
KEYS TO A MUSIC  CITY:
Examining the Merits of Music Offices, 

Boards, and Night Mayors



Do we need a music officer? 

What is the best way to get input from the music community? 

Is it necessary to have a music advisory board, or better to have a 
separate advocacy organization?

What is a Night Mayor, and should our city have one? 

The term Music City is now commonly used around the world to describe municipalities of all 
sizes that have a vibrant music economy which has been intentionally supported and promot-
ed.  Many jurisdictions have followed (all or in part) the roadmap written by Music Canada and 
published with the support of the International Federation of the Phonographic Industry in 2015 
called The Mastering of Music City. 
          Music City strategies, though, should be considered a work in progress. Just as the artform 
of music is never static; so too, the business is constantly evolving.  Therefore, music strategies 
must also respond. In other words, our work is never done.  In that spirit, this paper examines the 
most common structures that have come to be developed in relation to music strategies.  Some 
existed prior to The Mastering of a Music City and form a large part of that original work; others 
had surfaced by 2015 but were in their infancy and therefore not examined in a detailed way; 
while still others have been more recent phenomenon.

  Cities considering music strategies for the first time often ask questions relating to structure:  

The purpose of this paper is to provide a detailed analysis of the following structures: music offi-
cer/office, music advisory boards, arms-length music organizations and Night Mayors.  Through 
interviews with practitioners in 17 different cities, we have gathered insights into functions, scope, 
advantages and limitations of the various structures. And most importantly, we identify the con-
ditions for success and 10 key lessons learned.   
            This paper becomes the fourth paper about Music Cities published by Music Canada. In 
2012, Music Canada published Accelerating Toronto’s Music Industry Growth – Leveraging Best 
Practices from Austin Texas which focused solely on those two cities.  The global examination fol-
lowed in The Mastering of a Music City in 2015.  A year and a half later, Music Canada published 
the Music Cities Tool Kit in conjunction with the Canadian Chamber of Commerce to demonstrate 
how chambers of commerce can use their position to activate the power of music in their cities. 
            Once again, we are proud to offer a critical look at Music Cities with sincere appreciation 
to all the contributors to this report.

Amy Terrill
Executive Vice President
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E XEC UTIVE  SUMMARY

M U SIC OFFICER /OFFICE

Music Officer positions are becom-
ing more prevalent in cities that are 
looking to nurture their music econ-
omy.  They can vary from a single 
staff person to a full department, but 
essentially try to perform the same 
functions: navigate city hall; act as a 
liaison between the music communi-
ty and the city; educate other city of-
ficials and act as an internal advocate 
for music; oversee a music strategy 
and develop programming. An ef-
fective music officer is very adept at 
building connections and ensuring 
that music is regarded with legitima-
cy as an important sector. However, 
their capacity for success can be lim-
ited if they lack industry experience 
and contacts, adequate funding or 
political support.
     On page 9, you’ll find a helpful  
list of conditions for success that 
can help improve the impact of the  
music officer position.

M U SIC ADV I SORY BOARD

A Music Advisory Board offers an 
effective way of gathering advice 
from a diverse group of volunteers 
from the music community, whose 
vast industry expertise can help city 
officials make better policy decisions 
about the sector. As an official body 
of the city, it can act as a sounding 
board on legislation or regulations 
that have an impact on music; and, 
also proactively bring issues or 
opportunities forward. Volunteers on 
the board can also disseminate city 

news and information to their own 
broader networks, expanding the 
city’s reach into the music commu-
nity. However, the advisory nature of 
the board is also its greatest limita-
tion, as it restricts them from being 
able to implement programs. Clear 
communication about its role and 
mandate is critical to ensuring all 
involved have realistic expectations.
     On page 15, you’ll find a list of 
conditions for success that can be 
utilized to improve the effectiveness 
of the music advisory board. 

ARMS-LENGTH ORGANIZATION

Establishing a separately incorpo-
rated not-for-profit organization 
that is designed to give voice to the 
music community can be a powerful 
method of advocating and influenc-
ing public policy development. The 
strength of this model arises from the 
fact that its mandate goes beyond 
merely providing advice: it can also 
run programs, stage events or estab-
lish partnerships. The structure of the 
organizational model also enables 
it to engage a greater number of 
people from the music community 
than an advisory board, which has 
a set membership limit. However, 
it is also worth noting that as it 
exists outside of the city structure, 
its influence on municipal policies 
cannot be guaranteed; city buy-in 
is essential. Difficulty achieving 
financial sustainability can also be a 
drawback of the arms-length model, 

and the consequences of relying 
on multiple funding streams are 
explored in this section.
     On page 20, you can find a helpful 
list of conditions to consider that can 
improve the potential for success 
when using the arms-length model.
   In addition to the Music Officer, 
Music Advisory Board and Arms-
length Organization, we also 
examine two other public-private 
options in detail. Two case-studies 
are featured in this report: an analy-
sis of the unique National Live Music 
Office in Australia on page 10, an 
in-depth study of how the Night 
Mayor is being utilized in different 
cities around the world on page 21.  

LESSONS LEARNED

Part B of this report summarizes the 
key lessons gleaned from interviews 
with our contributors in 17 cities with 
evidence and examples provided 
to illustrate their experience. The 
lessons cover a number of different 
topics:

Political champions are key: having 
a strong champion on City Council 
or in the Mayor’s Office brings at-
tention and commitment to a music 
strategy and structures in a way that 
cannot be easily obtained otherwise.

Strong outside advocates are in-
strumental: just as it is important to 
have support within the city structure, 
strong outside advocates are a critical 
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component of developing a Music City. These outside 
forces are able to more accurately represent the voice 
of the music community or express the community’s 
thoughts on the city’s progress supporting the music 
sector.

Work to secure the trust and cooperation of the music 
community: when working to develop and implement 
music-related policies, one of the most common barriers 
identified by city officials is the potential for pushback 
from the music community. Two of the most effective 
ways to avoid these pitfalls is through stronger commu-
nity and stakeholder engagement. 

There is nothing like a catalyst to create impetus for 
action: there can be numerous catalysts that create an 
opportunity for action.  The underlying motivation may 
come from a crisis, an election or legislative cycle, or an 
opportunity.  The important thing is to recognize the mo-
ment when success is within reach, and to put in place the 
right strategy and the right people to take advantage of it.
 
Data collection is crucial for policy-development and 
successful strategy planning: one of the strongest tools 
cities can utilize when building a Music City framework is 
the collection of data. Collecting and tracking this infor-
mation not only provides an accurate representation of 
the local music industry and community, it also directly 
contributes to the development of evidence-based policy 
making. 

Making the case for music: music can be a significant 
driver of economic activity and impact. It is important for 
local governments to understand the extent of its con-
tribution to the city, as well as the value of establishing a 
dedicated position within local government.

Look to existing models in your city for inspiration: when 
deciding what type of body to establish in your path to 
becoming a Music City, it is important to recognize what 
type of structure or organization will work in your context.  
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Consider the political, cultural and regulatory landscape 
of your city, and look to other similar organizations for 
inspiration.    

A well-developed music strategy is the foundation of 
success: the presence of a well-rounded music strategy 
is not just one of the strongest factors for success, but is 
also the foundation upon which to build a thriving Music 
City. Yet, there can be many stumbling blocks along the 
way that may hinder progress and stall efforts. To help 
avoid some common problems, key advice from cities 
is outlined.

Patience is key: the process of implementing music- 
friendly policies and structures will likely take longer to 
bear fruit than you first expected. Bureaucracy can be 
slow to change; individuals and organizations may be 
heavily entrenched in doing things a certain way; limited 
funding can often pose a challenge; and unexpected ob-
stacles may suddenly arise to deter you from your path. 
Be patient and recognize that each minor achievement 
along the way is a critical step in the process of building 
your Music City.
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KEY FUNCTIONS

Many cities worldwide have opted to establish music officers as part of their music strategy implementation. Their 
capacity and responsibilities can vary depending on whether it is a single position, or a music office with more than 
one individual.  Typically, a music officer will perform a number of important functions, outlined below. 

Alternatively, a city may choose to 
hire a consultant to act as its inter-
mediary in the development of the 
strategy.  However, consultation of 
the broader music community must 
take place in one way or another. 

Programming

 In some cases, the music officer may 
also help facilitate programming that 
focuses on networking or education. 
The officer can also work to organize 
music-related events in the city, in 
collaboration with other city depart-
ments or non-profit organizations. 

How Size of Office Affects Capacity

The scope of a music officer’s role 
and responsibilities can often vary 
from city to city. In cases like Seattle 
and Austin, there may be an agency 
or division that is dedicated to sup-
porting music-related activities and 
strategy development. The Austin 
Music and Entertainment Division 
has nine full-time, music-focused 
employees. The music officer role 
is classified as a Division Manager.
     In other cases, cities may have a 
single music officer who is housed 
within a larger department that is 
responsible for multiple industries.

A

A An advisory board, composed 
of volunteers from the music 
community and other relevant 
industries that serves in a purely 
advisory capacity to government. 
Members of city council may also 
be appointed to the board.

B  An independent, separately 
incorporated organization that 
may provide similar guidance to 
City Hall, but who has a mandate 
and decision-making ability that is 
not limited to purely advisory.

Navigating City Hall

The main function of a music officer 
is to be the main point of contact 
for the music community within 
City Hall. An effective music offi-
cer knows how to navigate City 
Hall and can assist members of 
the music community in knowing 
which department or individual 
to contact, and for what purpose. 

Liaison: Music Community to City

In cities with a music advisory body, 
an important function of the music 
officer is to act as the primary city 
staff support or liaison. The officer 
may provide updates on city prog-
ress at advisory board meetings, 
and in turn, communicate the ad-
visory body’s agenda or particular 
concerns to officials in city govern-
ment. They are a liaison to the mu-
sic community and work to facilitate 
clear channels of communication 
and awareness between the two.

Internal Advocacy and Education

A music officer also works to lever-
age their knowledge and under-
standing of the music  community to 
serve as an advocate and educator
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within City Hall. The aim is to serve as 
a resource to other city departments 
on issues impacting music, and to 
enhance coordination with other city 
departments to strengthen collabo-
ration opportunities.

Strategy Oversight

Another key function of the music 
officer is to help lead the develop-
ment and implementation of the mu-
sic strategy. The strategy is typically 
a comprehensive, multi-year plan 
that aims to support the growth of 
the music sector or improve con-
ditions for the music community. 
     The music strategy is typically  
developed through extensive consul-
tation and collaboration with either:
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KEY STRENGTHS OF  THE MUSIC  OFFICER ROLE

In Toronto, music development is 
located in the Economic Devel-
opment and Culture Division, a 
department that includes Tourism 
and Visitor Services, Film, Televi-
sion and Digital Media, and Event 
Support.  Each of the units, includ-
ing music, has specialized staff.
          In the case of Melbourne, there is 
a single city staff person with the title 
of a Music Business Advisor.  The po-
sition is located within the Business 
and Tourism department, and is re-
sponsible for developing and imple-
menting the music strategy and re-
sponding to music-related inquiries.
       Finally, there is a single city staff 
person who juggles a wider man-
date that includes music. This is the 
case in Hamilton, where a city staff 
person manages a portfolio that in-
cludes music, fashion and film - over-
seeing ‘cultural industries’ within the 
city. Similarly, just weeks before the 
publication of this report, the Cana-
dian city of Kitchener approved the 
creation of a Film, Music & Interac-
tive Media Office with an allocation 
of two staff for a period of two years.
       It is not a surprise that the ca-
pacity of the music office is, in part, 
determined by the number of staff 
available to execute the mandate.

Building Connections

As described earlier, one of the most effective steps to take when building a 
Music City is the creation of a music officer role. Establishing a position that is 
both designed to provide a single point of contact for the music community, 
and to act as the liaison between the city and the music community can help 
strengthen relationships between the two sides, by building trust, encourag-
ing transparency, and enhancing accountability. 
         As Toronto’s Music Sector Development Officer Mike Tanner describes, he 
and his colleagues work hard to enhance and elevate these positive qualities. 
Working within a small team that includes a Supervisor of Special events for 
Music, he works to position the office as a central hub that connects people 
in the music community with relevant stakeholders across departments and 
sectors. “25-30% of my work is connecting people for their mutual benefit. 
These are quick and easy connections that have a positive and tangible impact 
on the community.” 
         As Tanner describes, the music sector can often feel isolating or siloed 
for stakeholders. “If we can help to put them together through our office, then 
that’s a powerful function.”
         Similarly, London’s Music Industry Development Officer Cory Crossman 
describes how he worked to establish his position as a go-to source within 
the government for information on the local music community’s needs. He 
notes that he “tried to use the music officer position as a shared resource. It’s 
been a real advantage to have one person and a central point who is able to 
drill down in one area of culture.” 
          For Hamilton’s Debbie Spence, her experience collaborating with other 
departments at the City of Hamilton enabled her to leverage these important 
cross-divisional connections in her role overseeing music. Although her role 
is a Business Development Consultant for Creative Industries, the position is 
located within the Tourism and Culture Division and is under the umbrella of 
Planning & Economic Development, a factor that has proved to be a real asset 
when working to implement initiatives like the successful ‘Musician Loading 
Zone’ project.i 

i  In  November 2017, four  of  Hamil ton’s  l ive music venues received addit ional  s ignage outs ide the bui lding that  indicated 
music ians would be able to load/unload their  equipment without receiv ing a t icket . The s igns are intended to make the 
publ ic  aware that  this  area is  pr ior i t ized for  music ians. The project  idea was brought forward as a recommendat ion by the 
Music Industry  Working Committee (MIWC) and Hamil ton Live Music Venue Al l iance. Debbie Spence worked with c i ty  s taff 
in  Tour ism and Culture and Park ing & By- law Serv ices to implement this  project .
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to advocacy,” but he uses this role to 
“influence” city policies to accommo-
date the business needs of the music 
community. 
     Debbie Spence also describes 
how her experience working at the 
City of Hamilton equipped her with 
important tools, like “knowing how 
to navigate inside of city hall, under-
standing how bureaucracy works” 
and the expertise of how to suc-
cessfully make the “business” case 
for music.
     It is important to note, however, 
that the level of influence wielded 
by the music officer can be affected 
by the location of the role, or the se-
niority of the position. Music Officers 
in Nashville and Seattle, for instance, 
are appointed by the Mayor. Other 
cities are exploring the idea of hous-
ing the music officer within the City 
Manager’s office where they might 
have a greater ability to exercise au-
thority among various departments.
     Toronto City Councillor Josh Colle 
echoes this line of thinking, describ-
ing how elevating the music offi-
cer position to a “more senior role” 
could improve the position’s poten-
tial for success. In his view, building 
in a “certain level of authority” into 
the music officer’s mandate could 
bring more “weight” to the role, and 

“change the types of conversations 
that the officer would be able to 
have with other important people 
within the bureaucracy.”

Industry Experience

Establishing a music officer creates 
the opportunity for the city to hire 
someone with valuable experience 
in the music sector. As noted in our 
Mastering of a Music City report, 
the best outcomes emerge when 
the officer has a background in the 
industry. 
     London’s relatively short expe-
rience in their music policy-making 
has nonetheless brought significant 
achievements. Robin Armistead de-
scribes how a large portion of this 
success can be attributed to the ef-
forts of Cory Crossman, whose ex-
perience working within the music 
community enabled him to bring this 
perspective into his new role as the 
city’s first Music Development Officer. 
    Similarly, Mike Tanner’s back-
ground as a NXNE festival organizer, 
music community advocate, as well 
as accomplished musician, provid-
ed him with the tools to understand 
the needs of Toronto’s diverse music 
ecosystem. Tanner comments on the 
important role this industry experi-
ence has played in increasing the le-
gitimacy of the position, to both the 
community and the city government. 
     In particular, it has been “critical 
in upholding the advocacy and in-
fluence angle of the position.” This is 
important for Tanner, since one of his 
goals as a music officer is to “build 
sustainability beyond the people 
who are here now.”

A M US IC  O FFICER/O FFICE
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Legitimacy

Another key strength of the music 
officer approach arises out of its po-
sition within the city structure, and 
the inherent advantages that this 
location brings. 
     A role within the municipal gov-
ernment is characterized by an abil-
ity to wield influence within the in-
stitution, and greater access to key 
departments and city stakeholders. 
This location within the city structure 
affords the music officer a higher de-
gree of legitimacy than an individual 
located outside of the city would be 
able to enjoy.
     As Robin Armistead, Manager of 
Culture at the City of London, de-
scribes, establishing the music offi-
cer position has helped to strength-
en connections into other divisions 
across the municipal government. 

“Since the Music Development 
Officer was put into the City  

Manager’s Office, it has made the 
City more aware that they have a  
music office and the ability to do  
music-related events and policy- 
making”, because Cory is a lot 

closer at hand.” 

Toronto’s Mike Tanner makes a similar 
effort to highlight “the need for the 
inclusion of music and emphasize 
the interests of the music community 
at various tables inside the city.” As 
he describes, what he does “is closer 
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LIMITATIONS OF  THE MUSIC  OFFICER ROLE
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i i  As  descr ibed by former Mayor of  Winnipeg Glen Murray, 
the three p’s  include pipes (potable water) , pol ice and 
potholes.

Despite the many benefits of having a music officer, 
there are some potential pitfalls to consider.
     One of the key barriers that has been recognized as 
impeding progress is the often-limited resources and 
staffing. This challenge isn’t limited to music divisions; 
all city departments must contend with finite resources, 
especially when attempting to implement their own 
strategies. 
       However, it nonetheless has been identified as 
a key issue, particularly for cities newly entering the 
arena of music policy, where the scale of projects and 
programming may surpass the available funding. This 
can have an impact on the ability of the music officer 
to affect real change. 

Limited Funding

When it comes to funding for city offices, there are 
two frequently cited goals. The first is that the funding 
should be consistent and reliable. The second is that 
the allocation of funding should be sufficient enough to 
accomplish the staff’s mandate and objectives. If these 
conditions do not exist, the effectiveness of the city 
office is significantly hindered.
      Securing a reliable funding arrangement for mu-
sic-related activities has been an issue for cities like 
Barrie, as supporting commercial music is fairly new to 
municipal agendas. Onalee Groves, former Manager 
of Culture at the City, describes how there are many 
competing priorities for taxpayer money in municipal 
environments, and that often these priorities are placed 
on the three P’s.ii  Growing infrastructure needs in cities 
often take priority over what is often seen as softer ser-
vices, such as music, art and culture. Budget decisions 
also significantly affect the scope of programming that 
can be offered. As Groves outlines, it is difficult to start 
new creative projects when “previous programming 
is streamlined to make way for other higher priorities”.  



      In some cases, the problem is 
not only the lack of consistent fund-
ing, but also a lack of adequate or 
sufficient funding. For Madeline 
Wilson, a former member of the 
Hamilton Music Industry Working 
Committee, this has been the main 
obstacle blocking the progress of 
both the Working Committee and 
the city. In her view, the ongoing 
process of developing and imple-
menting the Music City framework 
has been made needlessly difficult 
due to the limited funding provided.  
      The city’s music strategy first 
launched in 2013, with a city com-
mitment of $50,000 in funding, and a 
full-time music officer who worked to 
support exciting achievements like 
the 2015 Juno Awards.1 However, 
within a year the role was combined 
with overseeing other creative indus-
tries, which Wilson also believes hin-
ders the effectiveness of the position.   
      “The city does not have the funds 
to dedicate to a full-time music per-
son,” says Wilson. “Someone with 
such a large portfolio, but who is 
only a quarter of full-time equiva-
lent is not enough to properly learn 
about the industry.”
      Don Pitts, the former Music Pro-
gram manager at the City of Austin, 
has described the similar challeng-
es his office faced in trying to imple-
ment their divisional strategy. “For a 
long time, I struggled with the fact 
that there often weren’t necessary re-
sources available, especially when it 

     City of Barrie’s Onalee Groves de-
scribes how the effort to secure sup-
port from local politicians has been a 
struggle. “Support for the arts is rela-
tively new to small municipalities. In 
larger municipalities, they better un-
derstand that cities are ecosystems 
and require all parts to participate 
in order to create a healthy munic-
ipality. But in smaller communities, 
it’s not how politicians think, and it 
can be difficult to garner their buy-
in. The support of the municipality is 
very crucial to the success of Music 
Councils as once a municipality has 
endorsed them, they are better po-
sitioned to apply to other levels of 
government for additional funding.”  

comes to music, as there are many 
competing needs in a city govern-
ment organization.”
     Pitts also concludes that some 
of these barriers arose from the fact 
that they “tried to be too many things 
at once, without sufficient resources.”

Success Tied to Political Support

The success of a music officer is de-
pendent upon having the support 
of local politicians and members 
of city council. When this support 
is not present, funding, or even the 
mere existence of a music office, can 
quickly become precarious. 
     Toronto City Councillor Josh Colle 
echoes this sentiment and stresses 
the “political will” that is critically 
important. “If you don’t have that 
political support from your elected 
officials, then it can be very difficult 
to get anything done.”
     Toronto’s Music Development Of-
ficer Mike Tanner further elaborates 
on the “political backing” that is a 
necessary component of his work, 
describing the support he and his 
office experience as “instrumental” 
to their success. “Having a great deal 
of support from elected officials, the 
Mayor’s office, and city council has 
been huge.” 
       However, it can be very challeng-
ing to secure this political support is 
from local politicians and other city 
decision-makers, particularly when 
music is not a seen as a priority. 

Keys to a Music City:  Examining the Merits  of  Music Off ices, Boards, and Night Mayors
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may impact the music community are being dis-
cussed (e.g. noise bylaw review), the goal is to 
have a seat at the table.

The officer should also work to secure the sup-
port of political decision-makers. This is critical 
for developing sustainability, as well as establish-
ing consistent funding.

The officer should strive to highlight the impor-
tance of having a position dedicated to sup-
porting music. Take the time to demonstrate the 
value of the role, and let your actions justify the 
necessity of its place in the city structure. 

The music office must have means to commu-
nicate its activities and success directly to the 
music community.  Offices in Melbourne, Austin 
and London have found numerous ways to share 
information about their programs and efforts,  
while communications in Toronto tend to be at 
the whim of a large communications branch of 
city government.

CO ND I TIONS OF  SUCCESS

Examining the experiences of different cities has demonstrated that there are several key steps that should be taken 
when establishing a music officer role. Cultivating these conditions can help improve the effectiveness of the position, 
and the subsequent potential for success.

The music officer should have a certain level of 
recognized authority built into their mandate. 
This will enable them to forge stronger connec-
tions across city departments and enhance the 
potential for successful collaboration. Positioning 
the office within the Mayor’s office, City Manag-
er’s office, or other department with cross-divi-
sional jurisdiction can enhance the level of au-
thority.

The officer should have some form of direct ex-
perience in music, or other creative industries. 

The music officer should take the time to engage 
extensively with stakeholders like the advisory 
board and members of the broader music com-
munity.  This will enable them to properly repre-
sent the industry voice when advocating on their 
behalf in the city arena.

The officer should take strides to position the 
office as the go-to source for music-related 
expertise and knowledge. When issues that

A M US IC  O FFICER/O FFICE

i i i  The Aust in Music and Enterta inment Div is ion (MED) and i ts  Manager Er ica Shamaly disseminate information on Aus-
t in ’s  l ive music scene through a var iety  of  channels . Updates are provided v ia i ts  websi te, pr inted col lateral  disseminated 
throughout the c i ty, a  monthly  e lectronic newsletter, and socia l  networks including Facebook, Twitter, and Instagram.
 
London’s  Music Industry  Development Off icer  provides communicat ions through the London Music Off ice website that  was 
created to serve as a resource for  the music community. Updates are a lso provided through socia l  media.

In Melbourne, music-related communicat ions are f i rs t  conveyed through the City ’s  plat forms:  off ic ia l  press releases, a  dedi -
cated music electronic newsletter  and socia l  media outreach. Key industry  organisat ions, project  partners  and stakeholders 
l ike the L ive Music Off ice wi l l  support  the messaging by communicat ing to their  networks.
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While this report is focused on local structures supporting 
music strategies, it is useful to profile Australia’s unique 
Live Music Office (LMO) due to its impact on municipal 
strategies in that country.

Background 

Located in Sydney, the LMO is the only one of its kind in 
the country.  Run by Director John Wardle, the organi-
zation works to increase opportunities for live music in 
Australia by identifying and advocating for better policy, 
regulation and strategy. 
     The LMO was first established in 2013 by the feder-
al government and was “set up to review the impact of 
policy frameworks on the Australian live music sector”, 
and to provide a “central point of best practice reference 
and support.”2 
      Since its inception, the LMO has been primarily pub-
licly funded. The organization is described as an initiative 
of its funding partners”: the Australia Council for the Arts 
(a federal arts funding and advisory agency) and APRA 
AMCOS (an organization that collects and distributes 
royalties to creators).3

  
Mandate and Role

 The LMO helps to facilitate coordination of state and lo-
cal governments and can help to identify common issues 
or opportunities throughout the country. Studies have 
identified significant variation nationally between Austra-
lian states and territories in how regulations are enforced, 
as well as disparities in how resources are allocated to 
sector development strategies and grants.4

      This problem is even more prevalent for the live music 
sector, which interacts with government at local, state and 
federal levels. As John Wardle describes, the system is 
characterized by a lack of transparency, alignment, and 
limited information. Venues struggle to operate within 
this complicated multi-level, co-regulatory framework.

10

Benefits of an Organization like LMO 

States determine guidelines concerning liquor licensing, 
planning and environmental protection, while develop-
ment consent for venues, loading conditions, and local 
planning controls are determined at the municipal level. 
Since many of the key policies impacting live music fall 
under state jurisdiction, the Live Music Office is posi-
tioned to have direct impact by influencing policy-mak-
ing in this sector.
      Wardle highlights the benefits of a body like the LMO, 
outlining how its impact comes from its role “coordinating 
the industry, building relationships with government, and 
building connectivity and capacity in the industry.”
     The presence of an organization like this has played 
an integral role in not only improving conditions for the 
live music sector from the state level, but also in helping 
support the development of local music strategies and 
structures in many cities. In particular, the LMO has had 
an influential role in the development of the Wollongong 
Live Music Taskforce Action Plan, as Director John Wardle 
served as an external consultant to the team. The Aus-
tralian city’s plan to address the issues in their live music 
scene is viewed as a success story that has been held 
up as “best practice” statewide. The city of Newcastle 
affirmed this as the city council recently voted to adopt 
the ‘Wollongong Approach’ as a guide to transform their 
nightlife.5

 

N A T I O N A L  L I V E  M U S I C  O F F I C E

CASE  STUDY
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M US IC  ADVISO RY BOARDA

 

Numerous cities have chosen to establish a music advisory board as part of their music strategy.  Nomenclature varies – 
with the term ‘board’, replaced occasionally by ‘council’ or ‘commission’.  However, the structure and functions tend 
to be very similar.  For clarity we will use the term music advisory board.  

D ESCR I PTION

KEY FUNCTIONS

A music advisory board is a body composed of volunteers 
representing the music community and allied agencies 
or industries (i.e. tourism or business organizations like 
chambers of commerce and downtown business groups) 
that serves in an advisory capacity to government on mat-
ters regarding legislation, regulations and programs re-
lated to the music community.  Members of city council 
may also be appointed to a music advisory board.
     Determining the composition of the board, since it 
is an official body of the municipality, will invariably be 
influenced by numerous factors including: representation 
of the diverse facets of the music community, as well as 
demographic priorities of the city (i.e. gender, ethnicity, 
sexual orientation, geographic representation).  Sub-com-
mittees offer an innovative way to obtain additional per-
spectives.

Advise

The primary function of a music advisory board is to advise 
a body of city hall on matters relating to music.  This advice 
helps to set the city’s priorities as they relate to the sector 
and may directly lead to the framing of a city’s music strat-
egy.  Depending on the terms of reference, the advisory 
committee may provide advice to a committee of city coun-
cil, directly to city council, or to a department of the city.

 

There should be two kinds of advice provided.  The music 
advisory board should,

     In order to effectively offer advice, consensus must 
be reached on the board.  As John Wardle of Australia’s 
Live Music Office describes, they exist in order to identify 
a common position.  Wardle goes on to describe how 
presenting “a united front has thus been a real advantage; 
it has created efficiency and been highly useful in creat-
ing a great deal of progress in a short amount of time.” 
However, Wardle cautions that with this power comes 
responsibility. This means that advisory boards must be 
prepared to recommend specific solutions, as opposed 
to just pointing out that a problem exists. 
     In addition, music advisory board meetings create 
a natural forum for members of the public at large to 
bring attention to issues or share and receive informa-
tion, effectively extending the potential for advice be-
yond the official board members.  In situations where 
the meetings are held in public, as in Austin or Toronto, 
interested stakeholders can attend, depute, and bene-
fit from updates provided during committee business.

A Act as a sounding board for the city on legislation or  
regulations that have an impact on music; and,  

B  Proactively bring issues or opportunities to the city’s 
attention or bring forward information about music that 
would have a bearing on municipal matters or influence 
design of a music strategy.  
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     The City of Austin recently  
engaged in a broad consultation 
with stakeholders in order to formu-
late a comprehensive strategic plan 
for the Music and Entertainment Di-
vision. According to Erica Shamaly, 
Austin’s Division Manager, the public 
meetings of the Music Commission 
(and Arts Commission) formed a 
large part of this community engage-
ment.6 

Disseminate Information

The secondary function of the music 
advisory board is to share city infor-
mation and updates with the broader 
industry in order to build a better- 
informed music community. Think of 
this as outwardly communicating city 
news to wider networks.
     And in some cases, advisory 
boards, given the knowledge they 
have of the larger music community, 
may be called upon to assist in pro-
gramming decisions, or more rarely 
still, to adjudicate municipal funding 
programs. However, typically they do 
not have funds of their own to allo-
cate or spend. 
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direct conduit to informed insightful 
opinions from the music industry” 
through Toronto’s Music Advisory 
Council, as a key factor in achieving 
success on the music strategy.
     Conversely, in the absence of 
a music advisory board, Ben Van 
Houten in San Francisco’s Office of 
Economic and Workforce Develop-
ment (OEWD) finds himself meeting 

“with industry leaders and music busi-
ness owners on a regular, if ad hoc, 
basis to assess their needs and get 
their feedback about priorities.” 

Influence

Members of the advisory board can 
also wield significant influence in the 
music community, allowing the city 
to leverage these relationships to 
produce gains.
     Nashville’s Music Council, as an 
example, is currently hyper-focused 
on economic development, and 
specifically, on attraction and re-
tention of companies in Nashville’s 
hot music sector. Decisions around 
expansions or relocations are made 
over many years, according to the 
volunteer Chair of the Nashville Mu-
sic Council, David Bohan, meaning 
that relationships and trust must be 
nurtured over time in order to ensure 
Nashville is poised to benefit as de-
cisions are made.  
     “Council members have been very 
successful in leveraging personal 
business relationships to benefit the 
city,” says Bohan. They do this “by

M US IC  ADVISO RY BOARDA

KEY STRENGTH S OF  A BOARD

facilitating introductions for mayors, 
the chamber of commerce and the 
convention and visitor corporation 
executives to work with businesses 
on relocations or to use Nashville for 
meetings and conventions.” 

LIMITATIONS OF  A BOAR D
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Expertise

The strengths of the music advisory 
board are inherent in its composition.  
The volunteer industry members 
bring a level of direct experience 
and subject matter expertise that is 
strongly valued by city staff who con-
tributed to this report. As Ianto Ware, 
a Cultural Strategy Advisor at the City 
of Sydney succinctly describes:

“The nature of local government 
is far less silo specific, with cultural, 

planning, building and other staff far 
more likely to interact than in 

a state or federal government.  At the 
local level, the policies we deal 
with tend to be complex, locally 

specific, subject to interpretation and 
highly technical.  An advisory body 

who can provide detail on the 
experience of negotiating these 

systems, especially as they relate to 
music venues, is very useful.”

 
     Ware has had the advantage of 
seeing the advisory board from two 
perspectives: as an industry volun-
teer, and now, as a city staff person. 
He emphasizes that industry volun-
teers on the board have a unique 
ability to “clarify what the issues  
actually are, rather than what they’re 
perceived to be” [by city employees].  
In most cases, music advisory boards 
help set the agenda for music in their 
municipalities.
     Mike Tanner echoes this experi-
ence, citing the benefit of “having a 

Power

The greatest limitation of a music 
advisory board is the very fact that 
it is advisory in nature.  By its terms 
of reference, a music advisory board 
cannot create public policy or regula-
tions, operate programs or receive or 
solicit funding.  It is an advisory body. 
    The first potential challenge that 
arises from this mandate is one of 
misconception.  If the board’s advi-
sory mandate is not clearly commu-
nicated, there can be a significant 
gap between expectations and re-
ality.  This is the challenge with the 
model that Toronto Councillor Josh 
Colle, co-chair of the Toronto Mu-
sic Advisory Board, considers most 
problematic:

“By its very nature the board was  
always intended to be advisory.   

However, some of the expectations, 
 particularly emerging from the 
public, were that this body had 

decision-making authority which it 
does not, and that it has the ability 

to determine funding, which again, it 
clearly does not.”



       Similarly, Glen Brown (Hamilton Music Industry Work-
ing Committee member) reflects on the challenges posed 
by the purely advisory nature of the committee. In his view, 
the issues arise from this model’s inability to empower 
its participants to implement the policies. Instead, “we 
would just be making recommendations to city staff. We 
wanted to hold the torch and be able to come right to 
council, or right to the public.”

Communications

Secondly, an advisory board tends to be limited in its 
ability to directly communicate to the public. Official com-
munication is usually controlled by the City.  This poses 
two disadvantages:

Organizational Alignment

The extent to which a board’s advisory role limits its over-
all effectiveness is further influenced by the recipient of its 
advice: to whom does the advisory board provide advice 
and does that body wield decision-making power?
       In Hamilton, Ontario, the sudden resignation of several 

 

advisory board members and its two co-chairs in the fall 
of 2017 brought to light some of the tensions that have 
the potential to surface in this model.7 Contributors to this 
report reveal a perceived disconnect between the priori-
ties set by volunteer board members in the development 
of the Hamilton Music Strategy and those that appear to 
have been adopted by the city.  Unlike other advisory 
boards, Hamilton’s does not directly advise City Council 
or a committee thereof.  Instead, it advises a department.  
This arrangement has dampened the perception, if not 
the reality, of music industry volunteers’ ability to influ-
ence policy. 
     Next, we identify several conditions of success that 
can help to prevent similar situations.  Many of these ap-
proaches have been more recently adopted in Hamilton 
in an effort to ameliorate the situation.

A It limits the board’s (and by extension, the city’s) abil-
ity to tap into the level of trust and authority volunteer 
board members have with the broader music commu-
nity when communicating to the public.  

B  It puts music board communication at the whim 
of the greater imperatives of a city’s communica-
tions department.  As Toronto’s Music Development 
Officer, Mike Tanner, points out, the city’s communi-
cations tend to focus on time sensitive information 

“like weather alerts, traffic, flu shot clinics and the like”, 
meaning progress on the music strategy rarely gets 
prioritized. 

Keys to a Music City:  Examining the Merits  of  Music Off ices, Boards, and Night Mayors

14



COND I TIONS OF  SUCCESS

Despite the potential limitations of the music advisory board, all agree that it is a powerful tool 
in advancing a music strategy.  Based on lessons learned in their own experience, contributors 
identify a variety of things that can be deployed to increase the effectiveness of the board:

A M US IC  ADVISO RY BOARD

There must be a clear mandate and terms of 
reference for the music advisory board and all 
involved must understand them.

There must be clear communication to the public 
about the mandate and terms of reference of 
the board.

The board should advise council or a body of 
council rather than a city department; city staff 
and officials are resources to the board and will 
still be able to tap into board insights.

Composition should reflect the diversity within 
the music community as well as values of the city 
in terms of constituent representation.

Sub-committees offer an opportunity for addi-
tional input but should not be designed in such 
a way that they overburden city support staff.

When offering recommendations, the board 
should draw on its direct experience to identi-
fy specific solutions, while keeping in mind the 
information provided by regulatory experts and 
city officials.

15
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Mandate Exceeds Advisory Role

One of the core strengths of this type of body is that they 
are not merely advisory. Instead, they have an authority 
built into their mandate that enables them to take on a 
much more active role. This often takes the form of pro-
gramming to serve the community, partnered projects 
with other institutions, or acting as the official voice of 
the music community.
    Andrew Vincent, former Executive Director of the Otta-
wa Music Industry Coalition (OMIC), described this ability 
to “actually do things on the ground” as one of the key 
qualities that sets his organization apart from other indus-
try association groups. OMIC has the benefit of not only 
functioning like an advisory board for city departments, 
but also receives funding from the city government to run 
programming and other initiatives. It is this combination 
that enabled it to spearhead the consultation process on 
the music strategy development.
     This is similarly the case for the Columbus Music Com-
mission and the Promus organization in Aarhus, which 
also engage in programming and other similar activities.

Diversity of Funding Opportunities

     Some believe that one of the key benefits of this 
type of organization is its variety of funding sources. 
This is the case for some contributors, who describe 
how an organization not being solely dependent on 
government support can help insulate it from dis-
ruptions in the funding environment. After all, a city’s

A R M S - LE NGTH O RGAN IZATIO NA

In some cities, rather than an advisory board, the primary body involved in the development of the Music City 
framework is an outside organization. These bodies can be categorized as ‘separately incorporated’ or ‘arms-length’ 
organizations. 
      There are many different variations on this type of body throughout the cities we examined. However, they all share 
common qualities and perform certain functions that help define them and guide their processes. 

D ESCR I PTION KEY STRENGTHS OF THE ARMS-LENGTH APPROACH

The primary traits of this type of body are that it is: inde-
pendent, exists outside of the city structure, and is incor-
porated as a not-for-profit. 
     These types of organizations are also typically  
governed by a board of directors, and often also establish 
other advisory committees or volunteer groups. In Aarhus, 
Denmark, the organization that represents the music 
community within the city is called Promus.iv It was created 
by city government in 2010 and is intended to further 
strengthen the music environment in Aarhus. Promus is 
organized as a foundation, where management reports 
to a six-person board composed of high-ranking industry 
experts.  
     Unlike advisory boards, these arms-length bodies 
have a mandate that exceeds an advisory role. They are 
able to run programs, stage events or even establish part-
nerships. The Ottawa Music Industry Coalition (OMIC) is 
an interesting example of this type of organization, as it 
administers programming, has a strong advocacy man-
date, and has worked closely with city departments and 
the Mayor’s office to develop the city’s overarching music 
framework. 
     Finally, one of the key characteristics of this type of 
arms-length body is that they are usually funded by a mix 
of public and private funding streams, which includes 
some funding from the municipal government.  
     Many of the arms-length bodies interviewed highlight 
that there are benefits to having diverse funding sources, 
but also concede that there are potential risks associated 
as well. The different viewpoints on this issue are explored 
later in this section.

17

i v  As  Managing Director  Jesper Mardahl  descr ibes, Promus is  the f i rs t  “ independent ”  plat form of  i ts  k ind in Denmark.



Keys to a Music City:  Examining the Merits  of  Music Off ices, Boards, and Night Mayors

18

v The ‘ f lash mob’ projects  were designed to take place in di fferent  areas around the c i ty  to engage people with the music 
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vi  Promus receives operat ional  funding f rom the c i ty  government in Aarhus, Denmark;  a  year ly  amount of  € 170.000. The 
organizat ion supplements this  base funding with smal ler  amounts f rom other sources, l ike the Danish Nat ional  Arts  Counci l .

process should consider. “With advisory boards, they can be massive but 
still end up with people feeling left out of the conversation. But with OMIC, 
basically anyone involved in music can become a member, and any member 
can seek a board nomination or take a role on the programming side of things. 
I think this provides a larger possibility for engagement of the community”
     The Columbus Music Commission also shares this vision of actively support-
ing and engaging with every part of the city’s music community. As founder 
and board member Joey Hendrickson describes, there were five years lead-
ing up to the actual formation of the Columbus Music Commission during 
which “an organic community uprising developed the commission’s vision,” 
which involved most of the organizations currently represented on the board. 
Hendrickson goes on to say that the larger community is still engaged.  As 
an example, neighborhood commissions have played an important role in 
the organization, enabling the execution of innovative projects like their suc-
cessful series of ‘flash-mob’ initiatives.v

      Promus possesses a similarly strong relationship with the community, as 
well as with city government.vi  The organization’s Managing Director Jesper 
Mardahl, who leads the organization, describes how Promus has taken strides 
to position itself as a hub and networking center:

“We act as a bridge between the established music community and the new 
emerging talent – not only in Aarhus, but throughout the country. We are 

constantly working on tying the two together through networking arrange-
ments, courses and seminars, workshops, mentor programs, and business 
advice. We want to act as a switchboard, and show that the music environ-

ment in the city has a phone number.”

Strong Influencer

Another benefit of this type of arms-length body is its ability to authentically 
represent the voice of the music community and industry and thereby exercise 
that influence as the primary external advocate.
      As Sydney’s Ianto Ware describes, it can be “very difficult” for a music office 
or advisory board to successfully “undertake this sort of advocacy,” as they are 

political leadership can also mean a 
restructuring of their priorities. 
     OMIC’s Andrew Vincent agrees 
that a diversity of funding streams 
can help ensure an organization’s 
continued progress. 
       In the case of OMIC, the oper-
ating budget is sustained through 
a combination of local government 
funding (a City commitment of 
$100,000 for 2018),8 the provincial 
Ontario Music Fund9, membership 
and program fees, sponsorships, and 
various other smaller-scale grants for 
which the organization applies. As 
Vincent describes, the opportuni-
ties associated with multiple funding 
sources opens the door for collabo-
ration with partners on programming 
and events. 

Wider Community Engagement

Another key strength of this type of 
arms-length model is that the scope 
and opportunity for wider engage-
ment of the community is more ex-
tensive than a traditional advisory 
board allows. This is particularly the 
case if the organization is member-
ship-based, as is seen with the Otta-
wa Music Industry Coalition.
     To Andrew Vincent, this is an 
approach that other organizations 
seeking to start their own Music City



often constrained by the limitations 
of their mandate. In contrast, “an ex-
ternal and independent body can be  
far more effective in forming a man-
date and pushing it onto the public 
agenda.”
     He further stresses how “an indus-
try advocate that’s at a higher level 
of polity” can be a powerful force, as 
it has the ability to “act as a center 
point for a wider discussion, draw 
from relatively small levels of local 
support, and provide an indepen-
dent and impartial voice.” 

L IMI TATI ONS OF  THE 
A R MS- LENGTH  APPROACH

Despite the many opportunities 
offered by this approach, there are 
some risks to consider as well. 

City Support is Critical

All arms-length bodies consulted in 
this paper agree that their success is 
dependent on having support from 
city government. Indeed, without po-
litical backing or championing from 
key figures in local government, the 
position of being located outside 
the City structure would become a 
significant barrier. 
     In Ottawa, OMIC’s support from 
City Councillor Jeff Leiper and its re-
lationship with key city staff were in-
strumental in the organization’s suc-
cess. As Andrew Vincent describes, 
the collaborative partnerships that 
OMIC has been able to form with 

A A R M S - LE NGTH O RGAN IZATIO N

the departments of Economic Devel-
opment and Cultural Development 
have made it possible for the organi-
zation to make a bigger impact than 
if it was “purely an industry organi-
zation.”
     Jesper Mardahl also agrees that 
a unique organization like Promus 
would not exist without the backing 
of city government, and its willing-
ness to enter new territory.
      In the case of Barrie, a volunteer 
group came together to form MusicCo, 
an arms-length organization that is 
dedicated to the development of a 
music strategy.  However, without 
some of the crucial formal elements 
in place (namely, the organization is 
not incorporated and has no formal 
board of directors), it struggled to 
achieve recognition from the mu-
nicipality.
         However, it is important to note 
that the region took an important 
step and developed a music strate-
gy that was accomplished through a 
partnership between the County of 
Simcoe, RTO, the town of Colling-
wood, the City of Orillia and the City 
of Barrie. Through this strategy, a role 
was outlined for MusicCo, which will 
go to the local municipalities for their 
endorsement and support in 2018. 

Precarious Funding

Just as there are advantages to having 
multiple funding streams, there are 
also risks. As Andrew Vincent notes, 
one of OMIC’s biggest early chal-
lenges has been to secure reliable 

financial support, instead of being 
beholden to a funding commitment 
that is on a year-to-year basis. Vin-
cent describes how “one of our top 
priorities is to develop a funding 
model to ensure sustainability.” To 
him, the uncertainty associated with 
precarious funding sources also 
means that unexpected financial 
hurdles may arise at any point.
      The Columbus Music Commis-
sion faced similar challenges in se-
curing sustainable operational funds 
during its early years. The organiza-
tion needed start-up funding to help 
sustain it while seeking city support 
(a $150,000 pre-operations funding 
request). A $15,000 donation from 
a local business enabled it to con-
tinue operating during this time, but 
the organization soon ran into road-
blocks that hindered its progression. 
      As Joey Hendrickson describes, 

“Without a years’ worth of salaries in 
the bank, it has been challenging 
to determine who will do the early 
work that will build the organization…
without [these] funds, it’s difficult to 
imagine hiring an experienced Ex-
ecutive Director to lead the organi-
zation, let alone design the expec-
tations for the role that will create 
organizational success.”
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COND I TIONS OF  SUCCESS

The efficacy of this arms-length model will undoubtedly vary depending on the unique context of 
the city employing it. However, contributors have identified some critical factors that will improve 
the potential for success.

The arms-length organization must have a clear 
mandate that includes independence, particu-
larly if receiving funding from the city.

The arms-length organization should determine 
a strategic plan for funding sustainability and 
seek to establish a variety of reliable funding 
sources. 

The organization should build strong relation-
ships with city government and staff. The key to 
success lies in being recognized as a high-level 
stakeholder, and to do so, a level of authority 
must be developed.

The organization should incorporate an aspect 
of community engagement into its activities and 
approach, to help build trust and support within 
the community.

The organization composition should reflect 
the community it represents. If the vision of the 
board is aligned with the community’s vision, 
this increases the organization’s legitimacy and 
decreases the potential for resistance and push-
back.

Keys to a Music City:  Examining the Merits  of  Music Off ices, Boards, and Night Mayors
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CASE STUDYA
N I G H T  M A Y O R

Part of the impetus for the writing of this report is the 
growth in the concept of a Night Mayor since 2015 and 
the publication of The Mastering of a Music City.  As cities, 
larger urban centres in particular, investigate the oppor-
tunity, it is interesting to examine the role, explain how 
it may interact with music structures, and what can be 
learned from the Night Mayor approach.  Once again, 
nomenclature varies with other possible terms including 
Night Czar, Nightlife Mayor, Nightlife Ambassador. For 
the purposes of this report, we’ll use Night Mayor.

D ESCR I PTION

The core mission of the Night Mayor is to bridge between 
city hall, city residents and the nightlife industry.  A study 
released in March 2018 by The Committee for Sydney, an 
independent think tank, describes the role as a “coordi-
nating figure to bring together different agencies and 
actors in the night-time economy.”11 
      Various models have emerged for this figure, from 
not-for-profits, to city agencies.

      In these cases, the Night Mayors work directly in a 
city division or, within a city agency which is funded by 
the government.
      The original Night Mayor, and perhaps the most fre-
quently cited, is in Amsterdam.  However, unlike London, 
New York or San Francisco, the Nachtburgmeester Am-
sterdam (Night Mayor of Amsterdam) is a not-for-profit 
organization.  It receives one third funding each from the 
Mayor’s office, memberships from nightlife businesses 
(70 members at the time of this report), and event and 
project revenues. 
      The head of the organization is the Night Mayor who 
also serves as Chairman of its Board of Directors.  Ad-
ditionally, there is an advisory council.  Mirik Milan was 
first elected to lead the organization as the Night Mayor 
in 2012.  
      The key distinction between these models is whether 
they are inside or outside city hall.  This is not unlike the 
distinction between the music advisory board and the 
arms-length organization described in the two previous 
sections.

KEY FUNCTIONS

Policy Development

Ultimately the function of a Night Mayor is to create a 
more vibrant and successful nighttime economy but there 
can be many strategies deployed to achieve this.  
      A recent study by the Committee for Sydney’s study 
lists 19 different recommendations to accomplish this, 
ranging from activating buildings and public spaces that 
are underutilized in the late evening and night, imple-
menting planning districts catering to nighttime activities, 
to increasing late night transportation.
      Within the report there is a recognition that these 
strategies are reliant on public policy changes.  Though 
the study stops short of prescribing the structure for a 
nighttime coordinator, it specifies that “whatever form 
the role takes, the person tasked with the job must have 

New York City has recently hired a Nightlife Mayor.  Ariel 
Palitz serves in the Nightlife Office which is part of the 
Mayor’s Office of Media and Entertainment.12   

In November 2016, London Mayor Sadiq Khan also ap-
pointed a Night Czar.13  

San Francisco has a Business Development Manager in 
the Nightlife/Entertainment Sector within the Office of 
Economic Development and Workforce Development. 
(OEWD).

The Music and Entertainment Division in Austin formed 
the ATX Nightlife Initiative in 2016, which includes an 
ombudsman who serves as a single point of contact and 
resource for nightlife establishments and music venues 
regarding City operating, permitting and code enforce-
ment requirements acting as a liaison between venues 
and City Departments.14
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the ability to shape and coordinate whole-of-government 
policy on the night-time economy.”15

      Within Austin’s Music and Entertainment Division, the 
Entertainment Services group “works on policy devel-
opment and planning for nightlife and entertainment to 
support both the long-term viability and sustainability 
of our entertainment venues and districts, and residen-
tial quality of life,” according to Division Manager Erica 
Shamaly. 
     So, if the Night Mayor is not located within government, 
a position where they can directly affect policy, then how 
then can they effectively accomplish their role?  This is 
where the powers of consensus-building and advocacy 
become key functions.

Consensus-Building

Despite different structures, Night Mayors in all the cities 
we examined endeavor to develop consensus among 
the major stakeholder groups in the best ways to create 
a more successful “city after dark.”16 
      Amsterdam’s Mirik Milan highlights how he was aim-
ing “to be the intermediary that finds the middle ground 
between government, residents and the industry.”
      Similarly, when Mayor Bill De Blasio signed the leg-
islation creating New York’s Nightlife Office in Septem-
ber 2017, it was described as “a central point of contact 
between City agencies, the nightlife industry, and city 
residents, promoting a safe and vibrant nightlife scene 
beneficial to businesses and residents across the five 
boroughs.”17

       In London, Amy Lamé was described as working 
with the nighttime industries, local authorities, police, 
transport and the public “to ensure London thrives as a 
24-hour city.”18

Advocacy

Advocacy becomes a key piece of the puzzle, particularly 
when the Night Mayor is not within the government.  

       In his role, Milan strives to clearly position himself as 
an advocate, driven “to support nighttime economy or 
nightlife culture in any way possible.  This is based on the 
belief that having a more culturally diverse nightlife will 
lead to a socially and economically inclusive city.”
       A key example is when the City of Amsterdam was 
considering reducing the number of festivals allowed in 
their city by 25% because of the volume of noise com-
plaints. The Nachtburgmeester Amsterdam initiated di-
alogue with city resident groups, festival promoters and 
patrons to develop consensus on an alternative solution 
that included stricter sound regulations and better quality 
sound equipment for festivals.
       The extent to which city financial support limits the 
ability of the external Night Mayor to advocate to city hall 
is an issue of debate.
       Milan argues that the fact that the city funds only 30% 
of its budget puts the Night Mayor of Amsterdam in a 
unique position. The position provides advice directly 
to the mayor, but because city funding support counts 
for only one third of the budget, this enables it to “keep 
a critical distance from city hall and still be independent.”

HOW NIGHT MAYORS RELATE  TO MUSIC  CI TY 
STRUCTURES

A Night Mayor does not replace the structures discussed 
here relating to music strategies but may be very com-
plementary. 

Scope

An important note is that the mandate of a Night Mayor 
encompasses much more than just music.  Restaurants, 
bars, dance clubs, or theatres, are but a few of the other 
types of businesses that make up the fabric of the night-
time economy - basically any activity that occurs between 
5 pm and 9 am. Music venues or promoters would also 
be included of course.   
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Jocelyn Kane, formerly of San Francisco’s Entertainment 
Commission confirms that a mandate to address nightlife 

“is larger, more robust, than just dealing with music.” 
      Of course, music activities also occur during the day-
time.  Therefore, by nature of its mandate, a Night Mayor 
cannot possibly impact all music activity in a jurisdiction.
Milan confirms that his office has not filled the role of a 
music commission, music advisory board or music office.        

“There’s no one really setting the agenda for music policy 
in Amsterdam,” he concludes.

Issues Convergence

However, some of the most pressing issues facing the mu-
sic community may align with other nighttime industries, 
and hence, there could be value in also working through 
a nighttime lens.  Examples include:

      San Francisco’s Benjamin Van Houten agrees, “There 
are many common issues and challenges faced across 
nightlife establishments that are more effectively tackled 
through a “big tent” approach to looking at all of these 
businesses as a single sector.  Restaurants, bars, music 
venues and other performance spaces all involve the as-
sembly of patrons at night, all typically involve alcohol 
service, and all are important tourism and job drivers in 
the city.  As a result, many of these spaces face similar 
permitting and operations challenges, and these sectors 
can likely accomplish more impactful change by advo-
cating jointly for policy reforms.”
      However, in some cases, there may be advantages in 
distinguishing music from other forms of nightlife enter-
tainment. Don Pitts who, by his own accounts, “spent the

first three years detangling live music venues from the 
nightlife bucket” points out that when he was the music 
officer in Austin, there were “a tremendous amount of 
issues in our nightlife districts, and …. none of those in 
our live music districts.”  Pitts therefore cautions against 
treating live music as solely part of the nightlife realm.

Multi-Stakeholder Approach

Thirdly, it’s interesting to compare the methods deployed 
by Night Mayors to that of some other contributors to 
this report.
      Milan credits their multi-stakeholder approach as 
the primary factor in success on such things as 24-hour 
licenses or Amsterdam’s new policy on music festivals.  
When an issue arises, the Night Mayor of Amsterdam 
facilitates dialogue among all the stakeholders, works 
towards consensus on the agenda, develops strategies 
and proposals for city hall.

Outside Advocate with Inside Champion

The merits of a nighttime champion within government 
who can help advocate internally and affect policy change 
are clear, as are the merits of an outside advocate.  As 
Jocelyn Kane, the Executive Director of San Francisco’s 
Entertainment Commission notes, a system where these 
two forces are working in conjunction may be the most 
effective method of ensuring a successful nighttime econ-
omy. The same arrangement may be successful when 
applied to a music officer and an outside arms-length 
organization.  

Liquor licensing policies;

Late night transportation policies;

Sound ordinances or bylaws; and

Planning and development
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As discussed earlier, there is no one-size-fits-all solution to building a Music City. However, the experiences of cities 
that have already made progress in this field help provide an understanding of the key factors that increase the ca-
pacity for success, as well as offer cautionary advice on how avoid potential pitfalls.  

Listed below are some of the lessons that contributors have learned during their journey to develop a Music City 
framework. 

B

LES SON 1: 

Political Champions are Key

A political champion is fundamental 
to success.  A champion on council 
or in the mayor’s office brings at-
tention and commitment to a music 
strategy or the creation of the struc-
tures we’ve identified, that cannot be 
easily obtained otherwise.
     Some of the contributors to this 
study have been the political cham-
pions in their cities.  Councillor Josh 
Colle, as an example, has been one 
of the driving forces of the develop-
ment of a music strategy from long 
before there was a music advisory 
board or music office, and today 
serves as the co-chair of the advisory 
board. In addition, Toronto has been 
fortunate to gain the support of 
many other councillors as well as two 
consecutive Mayors.
     “The political backing has been 
instrumental,” says Mike Tanner.  “We 
don’t have to convince people that 
we need to keep artists here, or that 
venues can’t be lost to condomini-
ums; it’s more about how do we do 
this, not if we need to do it.” 
     In the case of Wollongong, (now 
former) City Councillor Ann Martin

played an important role in facilitat-
ing the city’s receptiveness to under-
taking a live music strategy consulta-
tion. Martin chaired the Wollongong 
Live Music Taskforce, and was as the 
LMO’s John Wardle described, a 

“driving force” behind the coordinat-
ed, cross-sectoral effort that char-
acterized the city’s approach to live 
music regulation. 
     Contributors from Ottawa, Van-
couver, San Francisco, and more are 
quick to commend the support of 
their political champions as well.

“With regards to local government, 
you can always find a champion,” 
Wardle says. “The people in govern-
ment are often there for good reason.  
Many of them recognize that their 
opportunities are finite and they 
want to get things done.”

LESSON 2: 

Strong Outside Advocates are 
Instrumental

Just as it is important to have sup-
port within the city structure, strong 

outside advocates are a critical 
component of developing a Music 
City. These outside forces are able 
to perform certain functions in a way 
a bureaucrat may be unable to. In 
particular, they may be able to more 
accurately represent the voice of 
the music community or express the 
community’s thoughts on the city’s 
progress supporting the music sector. 
     Ianto Ware suggests that this may 
be because it is more difficult for 
music officers, or other “similar pro-
posed models to undertake this sort 
of advocacy, as they’re often seeking 
funding from, or embedded within, 
government” 
     Toronto City Councillor Josh Colle 
agrees on the importance of having 
an outside advocate to fulfill this role, 
in addition to the music officer pres-
ence in city government. He goes on 
to conclude: 
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LESSON 3: 

Work to Secure the Trust and Cooperation of the Music Community, or 
Roadblocks Will Emerge 

When working to develop and implement music-related policies, one of the 
most common barriers identified by city officials is the potential for pushback 
from the music community.
     This pushback can arise for a number of different reasons, but two of the 
most commonly cited by interviewees are: resistance due to lack of trust, and 
pushback after not successfully securing community buy-in and engagement.   

Barriers of Trust

For London’s Music Officer Cory Crossman, some of the challenges experi-
enced initially were driven by lack of understanding about the position and 
reflected in a hesitation in sharing confidential information, demonstrated by 
the difficulty securing responses for the London Music Census. 
     Several other cities describe experiencing a similar reluctance to cooper-
ate. For Toronto City Councilor Josh Colle, this lack of trust is also sometimes 
connected to misconceptions or “cynicism” about how quickly things can be 
accomplished. As he describes, the process of implementing music-friendly 
policies takes time, and it is important that community stakeholders “don’t 
judge or measure it too harshly, or too quickly.”

Struggle to Get Community Buy-in and Engagement

Don Pitts spoke about similar challenges during his time as the Division Man-
ager at the Austin Music Office. During his tenure, he and his staff faced a 
struggle to get community buy-in on certain issues. In this specific case, the 
conflict arose due to the city’s particular institutional arrangements in the 
music environment. 
     In Austin, non-profit organizations are very embedded into the fabric of the 
city. There are more than 140 music-related organizations currently operating, 
and many of these have been doing so for a long time. As Pitts describes,

“When there’s music strategy development from the city, we learned 
that there’s no shortage of positions and opinions on what needs to 

be done. When this is coupled with institutional non-profits (who are all 
doing great work) but also have a lane that they’re clearly in, it can be 

very difficult to navigate that.” 
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“I think that having a force like Music 
Canada’s advocacy all along the way 
has certainly been a huge factor. The 

reason I say that is because this sector 
[can be a] bit disjointed in terms of 
getting a uniformity of voice, [since] 
there are so many different needs. 
Having a group like Music Canada 

who have some consistency of voice 
and consolidates some of the players 

is helpful to us at the city.” 

     Ottawa’s Music Industry Coalition 
(OMIC) serves as one of the most 
successful examples of an influential 
outside advocate, particularly one 
that has been imbued with authority 
to act as a partner to City Hall. City 
Councillor Jeff Leiper describes the 
important role OMIC has played as 
a member of the taskforce steering 
the development of the city’s first 
music strategy. The organization’s 
diverse membership, composed of 
grassroots stakeholders as well as 
higher-level stakeholders working in 
all aspects of the music community 
has provided it with a powerful base 
of connections from which to draw. 
     The outside advocates can also be 
individuals who are able to exert an 
influence on the process, or perhaps 
offer their expertise and knowledge 
on the issue. Sydney’s John Wardle 
suggests that it’s important to iden-
tify “high capacity people” who can 
be included in advisory boards or 
outside organizations, particularly 
those well-versed in the process of 
government and able to lobby and 
do the rounds with all the key polit-
ical players.



 

Conflict may arise if community or-
ganizations perceive a city office is 
infringing on their ‘space’, particular-
ly if there is a conception that this will 
mean less funding for them. 
     However, the challenge of secur-
ing community support is not only 
experienced by those working for 
the city. The arms-length Columbus 
Music Commission faced barriers 
from segments of the local commu-
nity during its early launch period. As 
Joey Hendrickson describes, despite 
efforts to include widespread repre-
sentation from organizations in the 
area, they still experienced “major 
pushback” from certain conservative 
groups, whose “confusion about mu-
sic industry terminology led to mis-
construed vision and fear.” Although 
this controversy was eventually re-
solved, its impact affected commu-
nity perception of the organization’s 
true goals and briefly tarnished its 
legitimacy. 
     The Commission also experienced 
early issues arising from a discon-
nect in “aligning community vision 
to board vision.” While this struggle 
is likely a typical problem for many 
newly-formed organizations, Hen-
drickson asserts that these issues 
could have been more quickly re-
solved if they prioritized “commu-
nity-designated interests from the 
get-go.”

LE S S O N S LEARN EDB
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Two of the most effective ways to avoid these pitfalls is 
through stronger community and stakeholder engage-
ment. 
     Indeed, the first step to overcoming the barrier of com-
munity pushback is to take steps to build strong relation-
ships with the local music community. Striving to forge 
these connections is particularly effective when coupled 
with clear communication and transparency.
     Similarly, a strong process of stakeholder engagement 
is a critical aspect of cultivating legitimacy and support. 
When done successfully, this can be a powerful method 
of building consensus in a sector that is often character-
ized by conflicting interests and voices.  
     New York’s Office of Media and Entertainment (MOME) 
sought to incorporate these methods into their approach 
as they ventured into more directly developing music 
policy. As the first official act after having music added 
to their agency’s portfolio, MOME held a music industry 
consultation at city hall. The objective was to open a dia-
logue and to gain the music community’s input into what 
key areas need to be addressed. 
      This proved to be a positive exchange, as it enabled 
these groups to feel engaged and included in the pro-
cess. It also provided the foundation for many of the ini-
tiatives that MOME subsequently designed and launched.
     Similarly, the Columbus Music Commission sought to 
overcome the pushback they experienced by taking steps 
to actively engage the public through a grassroots-based 
approach that guided their programming and advoca-
cy. The organization worked to leverage legitimacy from 
strong partner organizations and forge connections with 
regional institutions like SXSW. As Hendrickson describes, 
this type of “organic, relationship building, reciprocity, 
and support was paramount for their ability to overcome 
the social, political and cultural challenges” they experi-
enced, and aided their efforts of build “widespread con-
sensus” in the city. 
     The most effective approach strives to incorporate 
strong aspects of both community and stakeholder en-
gagement. In the case of the Austin Music Office, former 

Division Manager Don Pitts described how he and his 
staff unknowingly strived to apply aspects of the ‘Col-
lective Impact’ theory to their initiatives.19  This approach 
proved to be particularly critical in their development of 
the ‘community sound management’ plan; a strategy that 
was instrumental in achieving a landmark 70% reduction 
in the city’s noise complaints (between 2012-2015). 
      The Collective Impact approach is built on five inter-
connected components, highlighted below:

OVE R COM ING BARRIERS

Common Agenda: all participants must 
have a shared vision for change including 
a common understanding of the challeng-
es and approach to solving them through 
agreed upon actions.

Shared Measurement: collecting data and 
measuring results consistently across all 
participants ensures efforts remain aligned.

Mutually Reinforcing Activities: participants’ 
activities must be differentiated while still 
being coordinated through a mutually re-
inforcing plan of action.

Continuous Communication: consistent 
and open communication is needed among 
all the players to build trust, assure mutual 
objectives and create common motivation.

Backbone Support: Creating and manag-
ing collective impact requires a separate 
organization with staff and a specific set of 
skills to serve as the backbone for the en-
tire initiative and coordinate participating 
organizations and agencies.

1

2

3

4

5
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LES SON 4:

There is Nothing Like a Catalyst 
to Create Impetus for Action

There can be numerous catalysts 
that create an opportunity for ac-
tion. The underlying motivation may 
come from a crisis, an election or 
legislative cycle, or an opportunity.  
The important thing is to recognize 
the moment when success is within 
reach, and to put in place the right 
strategy and the right people to take 
advantage of it. 

Election Cycles

Election cycles can create an oppor-
tunity to put an issue on the agenda. 
Jesper Merdahl of Aarhus, Denmark 
points out that a new council term 
provides an opportunity to provide 
input and suggestions that will form 
policy.  The key is “to motivate and 
activate our own community.”  Elec-
tions, or the end of a term in office, 
can also pose a risk if the program 
is tied too directly with the outgoing 
administration.  

Legislatives Cycles

Legislative cycles can also provide an 
opportunity.  This can be seen in case 
of Wollongong’s Live Music Strategy. 
In 2013, advocates in the live music 
community warned the city about 
the growing issues facing venues 
and called on the local council to 
take action.20 The city’s 4-year cultur-
al plan had also just become ready 
for review. Ann Martin, a Councillor

at the time, describes how she lever-
aged the timing of this as an oppor-
tunity to submit a ‘notice of motion’ 
to city council that would enable live 
music regulations to be reviewed 
alongside the cultural strategy. This 
also meant some of the allocated 
budget for the cultural review was 
able to be directed towards estab-
lishing a live music taskforce. 
      As Martin notes, here the legis-
lative cycle “created an opportunity 
for action”, as the necessary com-
ponents to address the problem all 

“aligned.” 
      However, the set schedule that 
dictates when foundational strate-
gies are reviewed can also create 
barriers to immediate action. As 
Mike Tanner points out, Toronto’s 
official plan is only reviewed once ev-
ery five years, so his office is limited 
to discussing smaller fixes with the 
Planning division in the meantime.

Crises

A crisis may also be the catalyst that 
creates an impetus for action. The 
Australian state of New South Wales 
made headlines in 2014 when it in-
stituted a range of sweeping night-
life restrictions. In particular, venues 
in the Central Business District and 
Kings Cross area in Sydney were 
particularly affected by the range of 
‘lock out’ laws regarding liquor.21

      These restrictions had a signifi-
cant impact on venues and late-night 
businesses in the area, who saw a 
decline in revenue and foot traffic 

and an increase in subsequent job 
losses. Australia’s Live Music Office 
has consistently been on the front-
lines of the issue. John Wardle notes 
that from this crisis, the LMO was 

“able to leverage access to govern-
ment and a whole range of other 
opportunities.”  The pressure was 
partially alleviated when the regula-
tions for live music and performance 
venues were relaxed in late 2016, al-
though impacts on venues continue 
with recent closures and restrictions 
on new venues.22

Opportunities

Other opportunities can emerge 
as catalysts for the development of 
your music strategy, or creation of 
the structures described in this re-
port.  Among those mentioned in our 
research are: international designa-
tions like the UNESCO City of Mu-
sic program, regional designations 
like the European Capital of Culture, 
and national events like the JUNO 
Awards in Canada.

LESSON 5:

Data Collection is Crucial for  
Policy-Development and  
Successful Strategy Planning

One of the strongest tools cities can 
utilize when building a Music City 
framework is the collection of data. 
Collecting and tracking this informa-
tion not only provides an accurate 
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representation of the local music industry and commu-
nity, it also directly contributes to the development of 
evidence-based policy making. 
      A key example of this can be found by examining 
the impact of the Austin Music Industry Census that Don 
Pitts commissioned to get a better understanding of the 
music ecosystem in Austin. As Pitts describes, the census 
was a “treasure-trove of data” that served as a roadmap 
guiding the policy recommendations of both the advisory 
commission and the ATX Music and Entertainment Divi-
sion. Released in 2015, the study was the first data-driven 
assessment of Austin’s commercial music industry and 
was intended to establish the benchmark for future mea-
surements. The census ultimately led to a city council res-
olution which produced a 10-point priority plan.vii

       One of the key benefits of the study was that it helped 
policy-makers re-evaluate the most important areas to 
be addressed. In particular, much of the city’s focus prior 
to the census was on improving the regulatory process-
es that had been deemed as not being “music-friendly.” 
However, analyzing the results of the census enabled 
those involved to re-examine the issues and as Pitts de-
scribes “put some of those priorities back in focus.” 
       Similarly, London’s Music Census has been an import-
ant tool to help cultivate and support the city’s diverse 
music community. As Cory Crossman describes, the study 
provided an opportunity to better understand the “ad-
vantages, issues, and gaps faced by the growing local 
music industry”, and to develop policies that will leverage 
and maximize the city’s “assets.”
      Felicity Edwards, Senior Partnerships and Projects 
Planner at the City of Adelaide, describes the crucial role 
data collection has played in Adelaide’s approach to sup-
porting the growth of the music community. An annual 
Live Music Census is conducted by the non-profit organi-
zation Music SA (with support from the Live Music Office). 
The census examines and tallies live music venues and 

establishments in the greater Adelaide area. By analyzing 
the data, it provides a “snapshot” of the landscape, and 
demonstrates that the City of Adelaide is the “hub of live 
music in the State.”23

     However, the practice of data collection has been a 
struggle to secure for some cities. 
      Since the development of the music strategy in Ham-
ilton, many believe that the implementation of the rec-
ommended economic impact study is “long overdue.” 
Madeline Wilson and Jeffrey Martin, former members of 
the strategy development team, describe this information 
as “critical if we want to be able to identify Hamilton as 
a strong music economy,” and argue that “anything that 
we can use to measure the financial impact of music on 
our city’s economy should be embraced.”24

LESSON 6:

Making the Case for Music

Music can be a significant driver of economic activity and 
impact. It is important for local governments to under-
stand the extent of its contribution to the city, as well 
as the value of establishing a dedicated position within 
local government.

v i i  The 10 Pr ior i ty  recommendat ions areas were:  Affordable Space;  Agent of  Change Pr inciple;  Cultural  Tour ism; 
Enterta inment L icense;  Genre Development;  Incent ives, Tools  and Loans;  Land Use Regulat ions;  Permitt ing and 
Licensing;  Profess ional  Development;  Revenue Development.
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Making the Case for a Music Officer

Toronto’s Mike Tanner has made a concerted effort to 
highlight the importance of the role, describing how he 
works to “bring as much value-add as possible to ev-
ery interaction,” so that he “can be seen as an asset for 
the city structure rather than a nuisance.” The ability to 
demonstrate the quantifiable contribution of the music 
community can help validate the office’s existence and 
contribute towards its longevity.
     In the City of London’s case, the appointment of a 
music officer was a two-year pilot initiative, where an ‘en-
velope’ of money was provided to fund the position and 
implement the music strategy. As Robin Armistead de-
scribes, she worked diligently alongside Cory Crossman 
to demonstrate the importance of the role to City Council, 
who would make the decision of whether to continue 
funding the position.
     “We had to use that short time to try and justify the 
music officer role. Cory worked hard to demonstrate the 
value of it, using his skills of promotion and communica-
tion to elevate the impact of the position.”

Making the Business Case for Music

Another key point echoed among those interviewed is 
how making a ‘business case’ for music is particularly 
crucial to gaining support from local politicians, or other 
important partners. For Hamilton’s Debbie Spence, being 
able to understand the economic impact, labourforce 
and positioning musicians as entrepreneurs helps devel-
op a stronger business case for resources and increased 
budget for music and creative industries is a crucial com-
ponent of getting buy-in from city council. 
      Lynn Ross, the Cultural Planner at the City of Vancouver, 
describes the role that the forthcoming music ecosys-
tem study will have in providing the data on the sector’s 
impact and contribution to the city. “Once the study is  
released, we can use the data to show that music is im-
portant, and hopefully get some traction to move forward.” 

Melbourne’s Patrick Donovan (CEO of Music Victoria) sim-
ilarly believes in the importance of making a business 
case, a particularly important step for outside non-profit 
organizations to take. To him, the best approach is to just 

“keep achieving outcomes for the industry, creating jobs, 
so [that] all sides of politics see our worth and continue 
to invest in us and the industry.”
     The Columbus Music Commission has made sig-
nificant effort to demonstrate the worth of their arms-
length organization to both the city and local business-
es. Joey Hendrickson describes how “major fundraising 
initiatives in the commission have led companies to 
consider the value of music and begin looking at ways 
to get involved in our organization.” Likewise, new mu-
sic startups have emerged as the overall “mood” of the 
city seems to be on the rise towards music.”

LESSON 7:

Look to Existing Models in your City for Inspiration

When it comes to building a Music City, there is no one-
size fits all approach. When making the decision on what 
type of body to establish, there are many different factors 
to consider that can help guide the process.
      One key factor that may be helpful is if your city has 
other similar organizations or bodies that can be emulat-
ed. After all, the process of developing the organization 
will be easier if you’re following a path that has already 
been proven to be successful. In Columbus’ case, the Mu-
sic Commission’s organizers could look to the Columbus 
Film Commission and Greater Columbus Sports Com-
mission for inspiration. These non-profit organizations 
have been successfully operating for a number of years 
and fulfill similar objectives and functions to the Music 
Commission.  They served as examples of how this type 
of arms-length, outside body could exist in relation to 
the city.
        In Toronto, the decision to implement the Toronto 
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existence of the Film and Digital Me-
dia board. As former TMAC Co-Chair 
Andreas Kalogiannides describes, 
this body is “analogous to the advi-
sory capacity played by TMAC.” The 
Film Board is smaller than TMAC (3 
City Council members, 18 members 
of public), and is intended to pro-
vide advice to City Council on ways 
to grow the film, television and dig-
ital media industries to ensure and 
viability of the sector.  In fact, TMAC 
was established following a Music 
Canada report that recommended 
its creation after comparing the City 
of Toronto’s relationship with its mu-
sic community to Austin, Texas, and 
also to Toronto’s relationship with its 
film community.
      When deciding what type of body 
to establish in your path to becom-
ing a Music City, it is important to 
recognize what type of structure or 
organization will work in your con-
text. Consider the political, cultural 
and regulatory landscape of your 
city, and look to other similar orga-
nizations for inspiration.vii

L ES SON 8:

Succession-Planning is an 
Important Component of 
Sustainability

As mentioned earlier, many of the 
cities examined have portrayed how 

music officers can serve as passion-
ate drivers on music-related progress 
However, a commonly echoed con-
cern among those consulted for this 
report is that the effectiveness of the 
position may be too dependent on 
the capability of the person occupy-
ing the role.  
      As with any important position, 
each candidate that is selected to 
step into the role is likely highly qual-
ified and brings their own impressive 
expertise and skills. However, it is 
also recognized there are some in-
dividuals who have the special ability 
to elevate a role or enhance its im-
pact in a unique way. 
      For some, this contributes to an 
argument that a key factor of success 
for the music officer arises from per-
sonality. 
     The challenge here is making 
sure that the success of the role is 
not tied to one specific person and 
that efforts will not stall if that person 
leaves. 
      A key method of counteracting 
this is to work towards ensuring that 
the structures supporting the music 
officer role are sustainable, and that 
the value of the position is clearly 
proven. As mentioned in our Mas-
tering of a Music City report, suc-
cession-planning is an important 
component of building the Music 
City framework.
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LES SON 9:

A Well-Developed Music Strategy is the Foundation of Success

The presence of a well-rounded music strategy is not just one of the strongest factors for success, but is also the 
foundation upon which to build a thriving Music City. Yet, there can be many stumbling blocks along the way that 
may hinder progress and stall efforts. 
      To help avoid some common problems, key advice from cities is highlighted below:

Melbourne’s Hannah Brooks stresses the need for a 
“dedicated plan with clear objectives, which identifies 
the actual issues, and collaborates with and provides 
support to the sector.” 

Hamilton’s Debbie Spence asserts the importance of a 
music strategy including both short-term and long-term 
commitments. Shorter-term actions can often be over-
looked, but these “early wins” are actually an essential 
component of building a successful “roadmap and plan 
for long-term sustainability.”

Toronto’s Mike Tanner highlights the benefits of having 
a music strategy that is flexible, “comprehensive, and 
wide-ranging enough to allow for many different stra-
tegic directions.” This allows for collaboration with part-
ners and key stakeholders, and will prove to be a “great 
negotiating tool with other city departments.”  

Mike Tanner also notes the importance of recognizing 
that some issues are not municipal in nature, and are 
thus outside the city’s scope of power to solve (e.g. 
rapidly rising property prices). In this vein, an effective 
music strategy would include concrete, actionable com-
ponents that have a clear pathway to achievement. You 
can be ambitious, but just make sure that items are with-
in the realm of city action.

Austin’s Don Pitts recommends that those developing 
and implementing the strategy should be “disciplined 
and stay focused on the fundamental issues.”  He also 
cautions that there is really “no such thing as low-hanging 

fruit when it comes to policy,” and that effort should be 
devoted towards managing expectations and clarifying 
roles. 

Onalee Groves cautions against stumbling into the 
same pitfalls experienced by those working to develop 
Barrie’s music strategy. She describes how the confu-
sion about exactly what type of advisory body should 
be established (e.g. a separately incorporated not-for-
profit, or a more traditional advisory council) was a “ma-
jor challenge” in the early stages. Consequently,  “this 
uncertainty stalled progress.” Groves suggests that a 
method of avoiding this pitfall might be to “first create 
a strategy, and then from there determine what kind of 
body is necessary to accomplish the goals outlined in it.”

For Vancouver’s’ Lynn Ross, the quickest road to success 
when developing a music strategy is to study the best 
practices of cities around the world. Examining their ex-
periences – and taking note of what pitfalls to avoid – can 
help build a strong strategic plan that wisely leverages 
the city’s assets. 

Andrew Vincent offers similar advice on the importance 
of analyzing best practices, although the presence of 
the arms-length non-profit OMIC has led Ottawa to take 
a different path than other cities. In particular, the bene-
fits of a strong outside organization that has the ability 
to run programming means the strategy can “include 
initiatives that are best implemented outside of the mu-
nicipal government, by the industry partner,” making the 
plan “more multi-dimensional.”

A  R O A D M A P  F O R  S U C C E S S
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L ES SON 10:

Patience is Key

Invariably, the process of imple-
menting music-friendly policies and 
structures will take longer to bear 
fruit than you first expected. After all, 
bureaucracy can be slow to change; 
individuals and organizations may 
be heavily entrenched in doing 
things a certain way; limited fund-
ing can often pose a challenge; and 
unexpected obstacles may sudden-
ly arise to deter you from your path. 
The process will be much smoother 
if you remain patient and recognize 
that each minor achievement along 
the way is critical, as it strengthens 
the foundation on which you are 
building your thriving Music City.
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Ultimately, decisions regarding which of the structures described in this report to use will depend 
on numerous factors, including the local context in your community.  One thing is clear, however: 
results are more likely to be achieved if there is both an outside advocate and an internal city con-
tact.  There is no substitution for the expertise and firsthand knowledge that comes from industry 
leaders, united either through an arms-length organization or residing on a board with an official 
advisory capacity to city council.  Similarly, a well-informed individual or city department with the 
authority to bridge departmental divides is critical to ensuring music is not overlooked when mu-
nicipalities create or amend regulations and programs. The Night Mayor model also incorporates 
these two perspectives and emphasizes the importance of consensus-building.
      These two approaches must work hand in hand to gather champions inside and outside city 
hall, create consensus regarding the best strategies to pursue and how tactically to achieve them, 
build awareness among decision makers about the opportunities and challenges facing the music 
sector, and communicate all of this to the larger community.  
      The Music City paradigm has been adopted around the world.  Once again, practitioners have 
willingly shared their insights and experiences to help others embarking on this journey.  The 
desire to collaborate, to develop alliances and networks, remains universal and will continue to 
allow us to nurture more healthy, sustainable Music Cities for the benefit of all.
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Adelaide
Electric Fields , New Years Eve 2017, Adelaide, Photo Credit: 
Trentino Priori
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Sounds, Adelaide, Photo Credit: Trentino Priori

Aarhus
Aarhus Volume, Photo credit: Johan Adrian Buus
SPOT Conference, Aarhus, Photo Credit: Michael Bring Niel-
sen. 

Hamilton
This aint Hollywood musicians welcome sign, Hamilton

London
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Holiday Concert Series, Jessica Allossery, London 
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YYZ Live, Toronto (Photo Credit: Bram Gonshor)
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