partnerships in one way or another has been an essential key to finding
audiences. As noted above, musicians within the niche genres are to a large degree reliant on relations with
like-minded musicians, whereas for artists, who seek a wider audience, it is formal business partnerships
that are of importance. For example, the musician, Anker, explains that beside support from her network,
signing on a well known record label has helped her to expand her audience: “Some of these companies
also have a better PR apparatus and distribution and that means a lot; and by releasing on INTAKT there
are a lot more who listen to my music in for example parts of central Europe and outside Europe.” (app.
19, 7: 12).
For several of the interviewed musicians, finding an audience outside Denmark can be a necessity;
Stolberg:
“You have to understand that you as a musician cannot make a living by just working in
Denmark even if you are singing in Danish, unless you get a popular breakthrough (...). If you
make music that in one way or another is

pushing the boundaries or have higher artistic

ambitions (...) you cannot make a living off this, if you are just in Denmark.” (app. 21, 15: 18).
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This point is supported by the booking agent, Thorenfeldt, who explains that niche music in Denmark only
can exist in the larger cities such as Aarhus and Copenhagen, and in some cases Odense and Aalborg (app.
12, 6). Jarby, who manages several alternative artists, harbors a similar opinion: “There is a limit to how
many times you can perform in Copenhagen, when you play experimental music. Therefore, if artists have
to earn money to survive, they have to look abroad.” (app. 15, 4: 16).
Although some artists might strive towards an international audience in order to create a sustainable
career, the odds for success are not high as Bay explains:
“(...) it is not certain that touring in Germany, England or USA solves the problem, but rather
the opposite as it is very expensive to tour in these countries. Until you are established, or at
least have a couple of hits, the fees you get rarely cover your costs while touring, let alone your
living costs at home while you're gone.” (app. 13, 3: 5).
Stolberg adds that international music scenes are very closed around their “own bands”, which constitutes
another hindrance (app. 21, 15). Thorenfeldt explains that such realizations often put an end to
international ambitions: “Many have international ambitions, but many withdraw when they get to know
what the potential costs are and what sort of investments are needed (...).” (app. 12, 5: 20).
Moreover, we have seen in almost all of our interviews that foreign business partners are a necessity in
order to create opportunities outside Denmark. When asked about her international ambitions, the
musician Lahrmann responds: “(...) it is all about finding the right collaborators.” (app. 17, 4: 18).
Tobiassen shares this opinion: “You cannot survive abroad without international partners. It is just not
possible.” (app. 18, 6: 6).
It has become apparent that niche artists often find their audience within the greater cities in Denmark as
well as abroad, although the latter is tricky. Even so, some of the interviewed musicians express that
certain initiatives have paved the way for them to meet a larger audience within Denmark. For instance,
Tobiassen explains how her band, Nelson Can, by playing at the local gymnasium in the lunch break when
visiting a city for an evening concert, has managed to attract a young and local audience (app. 18, 8). That
said, establishing yourself as a national artist takes a great effort. As label manager Rom notes:
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“That you must be of a certain nature to be able to see the value in playing in front of 25 people
in a provincial town.” (app. 14, 6: 13). Despite this, he claims that it is achievable: “I will put my
head on the block and say (...) that you, with the right partners, can come back and play for 60
people the next time, and 100 people the third time, and 200 people the fourth time and so on.
(...) It is all about commitment; to be willing to take a few punches once in a while for the greater
good.” (app. 14, 6: 14).
In other words, success does not come effortlessly, in particular not in all parts of Denmark. However, a
certain work ethic, the ability to think outside of the box and, lastly, the right partnerships are all vital
ingredients. Jarby also notes that patience is key, in particular for niche artists, who often experience slow
career progressions: “(...) it is usually not that kind of career that grows quickly.” (app. 15, 4: 10). For the
more popular oriented artists, the booking agent Thorenfeldt explains that careers can have two forms:
“For some people, the way to the top is super fast, for others it takes a bit longer but then it is
also more stable. And as fast as you reach the top, as fast you can fall down again. Similarly if it
takes a long time for you to reach the top, then it will probably also take a long time for you to
fall down again.” (app. 12, 6: 12).
The music business researcher Pedersen argues that the most central element in order to create a
sustainable business is to maintain a relevance to your audience:
“The key is to build a loyal fanbase who keeps being able to relate to your music. Partly in
relation to keep being on their radar, so they know when you release new music. But also in terms
of having a place in their life, so they keep listening to your music continuously over time cause
that is the way that the streaming-economy works.” (app. 11, 9: 20).

5.1.4 Motivation: the music
Though career paths are highly idiosyncratic for middle-layer musicians, depending in part on the genre
they play, all the interviewed musicians find motivation in the music itself as none of them seem to be
driven by a dream of financial success. Some informants base their economy on secondary jobs, mostly in
relation to music, in order to separate their economy from their passion; Lahrmann: “Having a job beside
the art that brings money and economic stability, means having space to work with art and music for the
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arts sake. I appreciate that a lot, to have that possibility. So I am not dependent on tying the art to
financial income.” (app. 17, 3: 14).
Other informants are able to live off their musical career, but state that they attempt to refrain from letting
financial considerations influence their artistic work; Stolberg:
“We do everything we can not to mix these things (...). Instead of thinking, what do my wife think
or what do my fans think (...), these thoughts are difficult not to have but we try as much as
possible to dig into this musicworld, where we are not disturbed by such thoughts but instead find
each other and focus on the sort of music that we would like to create.” (app. 21, 5: 14).
In that sense, our informants match the characteristics of selfless artists, i.e. they find their motivation in
the artistic process rather than in the product itself. Moreover, several of the informants hold multiple jobs,
but mostly in order to free up time for artistic work. And lastly, they are all freelance workers and either
self-employed or active within a band, which is characteristic of labour in the creative industries, cf. 2.4.
This marks the end of the first part of the analysis. Having analysed the needs and challenges of middlelayer musicians, we will now turn our focus to the second part of the analysis: the public funding system
and its pools and grants.

5.2 The public funding system
The basis for our categorization
The following analysis will look into the types of support, i.e. the different grants and pools, which the
Danish Arts Foundation offers, as well as the way in which funds are allocated and spread across these.
Several distinctions can be made, which can help structure and classify all of these music-related pools
within the Danish Arts Foundation into broader categories. As part of the following description of pools,
we have performed this task. This has allowed us to factor out the pools, which, for the sake of this thesis,
are irrelevant, e.g. for the reason that they support classical music or amateur music. In order to make such
distinction and in order to highlight how the committees balance their allocation of funds over several
areas, we have made use of the annual report of the Danish Arts Foundation from 2018 (kunst, 2018: 30).
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The financial statements contain a list of expenditures belonging to every single committee, which, for the
most part, reflects all the pools, which they administer. Also, we have made use of the database for the
financial bill (finanslovsdatabasen, n.d.) in order to identify and clarify certain numbers. A total overview
of the allocation of state subsidies can be found in appendix 24.
First of all, in order to show the level of funding allocated towards professional rhythmic music, three
broad categories in support of music can be established. These are ‘rhythmic music’, ‘classical music’, and
a third category coined ‘other’; the latter covers programmes such as amateur music, MGK (music ground
course) and the pool information-, documentation and publication. Some pools, e.g. release of music,
international visiting programmes and international development and networking initiatives cover all three
categories. The analysis of these multifaceted pools has called for an individual assessment of each grant
recipient10 and the size of the given grant in order to establish the percentual share of the overall
classifications. Numbers and percentages are based on grantees from 2018, unless stated differently.
To strengthen and corroborate our breakdown of the allocation of funds, we have compared this with a
written statement from 2016 made by former Minister of Culture, Bertel Haarder (app. 31), as well as two
attached documents (app. 32), which Haarder refers to. The latter two are financial accounts, which, firstly,
illustrate the allocation of funds divided between rhythmic and classical music and, secondly, between
different recipients of funds, e.g. musicians, regional venues, amateur music et cetera. The statement and
financial accounts constitute a response to a member of the Danish parliament, who asked the Danish Arts
Foundation to explain the distribution of art support between classical and rhythmic music as well as
between creating and performing artists. We are aware that these statements are based on numbers from
2016. It has not been possible to locate similar statements from 2018. However, we assume that the
numbers have remained relatively stable. Also, these particular numbers have been used predominantly as
support.
According to this set of financial accounts, the total amount of subsidies for music in 2016 was determined
to be dkk 466 millions11 . 19% of this total was distributed towards rhythmic music, 38% towards classical,
10 These

have been found on the Arts Foundations website (kunst, D, n.d.).

11

One might note that the total amount of money for the Danish Arts Foundation accounted for dkk 468,8 millions as mentioned
previously in this section. The reason that the total amount of money for music is at the same level is because some financial items such
as the Landsdelsorkestre, MGK and Regional Venues are directly allocated on the financial bill. In that sense, the amount of money is
dictated by the government, but it is still the committees within the Arts Foundation which decide, who the exact receiver is to be.
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and 43 % towards ‘other’ (app. 31). Our findings look similar to these although we have only found pools
accounting for dkk 464 millions in total (app. 24). This deviation is difficult for us to account for.
Moreover, our percentage distribution between rhythmic, classical and ‘other’ deviates slightly to the
distribution performed by the Arts Foundation. Our findings show that 22% was distributed towards
rhythmic music, 42% towards classical, and 36% towards ‘other’. An explanation for this difference can
be our in-depth analysis of the categorization of recipients, i.e. subsidies for composers that have been
categorized as ‘other’ by the Arts Foundation (app. 32) have in our analysis been divided between either
rhythmic or classical music. Also, pools such as concert activities, which includes subsidies for festivals,
has by the Arts Foundation been categorized as ‘other’ (ibid.). We have tried to classify these further and
identify them as either classical or rhythmic concert activities. In total, our analysis shows that public
funding for professional rhythmic music accounts for just around dkk 100 million (app. 24). The following
analysis is only concerned with elucidating the level of support aimed at professional rhythmic music.

5.2.1 Allocation of subsidies: funding areas
Having specified the level of funding for rhythmic music, we have made a further distinction, which
enables us to portray the different domains of a musical career that the subsidies for rhythmic music are
distributed across as well as the level of subsidization towards each of these. We have identified four
domains based on the list of pools. Thus, as we will now illustrate, there are pools, which support ‘artistic
progression’ (red), ‘release of music’ (green), ‘business related activities’ (blue) and ‘live’ (yellow).
We acknowledge that some pools can be hard to classify in accordance with these categories. For example,
we have grouped working grants under ‘artistic progression’. However, working grants may also be
supporting ‘release of music’ as the artist may decide to spend part of the grant on releasing music. This is
a limitation of the analysis. The following graph shows the distribution between each of the areas.
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Figure 6: Distribution of state subsidies for rhythmic music among segments.
See appendix 24 for a detailed examination of the distribution of subsidies for rhythmic music between segments.

5.2.2 Artistic progression
Subsidies, which target artistic progression, i.e. that help lay a foundation for continued artistic
development, account for 23% of the total subsidies for rhythmic music. We will now explore the
following pools within this category: working grants, ensemble support and the young elite.

Working grants
Working grants account for 6% of the total subsidies for rhythmic music. The purpose is to give highly
talented artists freedom to further develop their work. There are certain criteria, which artists must fulfil in
order to be eligible to apply besides the overriding criteria of artistic talent and artistic production (slks, E,
n.d.). For example, the music must display ambition and be original as well as engaging in new modes of
expression (ibid.). The size of the grant is up to the committee to decide. Likewise, the committee decides
whether the applicant is deserving of the prestigious three-year working grant.
The majority of our informants consider working grants absolutely essential for career progression. From
our interviews, it appears that the particular strength of the working grants, from an artist perspective, is
that they provide the artists with time and freedom to explore and immerse themselves in creative
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processes. As Lahrmann explains: “It creates space for you to lose yourself, find inspiration and test out
new techniques.” (app. 17, 6: 11).
The fact that artists are entitled to spend the grant in whatever way they desire is also one of the
advantages of the working grant; the anonymous musician: “I consider it an income when you are not out
performing. I spend a long time making an album, so I apply (for the working grant) as I see it as part of
my income.” (app. 20, 13: 15). However, there is not complete consensus that this freedom, which the
working grant supplies the artist with, is necessarily beneficial to the creative process. Zaks argues that for
artists, who are used to working hard in order to generate resources to spend on music, the sudden lack of
a genuine need to work can be detrimental: “(...) I honestly think that the premise for one’s creativity
changes. And because of that, one’s artistic work changes as well, which can be counterproductive for
some.” (app. 16, 14: 19). This point is echoed by the booking agent Thorenfeldt, who also emphasises that
there can be certain drawbacks related to the high degree of freedom, which is bestowed on the artist: “Do
not get me wrong when I say this, but funding among artists becomes a type of welfare benefit (...) it’s like
“oh, it is so annoying that I only got a working grant worth 35.000. I really wanted 70.000.” (app. 12, 15:
9).
Aside from the more obvious monetary value of the working grant, several of our informants point toward
a more intangible form of value, which the grant leads to. This value comes in the form of a heightened
belief in one’s own talent. This has had a major effect on a number of our informants, especially when the
grant has come early in their careers; as Anker expresses: “For some, they mean a lot, and I feel that, now
I am not so young anymore, but when you are young, the first time I received it, I was completely blown
away. Wow! It was amazing.” (app. 19, 13: 10). Tobiassen echoes this: “In truth, some of these public
funding resources can really help by according recognition to musicians.” (app. 18, 3: 16).

Ensemble support
The ensemble support is similar to the working grants, but differ by not focusing merely on freeing time
for the artist. Instead, the purpose is to support the operations and specific activities of the artist. The
appointment of grantees is partly based on the volume of previous activities of an artist (kunst, E, n.d.). In
that sense, a band needs to be active, i.e. releasing music and playing concerts, to receive the ensemble
support, whereas receivers of the working grants are chosen solely because of their outstanding artistic
qualities.
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The ensemble support has by some informants been highlighted as crucial in order to progress with a
career. As the amount of subsidies you receive from this pool can be quite significant, it enables artists to
initiate projects that they otherwise would not have been able to. As Stolberg expresses:
“If you are a new band or artist going to the studio, then 20.000 or 30.000 can make the
difference, where 30.000 for Efterklang today… I would be glad but it would not be something
that would change our career. It is simply more money that we are in need of because we are
talking about making a bigger investment in North America or a world tour. We are just on a
level, where it costs more money.” (app. 21, 10: 10).
In light of the criteria for appointment, this pool favours established artists, who might require financing
for a specific project or career expansion. Thus, the ensemble support serves only already-established
artists. Anker states that it might be difficult to reach the point where you are qualified for this grant:
“To get ensemble support, it is a bit tricky. Cause you need to play a certain number of concerts
and show a bit of professionalism. So for the young and upcoming, you are not there yet. There is
a threshold that you must pass. So that might be difficult.” (app, 19, 18: 24).

The young elite
Apart from these above pools mainly targeting more established artists, the Arts Foundation has a specific
pool targeting the young elite, which also happens to be its title. However, since 2018, which
coincidentally is the year we use as basis for our analysis, this pool has been renamed as the young artistic
elite and now covers all spheres of art as opposed to just music. The young elite, which in 2018 comprised
1,7% of the total subsidies for rhythmic music, aims at giving the most talented artists the chance to gain
foothold on national and international scenes. The pool is designed as a two-year programme, which must
spring from a detailed career plan created together with a consultant (slsk, H, n.d.). This also means that it
is highly individual how one chooses to spend the funds. As a result, they might go towards travel
expenses, marketing or the establishment of a business.
One of the strengths of this pool is that it requires the artist to think professionally, strategically and act as
an entrepreneur. According to Stolberg, who previously has been a mentor for artists enrolled in the young
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elite program, it is important that the program remains as flexible as possible as the careers of young
artists often deviate:
“But when you are a young artist, it can be very difficult to draw up a two-year plan. Sure, you
can make one, but it can change extremely many times because you feel you have to navigate in
accordance with the options, which arise. And I am slightly in doubt as to whether these
programs are flexible enough.” (app. 21, 11: 14).
In spite of the value of this pool and the importance of retaining a level of flexibility within the program,
the number of recipients has decreased significantly. The number of rhythmic artists, who benefit from this
pool, has decreased from six in 2018 (kunst, D, n.d)12 to just one13 in 2019 (kunst, 2019). These numbers
indicate that it is a very limited number of Danish middle-layer artists, which actually benefit from this
pool.

5.2.3 Release of music
Publishing of music work
Subsidies for release of music consume just 0,4% of the total subsidies for rhythmic music. In that sense,
the industry for recorded music obtains almost no direct benefits from the funding system beside the small
amount allocated for publishing of new music and, to some degree, the working grants and ensemble
support, which, as described, can be indirectly in support of this domain. However, the market share for
Danish recorded music has fallen, whereas the live industry is booming, cf. 3.1. This has had significance
for the musicians, and many of them consider the live aspect as the central element in their business
model. As the music business researcher Fabian Holt explains: “So you probably have a small group of
musicians, who earn well from playing live. It does not compensate for the previous business model, where
recorded music was their main source of income and live music was just a subordinate part.” (app. 10, 1:
23).
Nevertheless, the production and release of music is still of importance, as highlighted by the musician
McCoy: “I do not think in this digital era that you should forget that it means a lot if your record is in the
12 The

rhythmic artists Chinah, Smerz, Broken Twin, Off Bloom, Soleima and Lowly were part of the young elite in 2018

13 The

band Vola was the only rhythmic act included in the young artistic elite in 2019
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shops.” (app. 22, 5: 14). He adds to this by explaining that for niche genres, it is important that
tastemakers around the world can purchase your record as these are the key to finding the right audience.
Moreover, he states that for his duo, Bremer/McCoy, it was difficult to finance and get subsidies to
produce their records in the beginning of their career.
Anker shares this sentiment: “(...) if you want to produce, for example release a CD or LP, it is expensive
(...) There are more and more people applying, so each grant is getting smaller and smaller.” (app. 19, 12:
1). Similarly to McCoy, Anker acknowledges the value of producing records: “ Releasing something,
which people can listen to, that will generate new jobs. You have to continuously invest in order to get
something.” (app. 19, 12: 12).
On the basis of these statements, it appears that production and release of music is still highly valued by
artists, both as an artistic product in itself, but also as a tool to generate jobs and, thereby, grow a career.
Jan Ole Traasdahl notes that in the past, the Arts Foundation offered a pool for production and release.
However, as he explains in relation to the former pool: “It was abolished. The finances were limited. The
number of applicants was very high, so it was only very little, which each grantee received (...).” (app. 8,
12: 10). This suggests that there is a demand for this type of pool.

5.2.4 Business related activities
Business related activities comprises another domain, which accounts for 18% of the total amount of
money for rhythmic music. This category reflects activities that support the conditions for professional
music as well as networking activities, which help artists establish professional partnerships. The category
is dominated by the allocation of money to the genre organizations, which for the rhythmic music scene
include JazzDanmark, ROSA and Tempi14 . Although these organizations do not directly create business
opportunities for artists, they aim at creating the best possible conditions for its members. In that sense, it
can be claimed that they lobby its members' interests. Also, they contribute towards the establishment of
festivals, networking activities as well as the diffusion of knowledge about the music, which its members
create (rosa, n.d.; jazzdanmark, n.d.). Besides these organizations, this category includes subsidies for
networking activities and international visiting programs. These pools aim at establishing international
networks and dialogue between Danish and international scenes (slks, D, n.d.).
14

JazzDanmark, ROSA and Tempi are genre-organizations. They work to support and promote the growth of their respective genres.
ROSA works with pop and rock, Tempi with folk and world music, and JazzDanmark with Jazz.
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MXD - Music Export Denmark
Besides the international networking and visiting programs, the organization MXD contributes towards
pushing Danish rhythmic music towards an international audience (mxd, A, 2014). The organization
receives dkk four million annually from the Arts Foundation (mxd, 2018), which represents around 4% of
the total state subsidies for rhythmic music. A large portion of this money is distributed towards artists and
industry professionals through subsidy programs targeting export in relation to concert activities as well as
marketing and networking activities abroad.
The interviewed artists point out that financial support is essential when trying to get your musical career
to succeed abroad. Pools such as MXD’s touring support and support for marketing activities (mxd, B,
2014) are mentioned as absolutely essential for the execution of foreign activities due to the high travelling
costs and low honorariums at venues outside Denmark. A couple of the interviewees note that the
flexibility in relation to application deadlines within these pools makes them work very well, as refusals
and approvals are given with short notice. In that sense, it becomes possible for bands in next to no time to
say yes to a support tour, a promotion initiative or a showcase festival. As Stolberg explains in relation to
establishing his band Efterklang around the world: “We have been on a lot of tours where we have lost
money, which we covered through other income sources or by subsidies.” (app. 21, 9: 3).
Stolberg acknowledges the value of MXD for these initiatives: “(...) it is brilliant that you through MXD
can receive help for these sorts of things.” (ibid., 14: 15). Rom also emphasises the importance of MXD in
order to succeed internationally: “I think, when you look at these examples of international success like
Mø, Lukas Graham and Volbeat; I am not sure that they would have reached their level, if we did not have
a structure like MXD (…).” (app. 14, 8: 9).
Although MXD is seen as an essential organization for foreign activities, there appears to be some
disappointment regarding the organization’s appointment criteria. For the duo Bremer/McCoy, territories
abroad have become a strategic focus within recent years, but a lack of export knowledge and money has
slowed the process. In our interview with McCoy, MXD is explicitly noted as an organization they really
would like to receive help from. However, their application had been rejected due to the musical genre of
the duo:
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“They insist that it is JazzDanmark who ‘have us’ because that we are ‘jazz’ but in that case we
are the jazz artists within Denmark, who stream and sell the most. And people do not use it (the
music) as jazz… I think it is a weird thing to box the music in a genre. Why can't you just say that
it is music that people like and that has a potential to expand abroad?” (app. 22, 11: 13).
Moreover, McCoy states that he would find it useful to know exactly who to call in order to gain
knowledge of pushing and spreading music to foreign countries. Evidently, MXD does not embrace all
genres with export potential, but focuses on specific genres. It is not possible for us to evaluate whether
JazzDanmark could assist with similar knowledge and support. What we can conclude is that knowledge
and funding in relation to export activities is greatly needed.

5.2.5 Live
A noteworthy finding is that live-music and live-related activities receive almost 60% of the total amount
of subsidy for rhythmic music. The regional venues and royalty-based venues use up a large proportion of
funding, which skews the picture significantly. Smaller concert organizers and festivals are also placed in
this category as well as the transport support directly in aid of artists and bands. These, however, will not
be dealt with in detail because of their less significant contribution to the live sector. Instead, royalty-based
and, in particular, the regional venues constitute the main areas of analysis. The reason that the latter
comes under scrutiny is that the scheme was implemented as a framework for the rhythmic music scene as
a whole, cf. 1.5, and, as such, the regional venues form a highly central figure in the funding landscape for
rhythmic music. In addition, they receive quite a notable proportion of funding.

Royalty-based venues
The royalty-based venues receive 18% of the total state subsidies for rhythmic music. The objective of the
royalty-based venue scheme is to ensure a sufficient spread of high-quality music throughout the country.
As such, criteria for receiving royalty-based subsidies include having a progressive music profile. The
program relies on a fixed payment model with one tariff for each member on the scene; thus, the received
subsidies are to be spent on artist fees alone (slks, C, n.d). In that sense, in contrast to the regional venues,
there is far less wiggle room regarding how the subsidy is spent. This means that the royalty-based venues
are restricted in the way in which they can engage with artists, e.g. partake in developmental processes
with the artist. As former venue manager and Head of Dansk Live, Esben Marcher relates:
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“If you are a royalty-based venue in a bigger city or medium-sized city, you want to become a
regional venue because you receive your funding in a way, which allows you to engage in more
development work instead of just setting up a passive concert, where you hire a band, pay them
their fee and send them on their way.” (app. 9, 7: 15).
According to Marcher, the lack of ability to engage in the development process in part stems from the
payment model for artists. He states that a new and untested band receives the same payment as a band
that has been playing for years and has achieved a higher level of success. Not many royalty-based venues
are willing to offer such payment, and, thus, new talents often do not get any remuneration at the royaltybased venues:
“You can make talent development (within the regional revenue program) where you pay a band
1500 kroner so they can rent a bus or car and go ahead and play the concert. This you can also
do when you are a royalty-based venue, but you do not have any place to take the money from
beside the bar income and entrance fee. And that means that some new bands play shows for
nothing but a cold pizza, and others receive a professional payment.” (app. 9, 8: 8).
From this perspective, Dansk Live have argued that it makes sense to have two rates for the tariff payment;
one targeting professional musicians and one for upcoming and talented artists. By splitting the tariff, it
would be easier for the royalty-based venues to apply for money directly targeting new talents whilst not
being forced to offer a payment of a professional standard.
In addition, there is an added risk that royalty-based venues end up settling for economically viable artists,
which, often, constitute the more middle-of-the-road and commercial artists. The reason is that artist fees
are fixed. As Marcher states: “(...) it does seem silly to pay a band, which has sold 10-15 tickets,
thousands of kroner to come and play.” (app. 9, 8: 14). Still, Marcher acknowledges the value, which
royalty-based venues bring to the table. This value resides in the fact that it helps give young bands
experience performing live as well as an income stream for the more established artists.
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5.3 The regional venues
The following analysis will cast light on the regional venues. According to its mission statement, regional
venues must promote, present and develop the rhythmic music scene locally, nationally and internationally
(slks, B, n.d.). Among the objectives of the regional venues is to focus on quality, novelty and diversity as
well as to prioritize the development of talents and niche music. Ergo, there are several foci in play, which,
to some degree, correspond with the purpose of the Arts Foundation, which is to: “(...) spread the arts to a
wide audience all over Denmark, to promote Danish art internationally, and to pave the way for talented
artists.” (kunst, B, n.d.). Using the mission statement of the regional venues as a backdrop, we will now
explore and analyse the work they do, i.e. what do they present and how do they benefit the Danish
middle-layer musician?
We have analysed the music programs of 17 out of 18 regional venues, all appointed in the period of
2017-2020. The music programs that we have analysed are based on statements from either 2018 or 2019.
Our intention was to use the latest year as the basis, however, not all venues had the 2019 program
compiled and ready. However, we do not believe that this is a significant limitation as the line-ups each
year remain relatively stable. As the programs are characterized by a high degree of individuality in
regards to their musical profile of the venue, our goal with this analysis has not been to show whether each
venue fulfills its objectives as stated in its specific framework-agreement, but rather how the regional
venue program performs as a whole.

The basis for our categorization
In order to illustrate the work, which the regional venues carry out, we have identified nine categories that
together represent the types of activities, which take place at the venues. These nine categories are the
following:
➢ 1) amateur, 2) Danish traditional middle-layer, 3) Danish contemporary middle-layer, 4)
Danish popular middle-layer, 5) large Danish, 6) cover, 7) international middle-layer, 8)
large international, 9) other activities.
The categorization has been carried out in three phases; the first phase distinguished between events with
amateur acts, middle-layer acts, large acts, cover acts and other activities, e.g. comedy, talks or movie
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screenings. The next phase focused on middle-layer acts and large acts and sought to distinguish between
Danish and international acts within these two categories. The third phase zoomed in on the Danish
middle-layer acts and divided these according to the musical tradition they represent. More specifically,
whether the act has its roots in traditional music such as traditional jazz, folk or blues music,
contemporary music understood as music that is modern and in some way pushing boundaries, and, lastly,
popular music that is modern but mainstream oriented. In appendix 25, the criteria for the categorization
of bands are explained, and in appendix 26, ten examples of bands in each category are presented.

Figure 7: Events at the regional venues.
See appendix 27 and 28 for an extensive overview of events at each venue.
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Having performed this task, we have been able to demonstrate the number of events featuring amateur,
Danish and international middle-layer musicians, as well as what we have categorized as profitable
acts. Profitable acts refers to acts and events, which we estimate do not need funding in order to cover
their costs. Thus, profitable events include the categories large acts, international and Danish, cover
acts and other activities. Figure 7 illustrates the division of each of these four categories at the 17
regional venues.

Signs of internationalization in the cities
For the venues based in Copenhagen and Aarhus, the two largest cities in Denmark, three out of four of the
subsidised venues have an overweight of international events15 . Especially the Copenhagen-based venues
Vega and Alice have an international profile; 71% and 76% respectively of the total headliners are
international. As stated, large acts are included in the category profitable events. For a detailed overview of
the percentage of international acts at each venue, see appendix 27. Notably, Vega and Alice are the main
benefiters of the subsidy program as they, in the period from 2017-2020, have received the largest sum of
regional venue subsidy. The remaining venue with an overweight of international events is the Aarhusbased Voxhall. At this venue, international acts represent 41% of the line-up. At Alice, the international
acts are often smaller and contemporary, whereas both Vega and Voxhall have an notable amount of large
international acts, which presumably are able to cover the costs with no genuine need for external funding.
A number of our informants note that they have experienced an internationalization of the line-ups at some
of these venues. As Anker describes: “They (Alice) have been criticized for not booking local musicians.
That already happened when Jazzhouse16 was running.” (app. 19, 17: 6). Presenting international acts is a
formal objective of the regional venues, and, as such, should not constitute a point of concern. However,
the fact that these are mostly presented in the larger cities might be a disadvantage for some Danish
middle-layer musicians as new audiences are often found in these spots. Still, both Vega and Alice offer
another type of value due to their musical profile and general expertise. As Jan Ole Traasdahl, senior
consultant at the Arts Foundation, explains in relation to Vega: “One of their tasks is to be a resource for
15

Note that we have not been able to get the data from the Aarhus based venue Train. That said, we believe that this venue has a similar
line-up as the three venues with an overweight of international acts, by browsing the current line-up on their website.
16

The venue Alice has previously existed under the brands Jazzhouse and Global which in 2017 were merged and now appeared as
Alice.
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all the other venues.” (app. 8, 6: 7). For example, the venue shares professional knowledge about booking
international artists and the management of daily operations.
At the other end of the scale, events targeting amateur music is the dominant content at the venue
Klaverfabrikken, where 50% of its events have been classified as amateur. A similar effort towards
amateur music is also evident at the two venues Stars and Gimle, at which amateur music represents 28%
and 34% of their line-ups. What is characteristic for these two venues, as well as the venue Tobakken in
Esbjerg, is that these have a more or less equal distribution of amateur, middle-layer and profitable events.
These categories constitute around 20-35% each of the total events.
The seven venues, which we have touched upon so far, reveal a predominance of either international
music, amateur music, or a more or less equal distribution of these two and middle-layer music in their
line-ups. However, they have one thing in common; they all have less than 40% of events with Danish
middle-layer acts on their bills.

Middle-layer dominance
This stands in contrast to the remaining ten venues, which all have middle-layer acts as the dominant
category. These ten venues all have at least 40% events with middle-layer artists. More specifically, the
amount of Danish middle-layer events vary from 41% to 64% of the total line-up. Nine out of ten of these
venues present in between 11% and 19% amateur music. Profitable events are more unequally split for
these ten venues. For six venues, this category represents 24% to 35% of the total line-up. For the
remaining four, profitable events represent 11% to 15% of the total events.
To summarize the 17 regional venues, three venues, which coincidentally are based in the two largest
Danish cities, have an overweight of international acts; three venues have a more or less equal distribution
between the four categories; ten venues have a slight predominance of Danish middle-layer events, a more
or less equal distribution of middle-layer international acts and amateur music, however, differ in the
amount of profitable events. Lastly, one venue primarily focuses its effort towards amateur music.
If we analyse the percentage of profitable events in the total line-up for all venues, half of the regional
venues have profitable events that account for more than 30% of their line-up. Vega trumps this category
by a long distance, i.e. 57% of its total events can be classified as profitable. The remaining eight venues
have in between 4% and 29% profitable events. If we performe the same exercise for amateur music, only
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three of the 17 venues have amateur music accounting for more than 28% of their content. In contrast, four
venues have less than 5% amateur music and the remaining ten venues present in between 11% and 19%
amateur music. In that sense, it appears that regional venues, to a higher extent, are focusing their efforts
towards profitable events, including cover music and events such as comedy, rather than amateur music.

Specifying the Danish middle-layer acts
The total number of events at the 17 regional venues analysed stands at 2628. Of these, 14% are amateur
acts, 37% Danish middle-layer acts and 18% international middle-layer acts, and 31% profitable acts.
From these numbers, it is clear that middle-layer acts constitute the main part of the events at the regional
venues. Of these middle-layer events, traditional oriented music comprises 6%, contemporary music 17%,
and, lastly, popular and mainstream oriented music 14%.
As illustrated in figure 8, at the majority of venues, popular and traditional music together makes up the
main proportion of events. In light of the vision of the regional venues, which states that these “(...) based
on diversity and innovation promote, present, profile and develop rhythmic music of a high artistic
quality.” (slks, B, n.d.), one might argue that contemporary music is slightly underrepresented. Moreover,
it is noteworthy that of the six venues, at which contemporary music is dominant, four are located in the
larger cities Copenhagen and Aarhus17 and one in the fourth largest city, Aalborg.18 As Traasdahl points out
in regard to the appointment of regional venues: “(...) a good regional venue must understand its
surroundings. It must be able to understand what kind of musical life, cultural life, demographic make-up,
what kind of population is it tapping into?” (app. 8, 3: 13).
Thus, in this statement resides an acknowledgement that all venues must tailor their program to their
surroundings. However, one might advance an argument that in regard to certain criteria, e.g. having a
progressive focus and challenging the audience among other things, some of the venues outside
Copenhagen and Aarhus could do more for the contemporary scene, based on the above. After all, a
fundamental objective of the regional venues is to provide for music, which struggles to exist on market
conditions, and many of the artists, which we have labelled contemporary, as opposed to popular artists,
create such music.

17

Radar, Voxhall, Alice and Vega

18

Studenterhuset
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Figure 8: Events with Danish middle-layer acts at the regional venues.
See appendix 27 and 28 for an extensive overview of events at each venue.

5.3.1 Areas of concern and improvement
In the final part of the analysis of the regional venues, we will move on from the quantitative analyses of
the musical line-ups. Instead, we will now analyse two areas in relation to the regional venues, which were
brought up repeatedly by several of our informants. These constitute areas of concern, in particular from
the perspective of the middle-layer artist. They are also worthy of special attention as they both form part
of the formal list of goals for the regional venues. This part, thus, contributes directly towards answering
the sub-question: 6) How does the public funding system benefit middle-layer musicians and where does it
fail?
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The value of regional venues
Before we go into detail with these, it is necessary to point out that among our informants, middle-layer
musicians as well as industry professionals, there is generally great admiration and respect for the regional
venues. As Rom emphasises: “We cannot have an industry, which is made up of DIY cultures, small
venues and small actors. There is absolutely a need for them, and there is clearly justification.” (app. 14,
17: 4). A strong feature of the regional venues, according to several of our informants, is the opportunity
they provide to perform live in a professional setting.
Furthermore, there appears to be a degree of sympathy and concern for the venues as they find themselves
in an increasingly competitive market, which is subject to some of the developments that we have outlined
earlier, e.g. superstar economy. As Holt states:
“If young people see that they can attend a concert with Kendrick Lamar or Stormzy, then I think
that you will see less people attend a more unknown artist at Vega for example (...) so the growth
in the number of superstar concerts after the arenas have opened has without a doubt affected
the (regional) venues.” (app. 10, 4: 14).
One might argue that this escalation of superstar concerts only increases the rationale for continuing to
fund the regional venues, as Traasdahl expresses: “However, ensuring diversity in the music scene, that is
not possible, if there is no funding (for the regional venues).” (app. 8, 3: 5). The following points of
criticism directed at the regional venues by our informants do not concern their basis for existence either:
Rather, they address certain areas of their operation, which are not performed to a satisfactory standard,
and, thus, negatively affects the attainment of some of the objectives of the program.

Lack of promotion
The first issue concerns promotion. The task of promoting concerts is something, which several of our
informants argue is performed to an unsatisfactory level.
➢ Jarby: “In my opinion there is a tendency that most bookers are mainly concerned about
filling up the calendar. There is not enough thought put into promotion (...). The venues that
are good at this, they thoroughly think through every part of the program, how to
communicate it and how to attract an audience.” (app. 15, 11: 12).
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➢ Anker: “Because there are some regional venues, which can get a little corporate. You get the
sense that people are employed, they have a fulltime job, they get their pension, but you do not
always sense engagement.” (app. 19, 19: 23).
McCoy underlines and specifies that the lack of commitment towards promotion of concerts is not a
problem for the popular artists: “The problem is really getting people to the concerts, where they have to
learn about, who is playing.” (app. 22, 17: 19). The consequence of this is two-fold. Firstly, from the
perspective of the musician, it can be discouraging to turn up to an empty venue; McCoy: “You know, they
get these x number of tariffs every year and then they book a lot of concerts. And sometimes I get the sense
that they just book something and three people attend and then that is fine.” (app. 22, 6:17). However, the
venue managers can themselves eventually experience a similar state of dispiritedness, as Marcher points
out:
“(...) It (smaller genres) is something, which there is not an audience for in sparsely populated
areas. Then it is about motivation, it is very demotivating to create a concert for 15 people. If you
have done this for many years, then you end up having a cynical approach.” (app. 9, 6: 14).
Thorenfeldt labels this the big paradox. He uses the example of a punk band on his own roster, Iceage,
which would have no complications selling tickets in the hundreds in Copenhagen, Aarhus, Odense and
Aalborg. Then, however, attendance descends quickly as the cities get smaller: “Then we would end in Thy
for example, where maybe 25 attend. Okay, and Iceage, 25 guests, that does not make sense. Now we enter
a paradox that is extremely tricky, because should Iceage then play there?” (app. 12, 18: 10).
Thorenfeldt argues that according to the objectives of the regional venues, that is exactly the type of event
they should host; Iceage have toured internationally and they have carved out a position within a
specialised genre, which all parts of Denmark should get the chance to experience. However, he then
concedes: “Now we have the big problem that people in such areas (peripheral regions) simply do not
want to see them. And then what do you do? You can insist or give up.” (ibid., 18: 17).
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The promotion gap: who bears the responsibility?
Bay, in his interview, calls this promotion issue the promotion gap:“(...) this promotion gap has emerged
since the arrival of streaming, because who is doing the promotion? It is like it has fallen down a crack
between offices and venues and artists.” (app. 13, 9: 25).
Tobiassen takes a slightly different stance on the subject of promotion by arguing that it is down to the
artists themselves to promote their concerts: “And that the artists lay this responsibility (of promoting) at
the feet of the venues is completely misunderstood.” (app. 18, 17: 17). This opinion stands in stark contrast
to that of McCoy, who argues, that, in light of the amount of subsidization they receive, the venues should
perform this promotion task: “When you receive that much funding, a part of what you are supposed to is
make people turn up to the concerts; it is not always just the artist's responsibility.” (app. 22, 17: 22).
According to a number of our informants, the lack of promotion from the venues stems from simply
having too big a workload and too little resources at hand. Marcher recalls this from his time working as a
venue manager: “(...) so I know that finances are low, and that you also perform the role of a janitor and
have to do all these different things (...).” (app. 9, 10: 4). Despite the fact that agreements with appointed
venues are tailored to accommodate their individual circumstances, Jarby maintains that there is too much
focus on maximising the number of concerts: “It ends up being quantitative instead of qualitative.” (app.
15, 11: 4). The large number of concerts is one of the reasons that the task of promoting concerts should
not solely rest with the venues as Tobiassen argues: “(...) as a venue, if you have 150 concerts a year, then
you just cannot put a large amount of PR work into every single concert.” (app. 18, 17: 15).

Absence of talent development
The second issue concerns talent development. As stated in the objectives of the regional venues, as well
as the mission statement of the Danish Arts Foundation, cf. 1.4 and 1.5, the regional venues, and the
Danish Arts Foundation, carry responsibility for developing talent. From the perspective of the regional
venues, there is no set of instructions on how to do this, and, thus, it is up to each venue to interpret and
decide on this. However, based on our interviews, there exists different opinions on the extent to which the
regional venues genuinely contribute to the development of talent.
In our interviews, we found that artists most often start their career within the greater cities. As stated by
the booking agent Thorenfeldt, it is only within the biggest cities that talent development can unfold (app.
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12, 6). The anonymous musician acknowledges this too by stating in relation to his own career that: “It
started in the cities, where I guess the specialised music media houses are based. Where there is a greater
curiosity for new things. It often starts in the greater cities.” (app. 20, 3: 6).
In our analysis of the line-ups at the regional venues, it came to light that the venues, based in the large
cities, mostly present international acts. Thus, talent development of national acts might lie somewhere
else. The regional venues outside Copenhagen and Aarhus show a greater effort towards the presentation
of Danish middle-layer acts. Although these might present new artists, our informants express uncertainty
about the degree to which this effort in practice is significantly developing. The problem is often linked to
the lack of promotion and engagement by the venue manager, as McCoy recalls:
“One day we played in front of 100 people, because the promoter had done a good job, and the
next day in front of 0 people because the promoter did not care. Once we experienced a promoter
asking us if we could cut our set short to half an hour as there weren’t enough people and he
wanted to go home.” (app. 22, 17: 11).
As described in the above section highlighting the lack of promotion, events with young talented artists are
sometimes downgraded because of time constraints and a lack of motivation, the latter a result of only
very few people attending these types of events. Marcher expresses that it is a struggle to handle talent
development, but that focusing on nurturing local amateur talent rather than more established national
talents, i.e. middle-layer musicians, might be less demanding: “And that is where you have to go to your
local area and maybe not create national talent development (...) but maybe focus on the local musicians.
But then, how many local musicians are there really?” (app. 9, 13: 7). This argument, that venues to a
greater extent shall allocate their efforts towards the local amateurs, rather than national talents, is also
highlighted by the booking agent Thorenfeldt: “You (regional venues) have to lead the line. You have to
make contests for the best amateur bands, you have to activate partnerships and stimulate the rhythmic
music as a whole.” (app. 12, 20: 5).

What constitutes talent development?
An opposing opinion is that by paying young artists a fee in return for a live performance, the regional
venues are contributing towards their development in the sense that the artists can actually break even and,
in some cases, earn money from their performances. This frees up time to spend on music. As our
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anonymous artist notes when asked if the regional venues contribute to artist development: “They
accomplish the task exactly by providing a venue where the conditions are good and the audience have a
good experience. I do not know if the venue should have other tasks than that. What is important to me is
that I can get paid by playing live.” (app. 20, 18: 5).
Whether the venue is able to develop an artist may depend on the particular career stage of the artist.
Nevertheless, a number of our informants argue that the regional venues are designed to fit the needs of a
classic rock band, as Marcher expresses: “(...) whereas some of the newer electronic music is more
introverted and perhaps should be played in a dark room with only two lights flashing.” (app. 9, 13: 17).
According to him, it is a challenge for regional venues to embrace all types of music, especially new
genres such as electronic and urban music. These genres are often to a less degree intended for the live
format. As Marcher highlights, today more music is produced on computers in bedrooms in contrast to
previously, where music was created in rehearsal space with the aim of performing in front of an audience:
“It is just a premise that a lot of new music is created at home on a computer, where you
probably are more thinking in terms of ‘I need to have this out on the streaming services and
generate a lot of streams’ rather than ‘I need to go down and play for Bo and Beate so they think
that I am cool when performing on the stage.’” (app. 9, 13: 19).
In that sense, the space and the type of value that a venue can offer might not be the right platform for the
development of all types of artists. The fixed and static form of the regional venues is another sentiment
shared among our informants. As McCoy states: “For instance, Fermaten in Herning. That is a great
venue if there are 700 people present, but you can’t really arrange small concerts. Then why do not they
have a system, where you can use some of their fees to arrange concerts in nicer places?” (app. 22, 19: 2).
According to Holt, one of the rationales for gathering all activities under one roof is efficiency: “From a
commercial standpoint, it is worth having all concerts in the same space because it is effective, profitable
and industrial - you can make use of the same production technologies (...). There is a
standardization.” (app. 10, 17: 9). The same informant argues that, from a cultural political perspective,
and more specifically with the egalitarian element in mind, it might make more sense to have more
flexible facilities for arrangement as this would enable the music to reach more remote areas rather than
expect such communities to come to the regional venues (ibid., 17).
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The final part of our analysis has demonstrated that the regional venues are considered to play a
fundamental role for Danish rhythmic music; they provide opportunities for artists by giving them a
platform and they ensure a degree of diversity within the scene. However, as alluded to by many of our
informants, there are areas, in which some of the venues fall short, in particular in regard to promoting
concerts and developing talent, which constitute significant barriers for middle-layer musicians in
particular.
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6
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DISCUSSION
The following section will discuss the main findings from our analysis. As such, this section will
contribute towards answering our sub-question: 7) How can the public funding system most effectively
support middle-layer musicians? Our analysis has highlighted several areas of concern or possible
improvement in regard to the public funding system. We accept that there are issues that might warrant
further discussion. For example, are there sufficient grounds for adjusting the tariff system and
implementing two different rates for established artists and young artists respectively? Also, does the
spectrum of activities on the musical line-ups at the regional venues provide the best foundation for
middle-layer musicians? We have, however, chosen to limit ourselves to what we consider to be two of the
most salient and pressing issues, namely promotion and talent development. Firstly, as we will explain,
these two areas address some of the more critical needs and challenges of middle-layer musicians based on
our analysis of these. Secondly, they both directly relate to the very purpose of the Danish Arts Foundation
and, thus, bear formal significance. We acknowledge that these two issues intertwine, e.g. promoting an
artist is a significant part of developing an artist. However, the talent development task is broader, cf. 1.2,
and thus, the two areas also operate with a degree of independence.
In the first part of the discussion, we will focus on talent development. We will initially detail the
importance of paving the way for talents. Subsequently, we will discuss how talent development is
currently being managed within the public funding system, with a particular focus on the regional venues,
and why these might not be the best suited for that role. Following this, we will discuss how the public
funding system can best deal with this issue in order to fulfil this purpose.
In the second part of the discussion, we will turn our attention to the task of promotion. We will discuss
this issue from the perspective of the regional venues. More specifically, we will firstly discuss the
importance of the promotion task and how a lack of promotion constitutes a very significant barrier for
middle-layer musicians. Subsequently, we will discuss potential ways to approach this problem from a
regional venue perspective.
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In the third part of this section, the working grant, ensemble support as well as the organization MXD
together comprise the fulcrum of the discussion. Here, we will discuss the strengths of these and what
value may be obtained by learning from them. Firstly, however, we will set the scene for the discussion by
briefly summarizing the main points from our report so far.

6.1 What have we learnt so far?
Up to this point, we have painted a picture of a music industry, which is highly unbalanced in regard to the
actors, who profit from it. As our section on the Danish music business very bluntly illustrates, the subindustries, which together help comprise the Danish music scene, i.e. live, recorded music and rights
collection, are all very much dominated by a small group of actors, i.e. the superstars.
The sub-industry for recorded music has experienced the bounty and spread effect, whereby it has seen a
steep increase in the amount of available music, i.e. bounty, as well as a widening gap between the very
few top artists and the rest, i.e. spread. The music industry for recorded music, has, as a whole,
experienced growth, yet, the market share for Danish music has declined significantly from 57% in 2011
to 35% in 2018, cf. 3.1.1. The reason is partly the internationalization of this sub-industry, which is posing
a genuine threat to the Danish music scene. As our anonymous informant states: “The market has been
internationalized, for example Spotify, and we do not have control over it.” (app. 20, 5: 8). In addition,
when you factor in the new mode of payment for artists, i.e. from lump sums to micro-payments, it leaves
the majority of artists in a rather bleak situation. As Holt expresses: “They (musicians) see it as a crisis,
they receive very little from Spotify and Youtube. They make next to no money.” (app. 10, 2: 7).
However, what about the live industry, which, as we have demonstrated, has shown remarkable growth
within recent years, cf. 3.14? In light of these numbers, it would only seem reasonable to assume that the
growth in the live industry could help artists recoup some of the lost revenues from the other subindustries. However, as Holt explains in relation to the live industry: “It hasn’t saved the bottom. It hasn’t
been democratic by taking in everyone.” (app. 10, 2: 14).
Our analysis of the public funding system has emphasized several pools, which are highly appreciated by
artists and industry professionals for the way in which they contribute to the careers of artists, e.g. the
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young elite, the working grant, the ensemble support and MXD. These pools are designed to effectively
support the contemporary needs and challenges of middle-layer musicians.
Our analysis of the regional venues illustrates that venues in Aarhus and Copenhagen display a
predominance of international artists, which represents a barrier for the Danish middle-musicians. As
several of our informants explain, the two big cities are where their audiences are primarily found. We
have also highlighted that Danish middle-layer musicians, who play contemporary genres, are
inadequately represented outside the two big cities. Here, popular and traditional music dominates the
scenes. Music, which arguably finds it easier to reach an audience. From a cultural political perspective,
this unbalance is an impediment to an even geographical spread of the arts. Holt: “After the regional
venues have begun turning to more popular (music), something which is already well known. Compared to
what they have done earlier, it has been a negative development from a cultural political art funding
perspective.” (app. 10, 10: 10).
Many of our artists derive pleasure from the process of creating and playing their music and do not
necessarily consider their music as a means to make a living; Lahrmann: “What I create must be
sustainable, but not because it must constitute an income.” (app. 17, 4: 3). However, even though many of
these artists are driven in the main by their passion to create and perform, the current working conditions
for these Danish rhythmic artists complicate these processes. They are simply getting squeezed out of the
picture.
A Danish music landscape, which is dominated by international superstars and, consequently, grants little
room to the middle-layer, is in danger of not being able to manifest diversity, excellence and equality - all
elements which Danish cultural policy prides itself on obtaining. Similarly to how Danish cultural policies
in the latter stages of the 20th century were regarded as key in the fight against corporate cultural
industries, cf. 3.3, they are perhaps now, more than ever, needed in order to counterbalance the dominance
of superstars? For this very reason, we believe that the Arts Foundation’s purpose to “(...) spread the arts
to a wide audience all over Denmark, to promote Danish art internationally, and to pave the way for
talented artists” (kunst, B, n.d.) is especially relevant and justified, but that a particular effort is needed to
achieve it within the Danish music industry. Against this backdrop, we will now discuss in detail the two
areas of concern.
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6.2 Talent development
As demonstrated in our analysis of the needs and challenges of middle-layer musicians, establishing
yourself as an artist as well as managing entrepreneurial tasks are both highlighted as being crucial
requirements for today’s artists, but also areas, which have proven to be challenging for many musicians.
Establishing yourself within the fields of the arts has never been an easy ride due to the highly skewed
economy and high degree of competition among other things, cf. 2.4. This is also evident in our
interviews, where Stolberg describes that establishing a career and taking the first steps within the music
business is a crucial, but very difficult step: “But the absolute most difficult thing in music is to establish
yourself - to get this breakthrough that suddenly sparks an interest from an audience.” (app. 21, 3: 3).
How can the Arts Foundation pave the way for talented artists to take the first step?
As our interviews demonstrate, many musicians undertake tasks, which are not associated with the
traditional job as a musician, e.g. releasing music, booking concerts, strategizing, marketing, making
financial statements et cetera. Managing these tasks fit the description of the entrepreneurial musician, cf.
3.2. For some artists, managing such tasks comes naturally. Others are able to hire partners to handle these.
For many middle-layer artists, however, it may not be financially feasible to hire partners to manage these
areas. How do these, then, learn to manage the wider role as a musician of today?
Establishing yourself as an artist and managing the entrepreneurial role correspond with the types of tasks,
which we highlight as being a part of talent development, cf. 5.1.2. The record labels have previously been
the main actors within the music business to invest in talent development, cf. 3.1.1. That said, record
labels have experienced declines in revenues as a result of the digitalization, and, thus, become unwilling
to take chances and invest in unestablished artists. The lack of investment and willingness to help artists at
the early stages of their careers has meant that the risk now resides with the artists themselves. It is,
therefore, a warranted claim that it has never been more crucial for the Arts Foundation to help artists in
the early stages of their careers, or in other words, to realize their own purpose of paving the way for new
talents. But how can the public funding system best do this?
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6.2.1 Talent development in the current system
The young elite
As described in our analysis, there are pools, which we categories under ‘artistic progression’, e.g.
working grants, ensemble support and the young elite. We believe that artistic progression and talent
development, the latter of which is the focus of this section, overlap. Yet, talent development concerns
artists, which are not yet established and lack experience, cf. 1.2, whereas artistic progression covers a
more unspecified and wider range of artists. Therefore, despite their respective strengths, the pools
working grants and ensemble support are not included in this section as they appear most useful for artists
at the more established end of the spectrum.
In the current system within the Arts Foundation, the pool, the young elite, supports the development of
talent. As described, this pool, in 2018, was dedicated only to music, but has later been reframed to include
several artistic genres. This change has resulted in only one musician being honored with the young elite in
2019, cf. 5.2.2. Despite this, the young elite has been highlighted as an effective way to support talented
artists. Stolberg explains that it is a good exercise for new artists to create a career plan and to connect
with professional collaborators, which the program requires the artist to do. Hereby, the artist can learn
some of the above mentioned entrepreneurial aspects. However, Stolberg adds that these plans and
strategies hardly ever unfold as intended, because unestablished artists have to act in accordance with
opportunities that suddenly may appear, cf. 5.2.2. Therefore, such programs should be designed with a
degree of flexibility and rely on trust in the artist rather than bureaucratic commitments. The musician
Tobiassen is of a similar school of thought:
“(...) the money is best spent when they meet the needs of the individual musicians. And these are
just of a wide difference. In reality this is the issue of designing the pools, when trying to create
systems for creative work. And that is wrong per definition, but what can you do
otherwise?” (app. 18, 15: 6).
In this statement, Tobiassen also acknowledges that it is difficult for musicians to be able to know exactly
for which purpose the money is best spent. This harmonizes with our earlier point that due to the lack of
homogeneity within the market, it can be disadvantageous to attempt to pass on general knowledge to new
market entrants, cf. 5.1.2. Likewise, because artists are surrounded by such a high degree of uncertainty,
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which they need to be able to adapt to, flexibility in regard to how they are allowed to spend funds is
crucial.

The regional venues
Beside the young elite, the regional venues bear formal responsibility for talent development, cf 1.5.
However, in our analysis, it became evident that talent development is an area, which often is downgraded
by regional venue managers. Several of our informants express that it is difficult to see the exact value that
the regional venues bring to the table in terms of talent development. Some of these informants believe
that it might make sense to increase the focus on the local amateur music milieu, cf. 5.3.1.
Although the development of local amateur talent might be a more attainable objective for the regional
venues, this was never the intention with the venue support. As stated in the report 'Recommendations for
the Law of Venues’: “(...) a law for venue support primarily should be explored as a support for the
professional music and that it in that sense remains a local job to ensure opportunities for the amateur
music scene to unfold (...).” (Statens Musikråd, 1998: 21). In spite of this, an increased focus on local
music has been implemented as a formal focus of the program, as stated in the obligations within the
framework agreement: “6) talent development including presenting local music acts throughout the region
as well as at other regional venues across the country.” (slks, A, n.d.). In our analysis of the regional
venues, it became clear that events with local amateur music take up significant space on the line-ups,
especially at the venues in the less populated areas. In that sense, one might argue that the regional venues
to some degree already stimulate the local amateur music scene. However, this was not the original aim of
the establishment of the venue support program, but implemented as a subordinate focus.
Regarding the main task of developing national talent, our informants all argue that this takes place within
the big cities, cf. 5.3.1. However, the regional venues in such areas are focusing their efforts more towards
international and profitable acts, cf. 5.3. One might argue that when middle-layer talents support larger
Danish and international acts, this somewhat contributes towards their development too. That said, smaller
acts play as support acts at all sorts of venues. Thus, this does not constitute any special effort by the
subsidised venues.
Another point, highly relevant to this discussion, relates to new music genres such as electronic and urban
music. These are often to a lesser degree designed for the live format, and, therefore, for these types of
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artists, career advancement often require different avenues to those of the more traditional musicians. Bay
also underlines that in regard to artist development, there is no uniform formula: “The basis is always,
what kind of artist is it? That will determine the strategic approach and tactically in regard to how you try
to create success.” (app. 13, 2: 1).
Thus, from the perspective of these genres, it might not be advantageous to have talent development as a
parameter within the regional venue program as it is simply not capable of tailoring talent development to
the needs of a highly diverse group of middle-layer musicians. Also, the talent development task must
encompass more than providing young artists with a stage. Taking the above points into account, how,
then, can the public funding system ensure that the need for talent development is dealt with?

6.2.2 Recommendations: funding for labels and managers
A number of our informants argue that the current funding system is based on a bygone music business
landscape, and that it has failed to adjust to the recent developments, which the industry has been subject
to. Therefore, it no longer accommodates the genuine demands and needs of the industry and its actors. As
the label manager Rom expresses:
“Many of these pools and schemes emerged in the 80’s and 90’s, when the recording industry was
in its prime. (...) Back then it was the live business, which struggled.. Therefore, it was given the
most support. After the music business has changed so significantly, they just haven’t realigned
the subsidies.” (app. 14, 12: 18).
The total revenue of live music in Denmark has grown 69% from 2012 to 2017, cf. 3.1.3. Bay also admits
that the current funding system is unrepresentative of the current music business: “(...) therefore, in my
opinion, some of these support schemes (the venue support) need to come under scrutiny, because they do
simply not fit with the music industry of today.” (app. 13, 8: 12).

The importance of long-term guidance
In light of this, we believe that it might make sense to allocate funding differently, and, as a result, realign
areas of responsibility accordingly. In our interviews, we have asked the artists how they feel that they are
best equipped to embark on a career as a musician; a question, which none of them have a clear answer to.
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The music business researcher Pedersen, however, makes an interesting point regarding the types of
actors, which are most suited for the role of developing talent:
“To me it is about, when you create subsidies for music, to think about, who has the possibility to
work with a musician over a longer time and to work with its career development. (...) Right now
a lot of the subsidies go through the venues, but the venues are at the most in touch with an artist
once a year, and in that sense, they are able to offer a platform for artists to perform on, but it is
only a platform for a very limited time, and there are limits to how developing that is for a
musician. So for me, it is a good way to help artists to generate an economy, through the venue
subsidies, but it is not necessarily the right way to work with and to develop the music and to
help musicians with their careers.” (app. 11, 11: 15).
Several of our informants advocate an increased subsidization of the “links” between artists and audiences
within the music industry, i.e. independent record labels19 and managers. These are actors that are
notoriously known for their developmental work with artists. As our anonymous artist responds in relation
to a question about who taught the artist the ins and outs of the industry: “I got a manager back then, who
started it all and introduced me to the industry.” (app. 20, 1: 11). Anker also emphasises the importance of
a manager, in particular, in the early stages of an artist’s career: “When I look back, there is a specific time
in your career, when you are younger, especially if you do not have a manager, if you are managing things
by yourself, there can be a lot of uncertainty and many challenges.” (app. 19, 19: 13). Moreover,
managers are known for their knowledge of and ability to identify income opportunities for artists outside
the traditional revenue streams. As Bay points out: “I believe that in order to be able to live off it (music),
you must be prepared to have multiple income streams.” (app. 13, 4: 27). Thus, managers might help
create more sustainable business models for young artists, and, thus, lay a more solid foundation for future
success.
Funding programs, which target independent record labels, can contribute towards lowering the economic
risk associated with signing a new act. That being so, labels will be more willing to engage with artists,
and more opportunities for label collaborations may occur. As labels historically have been a key partner
for a musician in need of investment and development, cf. 3.1.1, subsidising these types of actors might
help the artists to establish themselves and learn to navigate the industry.
19

Description of independent record labels, cf. 3.1.1.
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Stolberg, who both runs his own label and has worked with several record labels as an artist, underlines
the strength of such a collaboration: “(...) but I believe that a good partnership between the artist and a
record label is worth gold and can enable the artist to grow.” (app. 21, 14: 24). Also, as highlighted in our
analysis, artists are in need of support for production and release of music, cf. 5.2.3. This type of support is
in short supply in the current funding system, and, thus, there is clear justification to increase support for
record labels as this domain is their livelihood and area of expertise.
Another important factor is that record labels, as opposed to venues, tend to specialize themselves to a
higher extent within certain genres, and, thus, are able deliver highly specified knowledge and guidance.
As parts of our analysis has suggested, middle-layer musicians of today differ in many regards, for
example the way in which they utilize personas or make use of networks, cf. 5.1.2. This can be dependent
on their musical genre, or the degree to which they are commercially oriented. Regardless, a one-size-fitsall approach to talent development will not suffice. As Zaks says: “(...) so there are so many nuances that
it is a small percentage of my experience, which someone else can actually make use of.” (app. 16, 2: 9).
Zaks points out the need for dialogue between people, who find themselves in the same musical
environment, and notes that in his early days, he initiated contact with experienced artists within his scene
in order to learn and grow as an artist (ibid., 2).

Benefits of funding managers and record labels
Taking these statements into consideration, and the fact that both industry professionals as well as artists
are making these claims, subsiding these links seems reasoned. Currently, as demonstrated in our analysis,
there are no pools or programs designed and intended first and foremost for managers or record labels. The
artist manager Jarby states that she finds it odd that managers and labels cannot receive subsidies. She also
points out that funding these actors might attract more people to work with the entrepreneurial and
business side of the music industry, e.g. as agents, label heads or managers (app. 15, 9). A couple of our
informants draw attention to the lack of managers within the industry, something, which a pool that is
earmarked for this type of actor possibly can change. As the label manager Rom expresses:
“(...) managers, that is also a type, which is completely forgotten (…). There is a severe need for
qualified managers. I believe, if you look towards Canada (...) there, I know that you can go to
the authorities in a completely different way and apply for funding for employment for the first
year. These kinds of things make sense from an industry perspective.” (app. 14, 11: 20).
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Funding these linking actors may also lessen the need to educate musicians to master the role of
entrepreneurs; a role, which does not come naturally to all musicians, and, as we have heard several of our
informants emphasize, a role, which can constitute a barrier for the actual artistic work. The musician
Stolberg is also in support of subsidizing these types of actors within the music business:
“It would be of great help if especially record labels could receive subsidies to release records
with Danish acts, because it is very difficult to earn money from this. And it is something that
would make the whole industry better. Because this idea of releasing your own music is super
beautiful, and you can do so, but I believe that a good partnership between an artist and its label
is worth gold and it would get the artist to expand further (…). That would probably also be the
case for music managers, if you are building a new artist; if you could receive subsidies for that
sort of work, that could give some peace to work, which I think would be well spent.” (app. 21,
14: 22).
This marks the end of the first part of the discussion. We will now address and discuss the second issue of
concern: the task of promotion.

6.3 Promotion
One of the main tasks of the regional venues is to promote rhythmic music locally, nationally and
internationally. Now, the promotion task might sound straightforward. We, however, believe that it is of
crucial importance as it helps lay the foundation, firstly, for the artist to reach an audience, which we have
learnt from our analysis is a notable challenge. Secondly, as it contributes towards ensuring that cultural
activities are spread across the country and actually reach the local communities, for which they are
intended. Last, but not least, it is extremely important from the point-of-view of the venue as it increases
the odds of an audience turning up, buying tickets, buying beverages at the bar, and, thus, increasing the
revenues.

The importance of an audience
From the perspective of the artist, the promotion task can play an instrumental role in advancing a carer. In
particular, for the not-yet established musicians, which are in the midst of finding an audience, and, which
may yet harbor a degree of self-doubt in regard to their own abilities. Traasdahl states that in his opinion, it
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is important that young artists have a place to perform, but also an audience to perform in front of (app. 8,
9). Our informant, Tobiassen, relates that it does not necessarily depend on the size of the audience, but the
engagement and connection from the audience: “(...) it does not matter if there is 40 or 400, just that they
have fun.” (app. 18, 8: 18).
For an artist, to get reimbursed with a fee, as they do at regional venues, is very valuable. For some artists
it might be of utmost importance, for others less so. However, even selfless artists appreciate monetary
income, cf. 2.4. This is also something, which several of our informants indicate;“So that there is harmony
between what you want and what you are good at. And what you earn your money from.” (app. 20, 2: 10),
as the anonymous musician expresses.
Still, a fee by itself is not sufficient in order to stimulate the intrinsic motivation inherent in the type of
musician, which we are concerned with. The enjoyment and pleasure they derive from producing and
performing is paramount, and, often, this correlates with the audience. As Stolberg describes, without an
audience, music is inexistent: “(...) to me, music is communication. It can only exist between an artist and
an audience.” (app. 21, 2: 8).
Therefore, for many of these artists, it is crucial that they are able to reach an audience. Many artists do
this on social media, where they find and maintain relationships with fans. However, as Anker explains in
relation to using social media: “If you play pop music, you have to, I guess. But the more niche genres,
then it’s not certain. It might be that potential listeners orientate themselves differently.” (app. 19, 9: 10).
One way to find an audience for the less commercially oriented artists is to get people to come to the
concerts. As Jarby explains in relation to niche genres:
“It is very much a genre that exists live. So it is about touring and playing live (…). It is very
difficult to sell the artists only as sound, it is about the experience you get. That is also why the
artists think very creatively in terms of performing live. It is never a stationary setup. They think
the whole live experience through because that is where they meet new fans. On the other hand,
they have some fantastically loyal fans, who keep turning up.” (app. 15, 5: 15).
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This quote underlines the importance of venues as a platform, where many artists, in particular the more
niche genres, are able to meet their audience. Moreover, it accentuates the importance of putting in a lot of
work into the particular task of promoting artists and getting people to show up as the first encounter is so
vital. Especially in a saturated music market, where, as we have demonstrated, there is a near limitless
array of music. However, as some of our informants have already pointed out, including Head of Dansk
Live, Marcher, the reason for failing to excel at the task on occasions is not the result of negligence. There
are simply not enough resources to cover all tasks to a near perfect standard (app. 9, 7). How, then, might
the Arts Foundation improve the performance of this task?

6.3.1 Recommendations: promotion as a joint task and local partnerships
First of all, there seems to be a lack of agreement over who is actually responsible for the role of
promotion. On the face of it, this issue sounds quite rudimentary. Our informants do, however, harbor very
contrasting opinions on the matter, cf. 5.3.1; some believe that the responsibility for promotion lies strictly
with the regional venues, e.g. McCoy (app. 22, 17). The argument from this position is that in light of the
amount of funding, which regional venues receive, it is reasonable to expect these to be the driving force
behind this task. Moreover, their own mission statement very accurately describes their role as also having
to promote. On the other hand, Tobiassen makes the case that the responsibility lies completely with the
artist, and, that artists should show more gratitude for the opportunity and fee, which they receive from the
venues. Both are very reasoned claims, and, thus, perhaps, it might only be logical to consider it a joint
operation?
Traasdahl comments that venues are given freedom in regard to how they want to prioritize the objectives:
“The venues can decide what they consider to be important.” (app. 8, 11: 7). The argument is that venues
know their own environment the best, and, thus, are best equipped to decide what needs to be given
priority to. However, this level of freedom might not necessarily entail the most fruitful outcomes?
According to Bay, some of the subsidised venues lack incentive to sell their tickets as they are simply too
comfortable under the current arrangement: “(…) in some cases they appear less active promoting their
shows than they could be.” (app. 13, 9: 13).

Changing the roles for venues and artists
Then, perhaps, from the perspective of the regional venues, it is more a case of communicating, to the
performing artist, a set of criteria, which detail the promotion task that they are expected to actively
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contribute towards in return for their fee. Tobiassen’s band Nelson Can have had great success in many
parts of Denmark. This, she partly attributes to their commitment towards establishing relations with the
local communities, such as performing at the local gymnasium before a concert and talking to fans after
the concert, cf. 5.1.3. Using this as an example is not to indicate that all musicians should play at a local
educational institution before the “real” concert. The point is that it might be this sort of ploy and effort,
which is to be expected of musicians. In other words, the promotion task may entail more than a
customary social media post. In that case, the regional venues to a higher extent become facilitators and
bodies of knowledge, from which the artist can obtain information about local communities, and, thus,
know where to reach out.
If the promotion task explicitly transitions into a two-man job, the success of it also hinges on the level of
commitment from the artist. Rom underlines that it is indeed possible for artists to build an audience in
more remote areas, however, it necessitates that you find the right partners and also possess a high degree
of commitment as you initially will be playing in front of small crowds, cf. 5.1.3. How can regional
venues specifically provide support in this situation?
Firstly, it is important that regional venues stay patient with artists, and that they also show commitment
towards an artist. As Jarby points out in relation to more experimental genres: “It is a slow career
progression within that field.” (app. 15, 4: 12). Thus, even though an artist may not have sold a hundred
tickets on the first night, it is important that the venue invites the artist back to perform.
Thorenfeldt mentions that artists often want to invest time and money travelling around Denmark to play,
however that: “(...) it is not certain that the regional venues want you to play as you cannot sell enough
tickets.” (app. 12, 18: 21). Regional venues must display tolerance in the early stages of an artist’s career,
in particular when it concerns the more experimental and contemporary genres. In practice, from the
perspective of a venue manager, this may mean maintaining a strong focus on how an artist may contribute
musically to a line-up rather than preoccupying oneself with economical objectives, i.e. tickets sold.
Naturally, this is easier said than done considering regional venues operate within a budget, however, in
some cases, it might turn out to be a worthwhile investment. To give an example, Jarby explains in our
interview that she once witnessed this commitment from a particular booker towards one of her own
bands, which eventually yielded success for all parties involved: “And the booker keeps booking
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experimental music. For example, he has booked a band such as Girls in Airports several times. In the
beginning only two people turned up, now they sell out the shows.” (app. 15, 12: 8).

The importance of local engagement
Secondly, there appears to be agreement, on the basis of our interviews, that local involvement must to a
higher degree be stimulated to enhance not only the execution of the promotion task, but to improve the
general atmosphere at venues. This quote from Jarby on the conditions for experimental music outside the
big cities adequately sums up what is required:
“It is such a passion thing. You need ambassadors, which in a way can advocate it. You cannot
just show up at a random venue and play. Then you will have three people in the crowd. So, it
requires more personal promotion from some of the local dedicated people.” (app. 15, 5: 6).
There appears to be consensus that the regional venues, which get it right in terms of bringing local people
together, have a few characteristics in common. McCoy and our anonymous source both emphasize the
importance of a strong and active local culture surrounding the venue. They both establish a correlation
between promoting a concert, which ultimately affects the number of attendees, and the nature of the local
culture.
Anonymous: “You can witness it at the venues, where there is an absence of volunteering. Sure,
there can be lots of people at work, but there will be fewer people attending (the concert) (…).
There must be a drive, and there must be some young people, who like being at the venue.” (app.
20, 19: 1).
Establishing partnerships with local actors, associations and institutions is already specifically addressed
as a formal criteria for the regional venues (slsk, 2019). According to Traasdahl, there are strong
expectations in relation to the role, which regional venues are expected to play. He refers to two former
regional venues, which, as a result of neglecting certain objectives, lost their status as regional venues:
“They had fine professional partnerships, but their commitment to audience development and promotion
of music to communities without a tradition for enjoying a diversity of live music was not estimated as
being sufficient.” (app. 8, 9: 9).
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However, in spite of this formal acknowledgement, it is allegedly lacking, cf. 5.3.1. Perhaps it is a
question of prioritization? Despite Traasdahl’s above comments, which indicate differently? In that case,
the assignment of identifying local actors, associations and organizations as well as drawing up a specific
plan on how the regional venue intends to activate and make use of each of these should top the list of
priorities.
Anker mentions that occasionally it appears as though some of the regional venues book left-field artists
because they have a quota to fulfil. She then proceeds by making reference to a small group of people in
Aalborg, which wanted to bring experimental jazz to the area. They founded an association, but did not
have their own venue. Thus, they hosted the concerts in different settings: “It wasn’t something, where 200
would turn up, but there was a good level of enthusiasm.” (app. 19, 16: 10). The specific point here is not
that regional venues necessarily must consider hosting events in different spaces, but rather that there
might be value to be found in local communities, teaming up with these and utilizing their enthusiasm.
McCoy proposes that young people in a given town for example are given the change to suggest and pick
performers (app. 22, 18). This way, these people become ambassadors, which can contribute towards
creating a buzz and attracting a crowd.

Spillestedet Thy as the blueprint
Several point towards the regional venue in Thy as a source of inspiration. Spillestedet Thy distinguishes
itself in regard to its organizational structure by being made up of local associations. As Traasdahl says in
regards to “the Thy model”: “(...) you ensure that you gather all the dedicated agents in the region so they
can gather forces and create a stronger impact for music.” (app. 8, 6: 15). Marcher argues that they
specifically excel at the promotion task:
“It is about more than just communication, when you are inside the venue - you have to tell the
story before, during and after. That is one of the tasks, which can be difficult to do when you are
just 2-3 in the office. But that is where they (Thy) shine, it is basically the different music
associations that do the programming, and the venue manager just supplements a little.” (app. 9,
7: 8).
The delegation of tasks might entail relinquishing responsibility and power to several different actors,
which Traasdahl claims forms one of the main drawbacks of the “Thy model”:“It is a fragile model, what
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if the members of the board end up fighting for their separate interest instead of the common interests of
the association? Because they also have legitimate conflicting interests.” (app. 8, 7: 9). It may well be that
this model is worth exploring to a greater extent, regardless of its potential risks, as the pros might
outweigh the cons.
We will now turn to the final part of the discussion. Here, we will address the working grant, ensemble
support and MXD, which, on the basis of our data, are highly suitable for the current climate, in which
middle-layer musicians find themselves in.

6.4 Working grants, ensemble support and MXD
Working grants: flexibility and trust
The working grants have been held in high regard by several of our informants. Most importantly, they
provide time for creative contemplation. As touched upon in our analysis, several of our informants have
jobs beside their musical practice, which allows them to create music that does not necessarily have to
constitute a revenue stream. For the same reason, the working grants are highly valued because they create
financial stability, which allows artists to focus solely on their artistic practice. This point is emphasized
by several of our informants as the most valuable feature of the working grant.
Moreover, those who are able to make a living of their musical career, note that the grants are essential in
periods with no touring activities. As the musicians Stolberg and Anker explain when asked what sort of
grants are of most importance to them and their creative work:
➢ Stolberg: “The most important to me is the operational and working grants; this sort of help
ensures that we have security and peace to work, and in the long run increase our chances to
succeed.” (app. 22, 13: 23).
➢ Anker: “(...) especially the working grants have had an enormous importance to me but also
to my colleagues.” (app. 19, 4: 3). Moreover, as Anker expresses, in regards to the working
grant,: “It is very generous (…) that you do not have to present a report or financial
statement. It is simply, we give you the opportunity to immerse yourself in your work. We
believe so much in what you do, and that it can develop further, if you get a little
money.” (ibid., 4: 20).
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Although the majority of our interviewed artists have praised the working grant, the electronic artist Zaks
harbors serious doubts as to whether this type of pool gives rise to high-quality art. His own strong and
idealistic approach to music refrains him from using the funding system as he will never let himself be
dependent on such subsidies. Nevertheless, this level of idealism is unique among our informants and not
seen in other interviews.
In the majority of cases, the distribution of working grants towards established artists, who might struggle
to immerse themselves artistically, can be considered very constructive and conducive to high-quality art.
The working grant displays exactly the degree of flexibility and trust in the artist, which has been
highlighted above as important elements in the design of pools. Likewise, the ensemble support has been
shown great appreciation by some of our informants. Again, the manner in which established artists
relatively freely are allowed to spend their funds is an element, which artists seem to value.
In relation to the sub-question underpinning the discussion, i.e how can the public funding system most
effectively support middle-layer musicians, we believe that these two pools are worth referring to as
blueprints for the design of future pools as they possess the qualities, which appear to be in demand among
middle-layer musicians. The same applies to the institution MXD, the nature of which will now be
discussed.

MXD: for international careers
As discovered in the analysis, many artists within the non-mainstream genres are more or less forced
towards an international career as the audience within Denmark is simply too small for them to establish a
sustainable career. Either this or because they have international ambitions.
The pools distributed by MXD, as well as the knowledge, which this institution provides, has been
described as extremely rewarding for this type of artist. One of the key features of these pools by MXD,
which has been highlighted as very useful, is the flexibility in regards to application deadlines as well as
the short response time in relation to approvals or refusals, as Tobiassen expresses: “MXD has a more
flexible funding method that is on a month-to-month basis, which is completely crucial for its
functioning.” (app. 18, 6: 12).
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As a result, artists are able to respond to opportunities abroad, which often arise with short notice.
Although the MXD organization has been praised, one of the interviewed artists, working within the field
of jazz, McCoy, explains his difficulties in being approved for funding within MXD due to the genre that
the artist performs within (app. 22, 11). Even though the needed expertise in this case perhaps could have
been located in one of the other genre organizations, it seems counter productive to centralize such crucial
export knowledge, and exclude artists, who are in need of it. Stolberg also underlines the importance and
merit of MXD, but also that he wishes more artists could utilize their value (app. 21, 14).
As already mentioned, several of our informants highlight the difficulty in sustaining a career within
Denmark, if you play music outside the mainstream genres. Thus, in light of the purpose of the Arts
Foundation to “pave the way for talented artists” and “to promote Danish art internationally” (kunst, B,
n.d.), it is questionable whether the 4% of funding, which is allocated to MXD is enough, cf. 5.2.1? If one
of the most crucial elements of an artistic career is to establish oneself, in many cases outside the borders
of Denmark, it is arguable that funding towards pools such as MXD should constitute a larger percentage
of the overall number. As seen in the example of McCoy, who was denied funding from the pool, the need
for help is apparent.

6.5 Summary and cultural political implications
The very first part of the discussion addressed the task of developing talent and argued that the regional
venues are perhaps not the best qualified to take on the task of developing talent. Instead, linking actors
such as managers and record labels represent better equipped actors to handle this area of responsibility,
both as a result of their expertise and the fact that they are able to work with an artist for an extended
period. Thus, we have discussed and advocated the need to fund these actors. This, we believe, will give
artists the best set of circumstances to develop their careers and navigate the industry, and, ultimately,
enhance the way in which the Arts Foundation paves the way for talented artists.
In the second part of the discussion, we discussed how the regional venues might become better at the
promotion task. We have advocated possible avenues such as making the promotion task absolutely clear
as well as making it a task, which is to be conducted in tandem. We have underlined commitment as a
keyword, and that both the artist as well as the venues must demonstrate this attribute. In addition, we
have discussed the need to involve local communities and actors, and, in continuance of this, suggested
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that the so-called “Thy-model” might be worth exploring. We believe that a determined promotion effort
as well as the involvement of the local environment can help middle-layer artists overcome one of the
significant contemporary challenges: finding an audience. Thus, promotion is regarded as a crucial
ingredient in the Arts Foundation’s purpose to pave the way for talented artists, but also in their effort to
spread the arts to a wide audience all over Denmark.
In the third and final part of the discussion, we discussed firstly the value of the working grant and the
ensemble support. We have argued that these pools manifest the level of freedom, flexibility and trust in an
artist needed to create artistic products. Secondly, we have discussed the role of MXD and its instrumental
value to artists seeking international careers. The strength and worth of MXD lies in its knowledge and
flexibility, which we have argued should be made available to more artists. This, we believe, would
resonate with the Arts Foundation’s purpose of promoting Danish art internationally.
Throughout this paper, we have attempted to use Danish cultural policy and the purpose of the Danish Arts
Foundation as a backdrop for our analysis and points of discussion. To conclude the discussion, we will
now briefly attempt to justify the above suggestions from a Danish cultural political point-of-view.
In general terms, we believe that a more accommodating system of support must be implemented to
safeguard the artistic freedom and autonomy of this group. As described, cultural policy has in times past
been used in an effort to counter the dominance of mass culture, cf. 3.3. Supporting and providing middlelayer artists with a springboard to develop is crucial in order to ensure a high level of diversity and quality
within the scene; two elements, which are integral to the Danish notion of public enlightenment. As a
group, middle-layer artists represent a wide range of genres, and, furthermore, they constitute a highlyskilled group of artists. These qualities are exactly what can lead to the kind of meaningful and enriching
experiences, which bring about a higher level of insight and awareness in individuals. The miscellaneous
nature of the group may mean that they are able to evoke resonance with a large number of people as well
as widen the aesthetic horizon of individuals to a higher degree than commercial artists alone are able to,
both of which are examples of the types of effects, which cultural activities may lead to on an individual
level, cf. 3.3.
We also hold that a more dedicated commitment towards local involvement is completely in harmony with
the strong tradition of active public participation in cultural affairs, cf. 3.3. Another of the effects of
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cultural activities, on an individual level, is social connection, which only speaks in favor of engaging the
local environment. Moreover, it can be argued that devoting more time to promote middle-layer artists in
local communities is one way of ensuring that as many people as possible are actually offered the
opportunity to enjoy and participate in local cultural affairs, something, which accords strongly with the
egalitarian element of Danish cultural policy.
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CONCLUSION
In the closing section, we will present our answer to the research question, which has formed the basis for
this dissertation. In order to do so, we will address all of the sub-questions, which have guided and
provided the structure for this report, and, ultimately, constitute the cornerstones from which the
conclusion is built.
The first sub-question: 1) What are the objectives of the Danish public funding system and why do we need
to fund musicians? allowed us to explore the principles, on which Danish cultural policy is based and,
essentially, why we have put in place such an extensive and high-cost system in support of culture and the
arts. Here, we detailed the importance of public enlightenment, and the deep-rooted idea that exposure to
diversified culture and high-quality art enables the development of a certain cultured capacity, which helps
create informed, autonomous and independent individuals. We also underlined the equalitarian element as
a pivotal and deeply entrenched part of Danish cultural policy. As a result, both the production and
observation of art and culture has a social nature, which can help facilitate social relations and increase
social capital. We have described how Danish cultural policy since the 1980's started to incorporate other
responsibilities and rationales, i.e. a tool for social political change and, later, a crucial engine for
economic growth.
The grounds for funding middle-layer artists is that they represent a group, which tick the above values of
Danish cultural policy; they produce a range of different genres and thus ensure a sufficient level of
diversity. They perform to a very high level, which can stimulate meaningful experiences. Thirdly, the
mode of art, which they engage in, facilitates and lends itself to social activities. These arguments are very
much in line with the pillars of Danish cultural policy and, thus, we believe that funding towards this
group is warranted and needed. This final point is a fitting lead-in to the next sub-question: 2) What are the
conditions that musicians work under? This allowed us to explore the motivation, which drives artists
towards creative careers, but also to establish some of the general working conditions, which characterize
creative labour. In many creative industries, conditions for employment are irregular, career prospects are
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uncertain, self-employment is the norm, and the distribution of money is highly skewed. The same holds
for the music industry. Still, there is an abundance of labour, which has only made competition even more
fierce.
Artists vary in regard to what motivates them, but for selfless artists, the reward stems from the process of
creating rather than the product itself. Consequently, external rewards such as money and fame are
subordinate. In reality, the majority of artists fall in between a continuum, in which money is valued for its
functional value above all, i.e. it grants the artist resources to produce art. For commercial artists, extrinsic
rewards such as fame and money drive the design. Products created with this rationale as the driving force
are ultimately based on market conditions. Therefore, in such a market, there is an inevitable boundary to
the potential degree of diversity and quality in cultural offerings. This only speaks in favor of supporting
artists, which operate with an art for art’s sake logic, something, which we have learned is the case with
our middle-layer musicians. The grounds for funding these only increase in strength when factoring in the
developments, which have transpired in the music industry.
These developments have been addressed in response to our sub-question: 3) How has the music business
developed throughout the past 20 years? Firstly, we have seen the notion of the superstar economy take
effect across all sub-industries within the music industry. The dominance of this superstar elite is on an
individual level impeding the probability of middle-layer artists creating a career for themselves as it has
become so challenging to establish oneself and attract an audience. Parallel to this, the last few decades
have seen technology transform the industry. This development has slowly transitioned the way in which
music is listened to; a change which has not only been felt by consumers. Artists are suffering from new
modes of payment in relation to streaming services. In particular, as streaming services to a large degree
relate themselves to major labels and international superstars. This has made it problematic for niche, local
and independent music to break through.
The new mode of listening, from album to track-based, has put record labels in a position, in which they
no longer need to invest heavily in an artist and spend resources on developing talent. Instead, record
labels might release a single track, evaluate its performance and, on that basis, make a decision to progress
with the artist or not. They essentially enter the development process at a much later stage than previously.
As a consequence, the onus and risk now resides with the artist. These circumstances are demanding of
artists that they can shoulder more tasks and manage a wider and more complex role. As Pedersen notes:
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“You have to manage a long list of different sources of income (...). That is what is necessary, if
you, as a middle-layer musician, want to sustain a career, to be aware of these things. (...) the
idea of working entrepreneurially is an important part of being a musician today.” (app. 11, 10:
11).
In our analysis of the sub-question: 4) What are the needs and challenges that middle-layer musicians are
facing?, the entrepreneurial approach was described as one of the significant needs of the middle-layer
musician. The entrepreneurial approach signifies the need to think and act creatively in an informed and
smart manner in regard to all aspects of one’s career such as revenue streams, establishing partnerships,
finding an audience, distributing music and navigating the industry. Another notable challenge for middlelayer artists is establishing themselves. The increased long-tail and the superstar effect is squeezing fees
for middle-layer musicians, and, as a result, they struggle to gain a foothold. The lack of investment and
support from record labels, as was earlier the case, has meant that artists must provide the necessary
capital themselves to record and produce an album for example.
Finding an audience in Denmark is also described as a challenge for several of our middle-layer
musicians. Especially if you play niche or experimental music. For that reason, several of our informants
express a need to move their careers abroad. This, however, also constitutes a significant challenge due to
the related costs and the need to find the right partners. Still, some of our informants have achieved
success in and around Denmark. They make the case that it is an achievable goal, but that it necessitates a
high level of commitment, an ability to think outside the box in regard to promotion as well as external
help from partners.
From the analysis of the needs and challenges, which middle-layer artists face, we headed straight into the
analysis of the Danish Arts Foundation with our two related sub-questions: 5) How does the public funding
system allocate subsidies? and 6) How does the public funding system benefit middle-layer musicians and
where does it fail?
In this analysis, it became evident that the ‘live’ sector is allocated the largest proportion of funding for
rhythmic music by a significant distance. In the main, this is down to the venue support. Several of our
informants are of the opinion that the level of funding towards the live industry is unrepresentative and illsuited to the demands of the music landscape of today. We have also shown that a significant proportion of
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funding goes towards artistic progression. The working grant and the ensemble support has been praised
by several of our informants, in particular the degree of freedom and time these present the artist with. The
young elite program is an example of a pool, which directly addresses the needs and challenges for artists
by educating these to think entrepreneurially. Though, as we have described, the program is only awarded
to a very limited number of artists.
The regional venues receive a very large portion of funding, and, as such, bear several responsibilities. Our
analysis has demonstrated that venues in general perform a very important role for artists by providing a
platform to reach an audience. However, our analysis also highlighted that, firstly, Danish middle-layer
musicians, who play contemporary music, are inadequately represented outside the big cities and, in
addition, international acts dominate the venues in the two big cities Aarhus and Copenhagen. Moreover,
there are two objectives, i.e. promotion and talent development, where some of the venues fail to make the
most out of their role. This has adverse effects in particular for the more unestablished middle-layer
musicians. For example, regarding the former, it means that they might struggle to find their own
audience. Regarding the latter, they might find it difficult to establish themselves and navigate the
industry.
In the discussion, which reflects our final sub-question, 7) How can the public funding system most
effectively support middle-layer musicians?, we discussed how certain programs and pools offered by the
Arts Foundation may be tweaked in order to deliver a better performance in regard to the two areas;
promotion and talent development.
In the first part of the discussion, we addressed the issue of talent development. Here, we examined the
need to fund the actors, who are in contact with the artists over the longest period of time. That being so,
managers and independent record labels should receive a proportion of funding, and, accordingly, bear
some of the responsibility for talent development. It is questionable, the extent to which regional venues
are able to provide comprehensive and meaningful talent development bearing in mind the limited contact
they have with artists as well as the multitude of responsibilities, which they must manage. In addition, a
lot of contemporary music is not designed for the traditional live format, which begs the question, whether
regional venues are the best suited for the role of developing talent.
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In light of the increased importance of an entrepreneurial approach, it also makes sense to subsidize
managers and record labels as these are well-versed on the subject, and, thus, are better equipped to coach
artists to think entrepreneurially. The fact that major record labels often cater for highly particular musical
styles also makes them cut out for this miscellaneous group of contemporary middle-layer musicians, who
often require highly specialized knowledge and guidance.
In the second part of the discussion, we discussed possible modifications to the regional venue program
with the purpose of improving the task of promotion. Initially, we discussed the need to specify the
promotion task, approach it as a joint operation between the artist and the venue as well as the need to
show patience and commitment towards artists. We also reflected on why, first and foremost, prioritizing
the establishment of local partnerships is necessary in order to attract an audience and stimulate local
activity. This would see the regional venues convert to a more facilitating and coordinating role.
In the third and final part of the discussion, we sharpened our focus on the working grant, ensemble
support as well as the organisation MXD as they all have been praised by many of our informants. As a
result, we found it constructive to discuss the strengths of these in order to elucidate what can be learnt
from them. Freedom, flexibility and trust in the artist are regarded as important features of the working
grant and the ensemble support and we believe that future pools should be designed with these in mind.
We have demonstrated that many artists harbor international ambitions. MXD supports artists in fulfilling
this ambition. This pool specifically has been praised for its flexibility in terms of deadlines, which has
been underlined as a crucial element as international opportunities can emerge suddenly. In addition,
MXD, as an organization, is commended, by our informants, for the knowledge it can provide about
international pathways. However, MXD only receives 4% of the funding for rhythmic music, and as
promoting Danish art internationally is one of the key constituents of the purpose of the Danish Arts
Foundation, the pool should arguably receive a larger allocation.
The research question: How does the current public funding system meet the challenges of the Danish
middle-layer musicians? is now the only remaining element to address. The gratitude shown towards the
different pools and programs by our informants is a clear indication that the public funding system has
provided middle-layer artists with a tremendous foundation. However, at the same time, there is reason to
believe that parts of the system have failed to accompany the developments and changing musical
landscape. These developments have given rise to a new set of challenges for the middle-layer musician,
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and, as a consequence, the needs and demands of the middle-layer musician have changed accordingly. It
is advisable to address these challenges early on, and, in doing so, preserve the rich, diverse and highquality music, which middle-layer artists, as a whole, bring to the music scene.
That being so, we have proposed some lines of actions, which to a higher extent accommodate these
needs, and, in our opinion, enhance the ability of the public funding system to meet the contemporary
challenges of this group. We believe that more can and should be done for the middle-layer musicians in
terms of aiding their development early on, promoting their music and giving them an opportunity to find
an audience. Most importantly, these areas reflect the challenges, which our empirical data has given
emphasis to. However, we also maintain the importance and relevance of these particular areas as they
mirror the tripartite purpose of the Danish Arts Foundation as well some of the traditional pillars and
principles of Danish cultural policy.
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8
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FURTHER PERSPECTIVES
In closing this report, we will briefly reflect upon a perspective, which has cropped up in our data analysis.
We have deliberately not mulled over its implications in relation to our own study, but believe that it is
worth exploring in future studies of the public funding system. A potential headline might be: Public
funding - art support or business support?
The fundamental point in this perspective is that many of the pools and programs within the Danish Arts
Foundation, which are designed to support art and culture that struggles to operate on market terms, in
practice might be supporting global corporations. For example, as Pedersen points out, the subsidies,
which target the music venues might ultimately fund international conglomerates:“It is a challenge when
you fund venues that to a large degree relate to the international booking agencies.” (app. 11, 15: 4).
Although we have not been able to explore nor conclude to what extent the regional venues rely on artists
from such booking agencies, it is highly likely that a large portion of the artists, who represent the
categories profitable, popular middle-layer, and to some extent small international acts, cf. 5.3, are
represented by multinational corporations.
In the last few years, large Danish agencies have been acquired by multinational conglomerates such as
Live Nation, SuperStroke and FKP Scorpio. These mergers and acquisitions have played a large part in
making the Danish music industry extremely internationalized and integrated in global networks. This is
an example of how the music industry has become an increasingly complex cluster of different agendas
and has become subject to global pressures, cf. 2.1. In light of the intensifying level of conglomeration, it
is perhaps worth exploring, who, in actual fact, is the end recipient of these funds and, thereby, who,
ultimately, benefits the most from these subsidies? The impact of the large agencies is also highlighted in
our interview with music business researcher Holt:
“It is actually the large agencies who are placed within the city, mostly in Copenhagen, who
benefit quite a bit from the art support that the venues receive, as they are able to sell their artists

!
119
/ 132
!

Master Thesis, Christian Peck-Thorsted & Johan Kruse, 2020
Management of Creative Business Processes, Copenhagen Business School

a bit more expensively. Also, they rent the venues (...). The venue bears the costs whereas the
profit goes to the bureau.” (app. 10, 12: 8).
In our analysis of the musical line-ups at venues, this came to light when examining the program at Vega.
For this venue, 13% of its events are productions created by external actors and the majority of these are
the large and profitable acts (app. 33). Thus, in these cases, Vega only contributes by making its facilities
available. We have not been able to make similar analyses for other venues. However, we do not believe
that other subsidized venues supply the large agencies to the same extent as Vega. That said, Holt
maintains that in order to limit the impact of global corporations on the regional venues, the solution might
be to change the conditions under which these operate: “And solution oriented, from a cultural political
perspective, that would be by asking, how can we make them (regional venues) less dependent on the
major players (...).” (app. 10, 15: 19).
It is undoubtedly a relevant discussion. However, as Pedersen argues, it is to some extent a redundant
debate as the situation is increasingly inescapable: “It is a challenge to ensure that the subsidies benefit
where they are most in need. (…). And it is difficult to see a path where you get totally independent of
global companies within popular music, because it is basically a global and commercial culture.” (app.
11, 15: 7).
Nevertheless, a good starting point might be to reverse the discourse surrounding cultural policy. As Holt
argues, the cultural political discourse has regressed to a point, where economic arguments now prevail. If
we genuinely are interested in cultural policy, we have to change the way in which we discuss cultural
matters:
“And then there is a cultural crisis in the sense that it began as cultural political ambitions, a
mixture between that and business ambitions, it used to be both. Now the (regional) venues have
become professionalized and integrated into the larger live music industry. You do not hear
anyone argue from a cultural political perspective anymore either.” (app. 10, 14: 24).
This observation is in line with the development of Danish cultural policy and the emergence of a strong
economic dimension, cf. 3.3.
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We acknowledge that what we here denote business support is not necessarily detrimental to the industry.
Also, as many of our informants describe, business partners are of huge importance for them in order to
reach a successful level. That said, it is important to be aware of when art support is in favor of the art
itself, and when it is in favor of corporate businesses, which only exist to serve and benefit their
shareholders. We argue that one segment or group of actors within the music business, which genuinely
support those in need, is the independent players. Supporting these and liberating such actors from global
corporations, and thereby ensuring their sovereignty, might be in the best interest of Danish art and
culture.
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