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Abstract	
 

I	have	chosen	to	study	cultural	entrepreneurship,	particularly	focused	in	the	popular	

music	industries.	I	have	been	fascinated	by	the	apparent	randomness	of	which	new	

artists	gets	signed	by	established	agents	in	the	industries	and	how	they	work	to	

break	through	the	clutter	and	launch	their	career.	The	fascination	pertains	what	

qualities	or	skills	these	artists	possess	that	renders	them	as	desirable	signings	for	the	

established	agents	in	the	music	industries.	In	a	survey	where	students	that	have	

graduated	from	performing	arts	institutions	64	per	cent	of	the	respondents	

identified	that	“the	ability	to	“develop	entrepreneurial	skills”	(…),	that	their	music	

education	taught	had	little	to	no	relevance	as	a	starting	point	(for	a	future	in	the	

performing	arts	field).	Through	comments	to	the	survey	multiple	individuals	

mentioned	that	their	music	education	should	have	offered	or	provided	a	more	

thorough	training	in	skills	related	to	entrepreneurial	development,	such	as	economics	

and	accounting,	as	many	of	them	are	freelancing	or	running	their	own	business	

(Arnesen	et	al.	2014,	p.	9,	personal	translation).	I	used	this	as	a	backdrop	for	the	

thesis.	I	interviewed	four	established	industry	professionals,	and	used	the	insights	

provided	in	a	manner	to	guide	and	inform	both	performers	in	the	performing	arts	

(artists	and	cultural	entrepreneurs)	and	identify	possible	areas	of	improvement	in	

the	current	music	education	curricula	pertaining	entrepreneurial	learning.	
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1 Introduction	
	

I	have	always	been	interested	in	the	factors	leading	to	success	in	the	music	industries,	as	a	

performer,	artist	and	entrepreneur.	During	my	bachelor’s	degree,	I	asked	the	head	of	my	

faculty	what	he	thought	were	the	most	important	keys	to	success	as	an	artist	in	the	music	

industries.	His	answer	was:	“Write	good	songs,	be	a	nice	guy,	and	a	little	luck”.	Though	

these	things	would	surely	get	you	a	part	of	the	way,	this	was	in	my	opinion	not	a	satisfactory	

answer,	as	there	is	surely	more	to	the	industries	than	that.	This	inspired	me	to	conduct	this	

study,	attempting	to	establish	more	concise	qualities	than	provided	by	my	faculty	head.		

	

While	working	on	this	thesis	paper,	several	notions	of	educational	value	has	struck	me.		

I’ll	be	investigating	and	narrowing	in	on	some	the	most	frequent	occurring	factors	that	

influence	the	impression	and	perception	of	potential	in	a	musical	protégé.	A	focused	effort	

on	developing	the	skills	that	correspond	with	these	factors	should	increase	the	chances	of	

success	when	attempting	to	establishing	a	career	and	partnerships.	These	protégés	will	be	

referred	to	as	artists	and	to	some	degree	entrepreneurs.	In	this	thesis,	they	are	used	as	a	

collective	term	for	performing	musical	acts	such	as	solo-artists,	bands,	session	musicians,	

musical	ensembles	and	other	people	or	groups	that	work	hard	to	establish	a	living	in	the	

popular	music	industries.	The	insights	I	have	come	to	learn	may	to	some	degree	be	

applicable	to	other	groups	in	performing	arts	as	well,	and	I	believe	that	the	knowledge	is	

much	needed.	

	

	I	use	the	word	protégé	in	this	introduction	in	order	to	highlight	the	value	and	importance	

business	partners	may	prove	to	have	for	musical	acts	starting	up	in	the	industries,	

resembling	the	roles	of	a	patron	and	a	protégé,	resulting	in	a	patronage	of	sorts.	In	a	

historical	context,	patrons	of	artists,	composers	and	such	could	be	viewed	as	an	art-patron	

or	patron	of	the	arts	(Weatherston	2013,	Skogh	2011).	Normally	these	individuals	were	in	

positions	of	status,	power	and	wealth.	For	instance,	kings,	the	pope(s)	and	other	wealthy	

nobles	who	supported	artists	by	hiring	them	were	patrons	of	the	arts.	In	doing	so	they	

provided	work,	recognition	and	exposure	at	events	organized	by	the	patron.	The	

relationship	between	upstart	artists	and	industry	professionals	are	reminiscent	of	
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patronages,	where	the	established	partner	is	effectively	providing	several	of	the	same	

resources	and	support	that	a	position	as	an	artist	at	court	or	major	estate	would	provide,	

such	as	recognition,	network	and	opportunities	for	exposure	especially	(Weatherston	2013,	

Klein	2008,	p.	2).	Having	successfully	established	professionals	as	partners	enables	artists	

access	to	their	extended	network	and	reap	the	benefits	of	their	experience	in	achieving	

their	goals.	Interestingly,	an	artist	can	choose	to	engage	in	crowdculture	(Holt	2016)	rather	

than	business	professionals.	The	crowdculture	increasingly	positions	fans	as	patrons.	In	

these	instances	they	all	contribute	a	small	amount	of	money	to	the	artists,	in	order	to	

maintain	the	creative	output	and	availability	of	content	they	are	patrons	for	(Morris	2014,	p.	

284,	Bruenger	2016,	p.	15).	This	approach	provides	an	alternative	way	of	launching	a	career,	

that	is	less	dependent	on	partnerships	within	the	established	music	industries.	There	is,	in	

other	words	not	a	single	approach	that	fits	all	artists.	What	different	artists	seek	to	achieve	

often	determines	their	way	into	the	music	industries.	For	instance,	not	all	artists	are	

interested	in	engaging	in	partnerships	with	established	companies	and	agents	within	the	

industries,	and	prefer	to	manage	their	career	as	a	whole	on	their	own	for	a	variety	of	

reasons.	Reasoning	could	relate	to	creative	control,	control	of	revenue	stream,	niche	

genres,	the	increasingly	globalized	market	and	the	ability	to	reach	audiences	without	

backing	through	the	internet.	This	thesis	paper	will	focus	on	ways	to	increase	chances	to	

establish	partnerships	in	a	professional	and	fruitful	manner,	but	does	not	provide,	nor	

attempt	to	provide	a	step	by	step	guide	to	success.	Consider	the	thesis	paper	a	mere	

exploration	of	ways	and	approaches	that	should	be	considered	and	reflected	upon	for	

performing	artists	seeking	to	create	a	viable	living	in	the	music	industries.	Although	the	focal	

point	of	this	thesis	is	the	relationship	between	certain	qualities	and	traits	that	are	appealing	

for	the	established	industries,	many	of	the	insights	and	suggested	practices	are	highly	

relevant	for	any	individual	attempting	to	make	a	living	in	the	cultural	industries.		

	

When	trying	to	establish	an	income	by	working	hard	to	build	a	sustainable	career	within	the	

music	industries,	being	in	a	systematic,	opportunistic	and	entrepreneurial	state	of	mind	

contributes	towards	keeping	things	on	track	and	moving	forward.	According	to	Mats	Borch	

Bugge	music	supervisor	in	NRK	P3,	the	recently	deceased	Avicii	was	an	artist	and	

entrepreneur.	He	emphasized	the	aspects	of	songwriting,	grandiose	live	performances,	
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connect	with	fans	through	continuous	brand	building	and	communication	as	the	core	

strategy	that	lead	to	his	enormous	success	(2018).	

In	a	survey-report	delivered	to	the	Norwegian	government	in	2014,	conducted	in	a	

demographic	field	of	educated	individuals	within	the	creative	and	performing	musical	arts,	

Arnesen	et	al	remarks	the	following:	

	

When	concerning	the	ability	to	“develop	entrepreneurial	skills”	(…),	64	per	cent	

replied	that	their	music	education	had	little	to	no	relevance	as	a	starting	point	(for	a	

future	in	the	performing	arts	field).	Through	comments	to	the	survey	multiple	

individuals	mentioned	that	their	music	education	should	have	offered	or	provided	a	

more	thorough	training	in	skills	related	to	entrepreneurial	development,	such	as	

economics	and	accounting,	as	many	of	them	are	freelancing	or	running	their	own	

business.	(2014,	9,	personal	translation)	

	

What	this	report	from	the	performing	music	scene	tells	us,	is	that	the	skills	needed	to	

succeed	and	excel	in	the	performing	arts	field,	is	not	solely	the	ability	to	perform	or	create	

art	or	entertainment.	The	report	indicates	that	a	majority	of	the	students	were	satisfied	

with	their	education	pertaining	instrumental	skills	and	music	related	topics.	However,	they	

commented	that	important	skills	needed	to	successfully	launch	and	maintain	their	careers	

were	not	taught	in	a	satisfactory	manner,	such	as	the	development	of	the	entrepreneurial	

skills	mentioned	earlier.	The	survey	included	students	from	8	public	educational	institutions.	

It	is	worth	mentioning	that	there	are	several	private	institutions	that	offer	similar	

educational	programs	in	performing	arts	that	were	not	included,	where	responses	could	

prove	to	be	very	different.	The	survey,	however,	acts	as	a	good	indication	as	to	where	

institutions	might	be	inclined	to	improve	and	expand	their	current	curriculum.	It	is	

important	for	students	to	be	well	equipped	for	their	transition	from	education	to	

profession.	Increased	endeavors	within	the	field	of	entrepreneurship	and	the	subsequent	

skills	developed,	are	widely	regarded	as	means	towards	the	end	of	providing	students	with	a	

comprehensive	skillset	that	prepares	them	for	continuous	work	within	the	industries.	

Internationally,	cultural	(or	art)	entrepreneurship	is	still	being	viewed	as	one	of	the	

underdeveloped	branches	of	music	education	(Essig	2017,	Gangi	2017,	Preece	2011,	

Weatherston	2013).	As	a	result,	journals	have	focused	on	entrepreneurship	through	special	
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issues	on	the	topic,	and	new	ones	have	been	established,	such	as	Artivate:	A	Journal	of	

Entrepreneurship	in	the	Arts	and	Journal	of	Arts	Entrepreneurship	Research.	The	data	

collection	of	this	thesis	seeks	to	uncover	some	of	the	most	frequently	occurring	traits	and	

skills	associated	with	appeal	and	potential,	voiced	by	established	agents	in	the	music	

industries.	My	belief	is	that	focus	on	these	traits	and	skills	in	music	education	for	

performers,	will	contribute	to	increase	their	chances	of	succeeding	within	the	industries.	

Based	on	the	previously	mentioned	report,	developing	entrepreneurial	skills	in	student	

masses	appear	to	be	a	challenge	for	many	institutions.	Narrowing	in	on	specific	parts	of	

entrepreneurial	training	that	can	help	develop	the	traits	and	skills	that	surface	in	this	thesis,	

would	at	the	very	least,	ensure	that	the	education	is	tailored	to	a	specific	purpose.	A	clear	

and	concise	purpose	that	is	established	through	actual	interaction	with	the	industries,	will	at	

best	showcase	the	meaningfulness	of	the	entrepreneurial	skills	taught,	and	increase	

motivation	and	interest	in	the	student	mass.	

	

With	this	as	a	backdrop,	I	have	decided	to	establish	the	research	question	“Which	parts	of	

performing	artists’	entrepreneurial	skillsets	are	valued	in	the	established	industries,	and	

how	can	artists	acquire	and	develop	these?”	
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1.1 Main	contributions	and	findings	
	

This	thesis	paper	investigates	some	of	the	qualities	and	characteristics	that	established	

agents	in	the	Norwegian	music	industries	identifies	as	desirable	in	potential	artist	signings.	

With	the	expressed	need	for	increased	focus	on	the	entrepreneurial	skills	needed	for	

establishing	a	career	in	the	performing	arts	(Arnesen	et	al.	2014),	this	thesis	uses	research	

interviews	to	investigate	the	relationship	between	entrepreneurial	skills	and	appeal	for	

established	agents	in	the	music	industries.	Additionally,	the	skills	identified	through	the	

interviews	as	desirable	could	work	as	a	guide	as	to	where	to	put	focus	on	entrepreneurial	

learning	in	music	education.	These	skills	are	rendered	desirable	and	useful	by	business	

professionals.	In	that	way,	the	transition	for	music	students	from	education	to	profession	

can	be	addressed	by	developing	these	tools	and	skills	during	their	education	and	thus	be	

well	prepared	for	the	transition	to	come.	Strategic	and	entrepreneurial	approach	towards	

the	development	of	these	skills	could	help	artists	to	strengthen	their	prospects	of	a	viable	

career.	The	three	most	frequently	occurring	desirable	qualities	in	potential	artist	signings	

are:	

	

- Distinctiveness/x-factor/edge	

o 	Qualities	that	renders	the	artist	or	musical	act	unique	and	makes	it	stand	out	

- Entrepreneurial	drive/the	ability	to	be	self-driven	

o Having	artistic	and	strategic	vision,	make	plans	and	follow	them	through	

- Social	media	skills	

o Communicate	with	fans,	promote	and	build	artist	following	
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1.2 Thesis	Structure		
 

This	thesis	uses	the	first	chapter	to	outline	the	process	and	structure	of	the	paper.	The	main	

findings	are	summarized	for	convenience,	reference	and	ease	of	use.	In	the	subsequent	

chapters	I	will	be	going	more	in	depth	into	the	different	aspects	of	the	process.	Each	chapter	

opens	with	an	overview	of	the	sections	to	come,	provides	some	context	and	explains	some	

of	the	reasons	and	purposes	of	the	sections	in	relation	to	the	chapter	as	a	whole.	A	situation	

of	the	research	field	acts	as	the	second	chapter	and	provides	an	overview	of	some	of	the	

current	and	historically	large	themes,	and	goes	on	to	place	this	paper	within	the	field	by	

drawing	upon	established	literature.	Situating	the	research	field(s)	could	be	done	in	the	

introduction	chapter,	in	this	thesis	however,	I	found	the	number	of	relevant	fields	of	

research	proved	to	be	many,	as	a	result	I	situate	the	research	field	in	a	standalone	chapter.		

	

The	following	two	chapter	consists	of	two	parts	that	are	closely	linked,	but	I	will	attempt	to	

highlight	varying	characteristics	of	entrepreneurship	through	an	accounting	and	review	of	

published	literary	research.	Firstly,	I’ll	expand	upon	them	in	a	broad	and	general	sense	in	

chapter	three,	subsection	one,	before	focusing	on	the	characteristics	emphasized	

throughout	literature	related	to	music	business	and	cultural	entrepreneurship	specifically	in	

subsection	two.		

	

The	fourth	chapter	expands	on	the	methodology	used	in	researching	the	thesis	and	aims	to	

explain	the	reasoning	and	considerations	behind	the	selection	of	main	and	supplementary	

methods.	

	

In	the	fifth	chapter	I	will	start	presenting	the	respondents	and	present	the	key	ingredients	of	

the	interview	guide	that	form	the	foundation	for	all	the	interviews.	Then,	in	the	same	

chapter	I	will	highlight	findings	through	quotes	from	each	interviewee	and	provide	brief	

reflective	commentaries	on	their	relevance	in	relation	to	other	interviewees.		

	

Chapter	six	will	feature	the	findings,	similarities	and	differences	that	appear	in	the	analytical	

empirical	work	as	well	as	similarities	or	differences	that	stand	out	between	theory	and	the	
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collected	data.	I	will	expand	upon	the	findings	from	the	interviews	and	provide	context	as	to	

how	and	why	they	can	be	significant	in	relation	to	the	theoretical	aspects	discussed	in	the	

preceding	chapters.	Possible	ways	to	utilize	findings	in	the	context	of	establishing	a	career	

as	an	artist	or	entrepreneur	will	be	presented	in	a	section	by	section	format.	Liabilities	and	

possible	pitfalls	will	also	be	accounted	for,	prior	to	a	summary	of	the	chapter	as	a	whole.	

The	seventh	and	final	chapter	acts	as	a	conclusion	of	the	master	thesis.	
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2 Situating	the	Research	Field	
	

In	this	chapter,	I’ll	introduce	and	expand	upon	some	of	the	fields	that	are	most	relevant	for	

understanding	this	thesis,	and	combine	the	interconnected	topics	that	make	up	cultural,	or	

arts	entrepreneurship.	The	topics	included	in	this	section	give	information	on	different	areas	

of	research	in	order	to	provide	background	and	context	for	the	following	chapters.	When	

combined,	these	fields	of	study	contain	many	of	the	building	blocks,	that	together	acts	as	a	

foundation	for	entrepreneurial	understanding,	contextualization	and	strategy.	Some	of	the	

relevant	connections	to	entrepreneurship	will	be	highlighted,	and	those	topics	will	be	

explored	further	in	chapters	three	and	four.	

Firstly,	popular	music	studies	as	a	branch	of	musicology	will	be	discussed,	some	historic	

context	will	be	provided	along	with	comments	linking	elements	into	the	wider	context	of	

this	thesis	and	its	topic.	Contextualization	and	knowledge	of	tradition	and	history	in	music	

and	musicology	may	be	conducted	as	powerful	tools	for	an	emerging	cultural	entrepreneur.	

In	section	2.2	I	will	be	detailing	some	of	the	highly	intricate	and	often	disparate	branches	

and	functions	within	the	music	business	industries,	with	emphasis	on	the	branches	that	are	

represented	in	the	data	collection	section	of	this	thesis.		

In	its	own	section,	2.3,	I	will	introduce	theories	for	communication,	marketing	and	media,	

even	though	these	are	topics	considered	to	be	less	inherent	in	traditional	musicology,	they	

remain	highly	relevant	for	a	cultural	entrepreneur,	and	thus	for	this	thesis	as	well.	As	one	of	

the	intentions	of	this	thesis	is	to	provide	insight,	awareness	and	competence	to	cultural	

entrepreneurs	I	have	chosen	to	include	this	section	as	a	reference	and	a	starting	point	for	

contextualization	and	strategizing.	Education	research	acts	as	section	2.4,	where	I	review	

some	of	the	current	topics	within	the	fields	relating	to	performing	arts,	musicology	and	

entrepreneurship.	It	is	worth	noting	that	entrepreneurship	in	the	artistic	fields	have	

developed	from	slightly	different	angles	and	needs	in	different	parts	of	the	world,	causing	

terminology,	and	sometimes	focal	points	and	perspectives	to	vary.	This	has	led	to	the	two	

branches	art	entrepreneurship	in	the	US	and	cultural	entrepreneurship	in	Europe	and	

Australia	mainly.	However,	the	overarching	themes	and	theory	are	highly	relatable,	

although	not	always	directly	transferrable.	The	two	differing	branches	are	mentioned	

throughout	the	thesis	and	will	be	addressed	in	further	detail	in	section	3.2.	
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2.1 Popular	music	studies	
	

The	perfect	scholar	of	popular	music	would	know	all	the	relevant	research	literature	

from	popular	music	studies	itself	and	also	from	all	other	disciplines.	Furthermore,	this	

perfect	scholar	would	be	an	expert	in	music	theory,	literary	criticism,	the	history	of	

popular	music,	the	entire	social	and	cultural	milieu	that	surrounded	the	creation	of	the	

music	in	question,	and	all	manner	of	social	and	cultural	theory.	While	such	sagacity	is	

clearly	impossible,	the	community	of	popular	music	scholars	reasonably	expects	that	

researchers	will	be	familiar	with	relevant	major	works	in	popular	music	studies,	that	

they	will	exhaustively	research	their	own	topic	by	whatever	means	necessary,	and	that	

they	will	provide	at	least	a	modicum	of	contextualization	for	their	subject.	(Burns	1997,	

p.	127)	

	

Gary	Burns	hits	the	mark	with	this	statement,	expressing	the	overarching	challenges	that	

popular	music	research	provides,	and	the	inherent	qualities	that	a	perfect	scholar	within	the	

field	would	ideally	possess.	He	also	states	that	to	achieve	this	sagaciousness	would	be	an	

impassable	challenge	if	it	had	been	a	prerequisite	for	scholars	conducting	research	within	

the	field	of	popular	music.	A	modicum	of	contextualization	as	he	states,	is	however	an	

evident	quality	that	any	research	should	contain.	This	chapter	is	designed	to	provide	a	

broad,	though	brief	introduction	to	some	of	the	sub-disciplinary	fields	of	popular	music	

research.	It	is	crucial	to	be	aware	that	a	larger	set	of	skills	and	competence	may	prove	

necessary	for	a	musical	act	or	artist	to	achieve	the	success	they	seek.	Although	he	is	

speaking	on	the	subject	of	research	specifically,	I	believe	that	an	equal	ability	to	

contextualize	is	important	for	performers,	business	professionals	and	academic	scholars	

alike.	In	addition,	the	research	environment	in	popular	music	studies	is	unusual	in	that	

academics	are	not	the	only,	and	in	some	cases	not	even	the	most	knowledgeable	experts.	

Musicians,	journalists,	and	other	music-industry	professionals	know	a	lot	more	about	some	

subjects	than	academic	researchers	will	ever	know.	(Burns	1997,	p.	129)	

Burns	showcases	a	sense	of	self	awareness	and	reflection	that,	in	my	opinion	does	the	

research	field	great	justice,	as	academic	scholars	study,	research	and	explore	different	

aspects	of	the	business,	there	are	other	groups	of	people	who	live	and	die	within	and	



	 10	

surrounding	the	industry.	He	acknowledges	that	their	knowledge	in	some	cases	easily	

surpasses	that	of	scholars	concerning	some	topics.	This	does	not	mean	however,	that	

academic	studies	are	unwanted	or	discouraged	in	any	way,	but	simply	takes	note	of	the	

experience,	knowledge	and	competence	that	exists	outside	academic	discourse.	A	sensible	

approach	(that	is	increasingly	common)	for	the	field	as	a	whole,	is	to	get	acquainted	with	

aforementioned	individuals	and	through	research	seek	to	incorporate	their	perspectives,	

knowledge	and	insights	into	the	academic	world.	In	short,	being	a	scholar	of	popular	music	

studies	and	popular	musicology	represents	a	challenging	process	of	continuously	expanding,	

discovering	and	refining	the	knowledge	we	possess	in	order	to	make	well	founded	and	

informed	decisions	concerning	our	research	(Williamson,	Cloonan,	and	Frith	2011).	

Alan	Moore	(2006),	too,	problematizes	areas	of	popular	musicology	in	his	introduction	to	

the	article	collection	made	book		”Critical	Essays	in	Popular	Musicology”.	Popular	

musicology	as	a	research	field	was	consolidated	and	accepted	within	musicology	in	the	

1980s,	fairly	recent	compared	to	many	other	academic	fields	(and	fields	within	musicology	

as	well).	In	his	book,	Moore	publishes	a	selection	of	articles	that	problematizes	different	

aspects	of	popular	music	research.	One	of	the	issues	he	raises	along	with	other	scholars	in	

the	book,	is	the	use	of	terminology	within	the	field	of	popular	musicology	(Horn	and	Jackson	

2000).	He	states	this	in	canon	with	an	article	written	by	Philip	Tagg	(2000b),	one	of	the	big	

names	within	popular	music	research,	and	one	of	the	founders	of	IASPM,	International	

Association	for	the	Study	of	Popular	Music.	The	mentioned	article	appears	in	the	first	

chapter	of	the	book,	where	the	discourse	revolves	around	terminology,	how	it	should	be	

applied,	and	the	correctness	of	these	terms	in	association	with	academic	research	

pertaining	popular	musicology.	In	other	fields	within	musicology	terms	like	a	musical	work,	

composition,	text	and	orchestra	might	be	used	frequently	(and	correctly),	while	it	in	popular	

musicology	could	be	misleading	or	outright	wrong	to	rely	on	these	same	terms.	In	the	

article,	Tagg	claims	that	using	these	terms	without	limiting	conditions	and	active	nuancing	is	

plain	laziness.	Terms	like	song,	track,	artist	and	band	would	likely	be	more	relevant	and	

appropriate	when	working	with	popular	musicology,	and	popular	music	specifically	(Tagg	

2000b,	Moore	2006).	This	terminology	is	highly	relevant	for	an	entrepreneur	in	the	music	

industries,	as	being	able	to	nuance	the	language	and	approach	help	to	build	a	

distinguishable	identity,	and	can	solidify	the	position	that	the	artist	or	entrepreneur	seek	

within	a	specific	field.		
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In	the	discourse	surrounding	terminology	and	categorization	of	different	popular	music	

texts,	several	issues	arise.	Within	subgenres	of	popular	music,	different	terms	and	

designations	are	often	utilized.	Terms	that	contain	a	specific	meaning	within	one	genre,	may	

sometimes	contain	a	completely	different	meaning,	or	refer	to	something	else	entirely	in	

another	genre	(Moore	2006).	This	amplifies	the	need	for	accuracy	in	the	writing	process,	

catering	to	the	reader’s	need	for	clarity	and	consistency	in	terms	and	designations	used	

throughout	the	work.	The	same	can	be	said	for	artists	or	entrepreneurs,	being	familiarized	

with	the	appropriate	terminology	enables	them	to	communicate	in	confidence	with	people	

that	identify	heavily	with	those	subgenres.	Staying	on	the	topic	of	genres,	we	see	several	

cases	of	them	being	concretized	through	musical	analysis	where	auditory	similarities	are	

highlighted	and	categorized	within	specific	sub-genres	(Tagg	2000a).	In	that	way,	

consistency	is	provided,	that	consistency	can	act	as	a	foundation	for	formal	definitions.	

Through	analysis	there	are	some	inherent	and	concrete	auditory	elements	that	can	be	

identified,	classified	and	categorized.	This	is	not	necessarily	something	listeners	will	adhere	

to	when	they,	based	on	their	personal	associations	and	experiences	consumes	music,	even	

though	the	characteristic	elements	have	been	formalized	and	categorized	to	some	extent	by	

the	aforementioned	analysis	(ibid.).	Listeners	may	not	always	be	familiar	with	these	formal	

categorizations	and	thus	turn	to	their	own	definitions.	Through	music	consumption	and	

musical	experiences	over	each	individual’s	lifespan,	personal	and	subjective	attributes	and	

affiliations	latch	themselves	onto	genres,	creating	a	personal	perception	of	genres	and	

styles	that	doesn’t	necessarily	align	with	formally	established	definitions.	As	we	will	see	

later	in	this	thesis,	this	fact	impact	how	the	artists,	labels	and	managements	work	toward	

finding	“the	next	big	thing”,	always	scanning	the	music	charts,	and	trying	to	break	down	and	

analyze	why	specific	songs	or	sounds	accomplish	streaming	popularity	and	generally	good	

business	metrics.		

Moore	also	brings	up	the	change	of	terminology	used	for	environments	surrounding	sub	

genres	in	popular	music,	shifting	the	term	of	these	communities	from	subcultures	to	musical	

scenes.	The	new	terminology	diminishes	the	cultural	significance	and	sense	of	belonging	

that	previously	served	as	a	larger	part	of	the	individual	listener’s	self-imposed	identity	

(Moore	2006).	A	subculture	is	often	referring	to	a	community	of	individuals	with	similar	

preferences,	that	identifies	themselves	with	the	values	and	aesthetics	of	a	specific	music	
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genre.	The	term	musical	scene	however,	offers	less	emphasis	on	this	culturally	contingent	

identification	of	groups,	and	as	a	result	generally	opens	up	for	greater	mobility	for	listeners	

to	move	between	genres	without	having	to	“change	their	identity”	or	relate	to	these	values	

and	communities	(Moore	2006).	This	change	has	caused	several	artists	to	reinvent	their	

sound	more	frequently,	in	an	attempt	to	follow	the	evolving	and	shifting	taste	of	listeners	

(Meier	2011).	As	a	result,	I	believe	this	eagerness	to	cater	to	an	eclectic	audience	may	turn	

into	a	paradox,	as	the	effort	to	solidify	an	artists’	profile	and	image	suffers	under	the	lack	of	

auditory	consistency	in	the	released	material.		

Another	problematic	area	in	popular	music	research	relevant	to	this	thesis	is	the	

phenomena	authenticity	(Moore	2002,	Meier	2011).	Entrepreneurs	operate	in	an	industry	

that	is	driven	by	commercial	interests,	hence	the	discourse	of	authenticity	prompts	several	

questions	because	entrepreneurs	in	their	practice	have	to	balance	both	artistic	and	

commercial	interests.	Authenticity	itself	is	a	challenging	concept,	as	most	people	weigh	the	

varying	criteria	differently.	By	putting	emphasis	on	different	traits	of	character,	sonic	

markers,	image	or	personality,	each	individual	listener	can	create	their	own	definition	of	

what	authenticity	means	to	them,	resulting	in	the	notion	that	there	is	no	one	size	fits	all	

definition	of	authenticity	(Moore	2002).	However,	there	are	some	trending	qualities	that	

appear	more	frequently	than	others.	Some	of	the	questions	and	directions	of	discourse	

surround	the	aforementioned	need	for	economic	potential	and	commercial	interests,	and	

how	the	commercial	interests	might	deteriorate	the	artistic	authenticity,	by	“forcing”	artists	

to	make	compromises	in	their	creative	work	to	potentially	cater	their	art	to	a	wider	

audience	(like	following	the	trends	of	an	eclectic	streaming	meta).	Similar	challenges	exist	in	

the	intersection	between	music	and	advertising,	where	advertising	brands	through	

conferences	and	panel	debates	actively	encourage	artists	to	learn	how	to	target	specific	

segments	such	as	apparel,	automotive,	sports	etc.	with	their	music	(Meier	2011,	p.	408).	

Although	the	ultimate	goal	can	be	considered	that	same	profit,	the	way	of	obtaining	it	leans	

towards	a	corporate	perspective.	The	accessibility	and	usability	of	music	for	advertising	

proves	to	be	more	important	than	the	appeal	to	a	general	audience	in	the	traditional	sense.	

Definitions	identifies	authenticity	in	essence	as	something	real,	true,	genuine	and	sincere,	

but	that	definition	does	not	seem	readily	compatible	with	the	process	of	targeting	brand	

advertising	in	the	creation	of	music.	The	brands	that	utilize	what	is	referred	to	by	many	
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terms,	such	as;	music	branding,	sound	branding,	audio	branding,	is	in	essence	using	music	to	

differentiate	their	own	brand	from	the	competition	by	strengthening	the	brand	identity.		

“Sound	branding	is	the	business	of	producing	an	acoustic	trademark	that	may	reinforce	

brand	identity	and	thus	enhance	customers’	memory	of	the	product	or	service.	An	

important	tool	in	creating	such	corporate	sounds	is	the	sound	logo,	i.e.	a	distinctive	short	

melody	that	serves	to	generate	an	identity	in	a	company’s	various	interactions	with	its	

various	publics.	(…)		In	a	broader	perspective,	all	kinds	of	sound	design	that	aims	at	helping	

the	customer	in	decision-making,	at	increasing	the	consumer-experience	or	at	guiding	the	

user	in	completing	specific	tasks	may	qualify	as	sound	branding.”	(Graakjær	and	Jantzen	

2009,	p.	259)	

Graakjær	and	Jantzen	identifies	the	purpose	of	the	phenomena,	they	use	the	term	sound	

branding,	although	other	terms	are	in	use	to	signify	the	same	process,	as	stated	previously.	

One	of	the	reasons	as	to	why	this	actually	works	is	linked	to	the	aforementioned	

subcultures,	or	the	newer	term	musical	scene.	Different	music	genres	and	their	linked	

subcultures	or	musical	scenes	can	serve	as	identity	markers	for	individuals	belonging	to	that	

group.	By	acknowledging	that	music	plays	a	part	in	identity	formation,	marketers	realized	

that	this	provides	them	with	an	opportunity	to	target	specific	user	groups	and	thus,	the	

ability	to	capitalize.	This	concept	of	branding	and	differentiation	is	important	for	an	

entrepreneur	to	acknowledge	because	the	ability	to	stand	out	from	the	masses	of	

competing	bands	or	artists	is	one	of	the	main	ways	to	attain	exposure.	As	an	important	

building	block	to	a	sustainable	career,	marketing	and	branding	will	be	explored	more	

thoroughly	in	section	2.3.	Another	aspect	of	the	discourse	concerning	authenticity,	is	a	shift	

of	focus	from	the	music,	text	or	composition	and	its	inherent	qualities	that	in	turn	render	

authenticity	in	its	creator,	towards	the	notion	that	authenticity	is	a	quality	the	artists	

possesses	themselves,	such	as;	a	strong	charismatic	presence,	uniqueness	of	character	or	

undefinable	quirkiness.	How	this	quality	can	be	manufactured	or	constructed	is	

continuously	being	researched	by	the	popular	music	industries	and	their	partners	(Klein	

2008,	Meier	2011).	The	aforementioned	research	provides	insightful	resources	that	can	be	

put	to	use	when	strategizing	and	developing	a	musical	act	or	artist	towards	a	branded	

“musical	product”	that	can	be	marketed	in	line	with	the	established	values	and	aesthetics	

that	favors	the	artist,	act	or	the	brand	they	promote.	Additionally,	this	rendering	of	
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authenticity	in	the	persona	rather	than	the	music,	enables	artists	to	put	less	emphasis	on	

the	sound	of	the	music,	downplaying	the	negative	effects	of	catering	to	those	eclectic	

listener	patterns.	The	importance	of	being	aware	of	consumer	behavior	and	the	

development	of	popular	music	and	its	connected	industries	in	general	cannot	be	overstated,	

as	it	will	give	the	entrepreneur	insight	and	ability	to	maneuver	the	industries	successfully.	
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2.2 Music	Industries	
	

John	Williamson	and	Martin	Cloonan	makes	a	case	of	pointing	out	that	public	media,	

academics,	government	and	industry	officials	alike	often	refer	to	the	music	industry,	when	

in	reality	there	is	no	singular	industry,	but	rather	a	range	of	different	industries	that	are	all	

interconnected.	Both	can	be	considered	correct	use	of	terminology,	however	the	music	

industry	(as	singular)	acts	as	an	umbrella-term	for	the	many	separate	sub-industries(plural)	

that	lies	within.	In	recent	years,	academics	have	started	to	refer	to	the	music	industries	in	its	

pluralistic	nature.	For	most	all	intents	and	purposes,	besides	pure	convenience,	referring	to	

the	music	industries	is	far	more	covering	and	precise	(Williamson	and	Cloonan	2007,	Meier	

2011).	These	music	industries	consist	of	music	publishers,	management	agencies,	the	

recording	industry,	live	performance,	promotion	and	other	related	sectors.	Knowing	how	

these	industries	operate,	what	functions	they	serve	and	how	and	when	they	overlap	is	an	

important	part	of	being	a	cultural	entrepreneur.	In	this	section,	I’ll	briefly	run	through	some	

of	these	industries	with	emphasis	on	the	ones	that	are	represented	in	the	data	collection	of	

this	thesis.	These	industries	are	a	huge	part	of	the	working	field	of	practice	that	the	cultural	

entrepreneur	will	need	to	navigate	in	order	to	establish	a	living.	

	

Recording	/	Label	

The	recording	industry	consists	of	record	labels,	both	well-established	majors,	independent	

labels	and	some	labels	are	even	run	by	sole	individuals.	These	operate	in	different	ways,	

often	in	close	relation	to	the	scale	of	the	label	and	the	number	of	artists	they	have	signed.	

Traditionally	the	label	would	cover	most	of	the	costs	an	artist	faced	in	the	creation	and	

production	of	music,	and	would	then	be	considered	the	owner	of	the	master	tape.	A	master	

tape	is	in	essence	the	exclusive	rights	to	the	income	generated	from	a	specific	recording	or	

recordings	(i.e.	album/ep),	and	does	not	affect	the	rights	connected	to	the	creation	and	

writing	of	the	songs.	The	songwriter(s)	will	retain	their	rights	as	composers	to	all	songs	that	

they	write,	unless	the	composition	is	a	“work	for	hire”	(in	some	cases	known	as	a	buyout)	in	

that	instance,	the	employer	paying	the	artist	owns	the	rights.	The	owner	of	the	master	tape	

has	the	copyright	for	a	specific	auditory	reproduction	of	a	song,	while	the	copyright	of	the	

songwriter	remains,	these	two	copyrights	are	known	as	compositional	rights	(songwriter)	
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and	preforming	rights	(master	tape).	The	recording	labels	are	responsible	for	the	overseeing	

of	production,	marketing	and	promotional	endeavors.	Traditionally	they	signed	deals	with	

other	companies	that	specialized	in	those	fields	such	as	distribution	companies.	In	the	

current	state	of	affairs,	especially	concerning	popular	music,	many	artists	in	the	beginning	of	

their	careers	fund	their	own	recordings,	mix	and	mastering	process,	resulting	in	them	

retaining	both	compositional	and	preforming	rights	for	their	music.	Another	function	labels	

serve,	is	as	an	intermediary	between	the	artist	and	the	expanded	industries,	as	they	are	

professionals	with	good	connections,	financial	muscles	and	experience.	Ideally,	artists	could	

do	all	of	the	label-functions	themselves,	but	the	necessary	time	and	effort	to	reach	a	

sustainable	and	efficient	practice	can	lead	to	a	decrease	in	creative	output.	Add	to	the	fact	

that	the	financial	backing	of	a	label	(which	would	vary	depending	on	the	size)	enables	the	

artist	to	invest	more	money	in	video	shoots,	recordings,	mixing	professionals	and	other	

expenses	related	to	the	totality	of	an	artist’s	product	or	package.	In	return	labels	will	broker	

deals	that	earns	them	a	percentage	of	the	revenue	the	artist	creates.	Which	parts	of	the	

revenue	streams	they	demand	a	cut	from	will	vary	depending	on	the	contract	the	artist	has	

signed.		

	

Management		

One	way	to	look	at	the	management	industry,	is	to	regard	managers	as	the	people	that	

“takes	care	of	business”,	allowing	the	artists	to	focus	their	time	and	efforts	on	other	aspects	

of	their	career.	Preferably	making	better	music.	The	business	in	question	are	things	like	

acting	as	the	contact	for	the	band,	negotiating	deals,	planning	tour	and	market	strategies	

(hopefully	in	cooperation	with	the	artist),	establishing	a	team	surrounding	the	artist,	being	

an	emotional	support	and	professional	advisor,	managing	the	revenues	and	financial	

aspects	of	the	artist’s	career.	All	in	all,	managers	keep	the	artists	career	on	track,	

communicating	with	other	industries,	and	seek	to	increase	the	convenience	of	the	artist’s	

everyday	life.	Several	of	these	functions	can	in	turn	be	divided	between	different	managers	

if	the	artist	is	a	big	star;	tour	managers,	music	managers	and	business	managers	are	some	of	

the	common	roles.	Tour	managers	follow	the	artist	on	tour	and	make	sure	that	everything	is	

in	accordance	with	contracts	made	with	venues	and	other	organizers,	as	well	as	screening	a	

large	part	of	the	inquiries	directed	towards	the	artist	in	relation	to	the	tour	in	question.	
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Music	managers	concern	themselves	with	the	creative	development	of	an	artistic	career,	

such	as	engaging	the	right	producers,	studios,	songwriters	and	such,	to	further	the	quality	of	

the	creative	content	the	artist	provides.	A	business	manager	typically	focuses	on	negotiating	

deals,	managing	finances	and	commercial	decisions.	The	artist	is	often	involved	in	these	

processes,	but	the	point	of	having	a	manager	is	to	drastically	reduce	the	time	and	effort	

spent	on	these	tasks,	enabling	them	to	focus	on	other	parts	of	their	career.	Management	

deals	are	often	similar	to	label	contracts	in	the	regard	that	they	ensure	the	management	a	

fixed	percentage	of	the	artists	gross	or	net	revenue.	There	are	different	revenues	that	can	

be	counted	into	or	kept	separate	from	the	managements	entitlement,	depending	on	the	

overall	nature	of	the	contract	they	sign.	

	

 

Additional	industries	

Booking	

The	booking	agencies	and	agents	handles	the	process	of	negotiating	and	securing	deals	with	

arrangers	and	venues,	managing	the	aspects	of	live	performance	in	a	broad	sense.	Booking	

agents	normally	operate	in	specific	regions,	such	as	North	America	(NA),	South	America	

(SA),	Europe	(EU),	Australia	and	New	Zealand	(ANZ).	It	is	not	uncommon	for	major	artists	to	

have	one	main	booking	agent	or	agency,	that	in	turn	sub-contract	other	booking	agencies	in	

parts	of	the	world	where	the	main	contractor	does	not	have	suitable	connections	or	

experience,	depending	on	the	size	and	extent	of	the	artist	and	tour.	These	geographical	

classifications	and	sub-divisions	varies	somewhat,	the	term	Rest	of	World	(ROE)	is	also	used	

somewhat	ambiguously.	Booking	agencies	follow	up	the	technical	requirements	and	make	

sure	that	the	artist’s	expectations	are	met,	in	order	to	minimize	adjustments	to	the	show	

from	one	venue	to	another.	The	fee	agencies	require	to	facilitate	these	functions	often	

linger	around	10-15%	of	the	booking	fee	per	show,	depending	on	which	functions	they	are	

responsible	for	facilitating.	

	

Promotion	

Promoting	releases	and	artists	is	one	of	the	main	ways	to	differentiate	musical	products	

from	each	other.	It	is	said	that	marketing	drives	sales,	and	although	it	is	not	the	only	part	of	
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the	equation,	the	proverb	“a	poor	song	well	marketed	fares	better	than	a	great	song	poorly	

marketed”	basically	fits	the	bill.	Publicists	and	PR-agencies	are	responsible	for	generating	

press,	both	online	and	offline,	all	in	all	to	gain	exposure	for	the	product	that	they	are	

promoting.	A	professional	publicist	has	a	great	network,	and	has	often	been	involved	in	the	

industries	for	several	years,	acquiring	new	relationships	and	maintaining	old	ones.	Publicists	

know	how	to	create	a	clean	press	release,	submitting	content	for	press	review	far	in	

advance,	planning	exclusive	premiers,	generating	momentum	on	several	platforms	at	once.	

More	in-depth	information	about	marketing	is	found	in	section	2.3.  

  

Publishing	

A	publisher	represents	the	work	of	a	writer.	A	songwriter	writes	songs,	these	songs	are	

often	called	compositions,	and	the	publisher	manages	the	copyright	of	these	compositions.	

Representing	the	compositional	rights	means	that	the	publisher	actively	seeks	opportunities	

for	the	composition,	getting	radio	play,	synchronizing	in	advertisements,	TV	shows	and	

movies,	basically	any	engagement	that	will	create	revenue	for	the	written	composition.	The	

copyright	that	publishers	manage	is	the	written	work	i.e	the	composition,	and	shouldn’t	be	

confused	with	the	copyright	of	a	specific	recording	(master	tape).	There	can	be	multiple	

recordings	of	a	song,	with	different	artists,	and	each	recording	has	its	own	master	tape	

(master	rights),	the	compositional	rights	however	is	still	the	property	of	the	songwriter	(and	

possibly	its	publisher).	Publishers	are	paid	with	a	percentage	of	the	revenue	created,	which	

in	addition	works	as	an	incentive	for	the	publisher.	Percentages	can	vary	significantly,	

depending	on	country	and	the	nature	of	the	contract	between	the	writer	and	publisher.	It	is	

also	common	for	the	publisher	to	subcontract	publishing	rights	in	parts	of	the	world	where	

their	network	isn’t	as	established,	if	the	main	publisher	is	EU	based	it	would	make	sense	to	

sub-contract	at	least	in	Asia	and	South	America,	and	maybe	the	US.	

	

Distribution 

Distribution	as	an	industry	mainly	revolves	around	making	recorded	music	accessible	to	

consumers.	Traditionally	labels	signed	distribution	deals	with	companies	in	said	industry,	

where	they	delivered	the	product	to	retail	outlets	such	as	music	stores,	big	box	retailers	

(like	Wal-Mart,	Best	Buy	etc.)	and	bookstores.	In	other	words,	the	distributor	acts	as	an	

intermediary	between	consumers	and	the	people	responsible	for	the	manufacturing	of	a	
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recorded	product.	At	the	turn	of	the	21st	century,	downloading	entered	the	fray	of	

distribution	and	caused	massive	decreases	in	music	sales.	Downloading	services	such	as	

Napster	made	music	available	free	of	charge	through	peer	to	peer	services.	This	piracy	

deprived	the	industry	at	large	for	large	amounts	of	money,	and	caused	a	global	wide	decline	

in	music	generated	revenue.	When	sales	dwindled,	many	distribution	companies	were	

forced	to	fold	and	shut	down.	Most	of	the	surviving	companies	were	affiliated	with	the	

biggest	music	labels	such	as	Warner,	Sony	and	Universal	Music	Group.	Music	subscription	

services	such	as	Spotify	and	Pandora	emerged,	however	the	business	model	requires	a	

substantial	number	of	subscribers	in	order	to	turn	real	profit,	meaning	that	the	decline	in	

revenue	would	only	slow	in	parallel	with	an	increase	in	paying	subscribers	for	those	services.	

Legal	online	outlets	such	as	iTunes	and	Amazon	still	provides	some	revenue,	but	not	nearly	

enough	to	remedy	the	decline	in	vinyl-,	cassette-	and	CD	-	sales.	In	today’s	market,	there	is	

still	room	for	distributors,	as	many	labels	and	artists	don’t	want	to	deal	with	their	

distribution	themselves,	efficiently	providing	work	for	distributors.	
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2.3 Marketing	and	Branding	
	

This	section	of	the	chapter	will	look	specifically	at	the	theoretical	framework	of	marketing	

before	providing	context	detailing	why	this	is	relevant	for	a	cultural	entrepreneur.	In	the	

modern	music	industries,	a	defined	and	recognizable	profile	has	become	paramount	in	

order	to	differentiate	bands	and	artists	from	one	another.	In	the	extension	of	marketing	

strategies	and	campaigns	enters	the	concept	of	branding	or	brand	building.	Bands	and	

artists	are	utilizing	the	different	aspects	of	mass-media	and	social	media	in	the	process	of	

building	the	music	act	as	a	recognizable	brand.	This	is	a	clever	way	of	tailoring	personal	

connections	and	relations	with	their	fans,	and	thus	increasing	their	audience’s	affinity	for	

the	musical	act.	The	ultimate	goal	of	this	process	is	to	develop	a	personal	and	emotional	

connection	between	the	consumers	and	the	band	or	artist.	Building	a	sense	of	belonging,	

continuous	interest	or	loyalty	and	in	the	extension	of	those	personal	and	emotional	

entanglements;	repeated	business	from	each	one,	in	turn	generating	revenue	for	the	

band/artist.	By	creating	and	developing	connections	on	a	personal	and	emotional	level	the	

brand	achieves	an	advantage	over	other	competitors,	by	making	the	decision-making	

process	of	consumers	more	favorable	towards	their	products	and/or	music.	These	

marketing	endeavors,	and	the	theories	and	systems	on	which	it	is	founded	has	a	long	history	

within	the	corporate	industry	and	has	been	vital	to	the	establishing	of	enormous	brands	

such	as	Coca	Cola,	McDonalds,	Nike	etc.	(Holt	2004,	2016).	These	complex	marketing	

strategies	and	theories	are	now	being	applied	in	the	music	industries	to	a	larger	extent	than	

before.	The	goal	is	to	make	the	brand	larger	than	the	artist	or	band	and	the	music	they	

create.	In	succeeding	in	building	the	brand	to	that	extent,	the	uniqueness	of	the	brand,	

charisma	and	public	profile	acts	as	an	identity	that	allows	musical	acts	to	reinvent	

themselves	and	follow	global	trends	closer	than	before	(as	discussed	at	the	end	of	section	

2.1)	

	

I	will	briefly	examine	why	bands	and	artists	would	want	to	explore	their	potential	within	

marketing	and	brand	building,	and	how	they	can	go	about	doing	so	(p.22).	Some	of	the	

considerations	are	consumer	motivations,	corporate	(producer)	motivations	(stated	in	the	

theoretical	exploration)	and	the	general	marketing	ideas	following	a	product	from	creation	
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to	marketing	strategy	and	distribution.	Secondly	the	knowledge	will	be	linked	to	the	

overarching	theme	of	the	thesis;	its	potential	possibilities	and	practices	they	can	represent	

for	cultural	entrepreneurs.		

	

	An	introduction	to	marketing	

Marketing	may	initially	seem	confusing,	comprehensive	or	for	some	even	intimidating.	

	

	“Marketing	includes	the	activities,	and	processes	aimed	at	creating,	developing,	

communicating	and	distributing	products	and	services	that	adds	value	to	consumers,	

while	at	the	same	time	developing	consumer	relations	into	potential	advantages	for	

the	company	and	its	associates”		

(Hoff	2012,	p.	79,	personal	translation)	

	

Marketing	is	in	other	words	not	one	single	thing,	it	is	a	variety	of	different	processes	and	

potential	activities	that	has	a	goal	of	developing	a	concept	or	idea	into	a	finished	product	or	

service.	Processes	may	target	an	increase	in	the	demand	or	exposure	of	a	product	or	

service,	or	it	may	concern	the	choice	of	distributional	channels	etc.	A	good	marketing	

campaign	can	vary	significantly	in	both	size	and	form.	Target	groups	and	campaign	goals	will	

often	be	determined	on	a	case	by	case	basis	and	every	campaign	must	be	tailored	in	order	

to	maximize	the	chance	of	success.	Depending	on	the	goal	of	the	campaign	a	strategy	will	be	

developed	in	great	detail,	building	on	the	approach	that	anticipates	the	best	probability	of	

combined	success	and	return	of	investment.	These	types	of	approaches	are	often	conceived	

by	working	through	the	4P’s	of	marketing	(BusinessDictionary.com	2017b,	Kotler	et	al.	1989,	

Hoff	2012):	

	

1:	identification,	selection	and	development	of	a	Product,	

2:	development	of	its	Price,	

3:	selection	of	a	distribution	channel	to	reach	the	customer’s	Place,	and	

4:	development	and	implementation	of	a	Promotion	(-al	Strategy)	
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A	product	is	anything	that	can	be	offered	to	a	market,	that	serves	a	need	or	satisfies	a	

desire,	and	that	is	given	value,	thereby	enabling	a	process	of	trade.	In	other	words,	a	

product	encompasses	all	services	and	commodities,	and	may	include	individuals	(artists),	

locations	(tourist	attractions,	theme	parks	etc.),	ideas	(religious,	lifestyle)	and	organizations	

(religious,	humanitarian	etc.).	Price	is	crucial	whenever	a	new	product	is	introduced.	

Determining	the	optimal	price	of	a	product	has	a	great	impact	on	the	number	of	

“unit/product”	sold.	In	regards	to	these	four	P’s,	“place”	actually	means	distribution,	and	it	

signifies	all	activities	that	makes	the	product	available	for	a	costumer	to	buy	when	the	need	

arises,	such	as	transport	and	logistics.	Promotion	consists	of	the	activities	that	seeks	to	gain	

exposure	for	the	product	on	the	market,	and	has	a	goal	of	influencing	consumers	to	buy	

their	product	over	others.	This	last	aspect	of	promotion	is	what	most	associate	with	

marketing.	These	four	Ps	should	be	at	the	back	of	any	entrepreneurs’	mind,	as	it	enables	

them	to	identify	and	develop	their	strategy	in	a	structured	and	goal-oriented	fashion.		

Kotler	(1989)	states	another	fundamental	foursome	in	regards	to	the	concept	of	

marketing.	This	concept	is	applicable	when	looking	to	integrate	marketing	activities	as	

means	to	the	end	of	determining	and	satisfying	the	needs	of	the	targeted	market	more	

effectively	than	its	competition.	He	names	the	following	four	pillars:	

	

• Target	market.	Generally	speaking,	a	company	isn’t	able	to	operate	in	every	market	

and	satisfy	every	need.	For	that	reason,	companies	need	to	investigate	potential	

markets	and	their	respective	needs	in	order	to	effectively	tailor	their	marketing.		

• Customer	needs.	The	needs	that	the	company	decides	to	target	has	to	be	

understood	fully,	and	if	possible	on	a	deeper	level	from	the	perspective	of	the	

consumer.	All	in	order	to	meet	the	consumer	needs	better	than	their	competitors.	

• Integrated	marketing.	All	departments	of	an	organization	need	to	have	a	common	

goal	of	serving	the	consumers’	needs	and	interests.	The	integration	occurs	at	two	

levels,	firstly	within	the	branches	of	the	marketing	department,	and	secondly	

between	the	marketing	department	and	other	departments	of	the	company.	There	

is	little	point	in	spending	large	amounts	of	money	on	marketing	campaigns	if	

customer	service	behaves	arrogantly	and	unfriendly	when	contact	is	made.	The	point	

is	to	make	all	parts	of	the	company	work	towards	a	common	and	streamlined	goal,	

vision	and	public	profile.	
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• Profitability.	The	ultimate	goal	of	many	organizations	is	profit.	The	key	is	to	pay	

attention	to	the	other	aspects	of	the	marketing	concept	and	provide	value	and	

fulfillment	to	the	consumers,	building	loyalty	and	repeated	transactions/trade.	

	

	

Why	should	artists	consider	branding?	

Carah	(2011,	428)	observes,	many	cultural	producers	are	competing	for	the	same	attention	

and	are	looking	for	ways	to	differentiate	themselves	in	order	to	gain	professional	status:	

“One	feature	of	the	demotic	turn	in	cultural	production	is	the	spectacle	of	ordinary	people	

competing	with	each	other	for	attention	and	the	chance	to	become	a	professional	producer	

of	culture.“		This	indicates	that	there	is	a	need	for	a	way	for	cultural	producers,	may	it	be	

fashion	designers,	writers	or	music	artists	to	elevate	themselves	beyond	the	term	

“ordinary”.	Branding	is	one	way	to	go	about	it.		

	

I	will	now	focus	on	the	concept	of	branding	in	a	cultural	and	music	industry	context	and	the	

associated	terminology	will	be	intertwined	with	the	terminology	previously	detailed	in	this	

section.	Producers	(or	companies)	are	the	band/artist	and	the	consumers	(or	customers)	are	

fans/listeners/audience.		

Social	media	will	be	the	main	subject	and	as	such	it	calls	for	a	definition	in	terms	of	what	

platforms	and	aspects	are	included	and	excluded	in	this	context.	To	start	off	the	

phenomenon	of	social	media	is	often	referred	to	in	a	number	of	overlapping	terms,	such	as	

social	internet,	web	2.0	&	virtual	community	(Salo,	Lankinen,	and	Mäntymäki	2013,	

Constantinides	and	Fountain	2008).	These	all	refer	to	technological	tools	and	innovations	

that	has	surfaced	through	technology.	Tools	like	these	have	enabled	artists	and	other	

producers	of	cultural	content	to	divulge	in	new	and	imaginative	ways	of	operation	and	

business	models	(Salo,	Lankinen,	and	Mäntymäki	2013,	Morris	2014).	The	term	web	2.0	

often	serve	as	an	umbrella	for	all	internet	applications	with	five	main	sub	categories,	and	is	

defined	by	Constantinides	and	Fountain	(2008)	as	follows:			

• Blogs	–	short	for	web	logs,	online	journals,	may	or	may	not	be	coupled	with	podcasts	

and	video	logs	(vlogs)	or	other	audio	or	video	content.	
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• Social	Networks	–	Applications	allowing	users	to	build	personal	websites	accessible	

to	other	users	for	exchange	of	personal	content	and	communication	

• Content	Communities	–	Websites	organizing	and	sharing	particular	types	of	content	

• Forums/Bulletin	Boards	–	sites	for	exchanging	ideas	and	information	usually	related	

to	special	interests	

• Content	aggregators	–	applications	allowing	users	to	fully	customize	the	web	

content	they	wish	to	access.	These	sites	make	use	of	a	technique	known	as	Real	

Simple	Syndication	or	Rich	Site	Summary	(RSS)	

	

The	term	social	media	is	most	commonly	referring	to	the	second	and	third	categories	of	

Social	Networks	and	Content	Communities.	However,	the	participation,	openness,	

conversation,	community	and	connectedness	of	social	media	is	the	real	unifier,	and	these	

aspects	can’t	be	completely	boxed	within	the	aforementioned	categories.	Due	to	the	

timeframe	and	limited	scope	of	this	thesis,	priorities	had	to	be	made	as	to	the	extent	of	the	

exploration	in	this	section.	Social	Networks	will	be	the	main	focus	of	my	exploration,	as	they	

are	put	frequently	forward	as	increasingly	important	for	artists	and	entrepreneurs	(Leenders	

et	al.	2015,	Morris	2014,	Salo,	Lankinen,	and	Mäntymäki	2013,	Carah	2010,	Constantinides	

and	Fountain	2008,	Holt	2016).	The	availability	and	widespread	use	of	social	media	played	a	

big	part	in	the	inclusion	of	the	section	for	this	thesis,	and	several	of	the	respondents	also	

underlined	the	importance	of	social	media	skills.		

	

According	to	a	Finnish	study	there	are	five	motivations	for	social	media	interaction	for	

consumers	or	fans	(Salo,	Lankinen,	and	Mäntymäki	2013).	These	five	motivations	are	listed	

as	follows:	

• Access	to	content,	the	content	the	artist	is	marketing	has	to	be	easily	and	

readily	available	for	the	users	in	as	few	clicks	and	links	as	possible.	

• Sense	of	affinity,	a	listeners	natural	liking,	or	positive	predisposition	towards	

the	band	or	artist	that	are	undertaking	the	marketing	endeavor.	

• Participation,	users	can	generate	content	themselves	and	post	it	with	links	to	

other	users	and	reference/spin	off	their	previous	work,	and	in	that	way	

engaging	in	two-way-interaction.		
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• Interaction,	enabling	users	to	communicate	with	each	other	as	well	as	the	

artist.	They	can	leave	reviews,	share	and	comment,	and	in	that	way,	feel	part	of	

the	journey	or	discourse.		

• Social	Identity,	through	participation,	sharing	and	consumption	of	cultural	

content	the	user	positions	itself	in	alignment	with	a	virtual	community.	In	turn	

the	user	may	become	a	part	of	that	community	and	contribute	in	developing	it	

further.	
			

Understanding	consumer	motives	is	important	in	regards	to	branding	because	it	will	help	

you	define	the	course	and	uniqueness	of	your	brand	by	tailoring	aspects	of	your	marketing	

to	resonate	within	your	target	group.	In	that	way,	you	are	continuously	developing	your	

relations	and	strengthening	the	bonds	you	want	between	you	and	your	target	audience.	

Note	that	in	the	list	above	ease	of	access	has	been	left	out,	as	it	was	deemed	too	ubiquitous	

and	fundamental	to	serve	as	a	motivation,	and	as	such	it	acts	more	as	a	prerequisite	than	an	

actual	motivation.	Knowing	how	to	effectively	communicate	with	fans,	listeners	and	

consumers	is	an	important	part	of	building	a	career	as	an	artist	and	entrepreneur.	Their	

success	comes	from	mass	consumption	and	exposure	of	their	products,	building	emotional	

and	personal	connections	with	their	listeners	enables	them	to	build	their	following,	and	

solidify	their	position.	

	

Jeremy	W.	Morris	states	in	his	article	Artists	as	Entrepreneur,	Fans	as	Workers	(2014,	275)	

that	“(…)	it	is	hard	to	deny	that	social	media	have	become	primary	tools	for	artists	(amateur	

and	professionals	alike)	to	gain	exposure	and	connect	with	users.”		He	underlines	the	

importance	of	exposure	and	interaction	with	consumers,	as	it	is	ultimately	these	two	factors	

that	determine	the	progress	of	the	artists’	career.	In	addition	to	statements	like	this	he	

sums	up	the	need	for	interactions	by	artists	with	social	media	pretty	eloquently:	

“Ultimately,	as	artists	negotiate	new	modes	of	interacting	with	their	fans	and	audience,	they	

must	also	negotiate	their	own	relationships	with	the	different	technologies,	media,	and	

platforms	on	which	these	encounters	take	place.”		

This	is	in	my	opinion	the	main	reason	artists	and	entrepreneurs	should	consider	branding,	in	

order	to	streamline	their	online	presence,	profile	and	image	into	a	unified	brand	entity,	

which	ultimately	will	solidify	as	a	brand	identity.	



	 26	

The	Process	of	brandbuilding	

I	will	provide	a	brief	examination	of	how	to	start	building	and	developing	a	brand.	After	

scouring	for	a	suitably	thorough	but	basic	outline	of	the	process	I	found	a	blog	post	from	

Sonia	Gregory	which	provided	the	summarized	process	in	a	step	by	step	fashion.	Gregory	

has	a	Master	of	Fine	Arts	in	Design	&	Technology	from	Parsons,	The	New	School	for	

Design,	and	a	BA	from	Rice	University.	She	has	founded	the	creative	studio	FreshSparks	

whom	specializes	in	branding,	custom	website	design	&	development,	and	e-commerce	

solutions,	which	they	now	have	been	doing	with	great	praise	the	last	10	years.	Note	that	

large	parts	of	the	marketing	theory	are	utilized	within	this	process,	especially	an	emphasis	

on	the	importance	of	integrated	marketing.	Some	of	these	steps	are	pretty	straight	forward	

and	closely	linked	to	the	marketing	theory	previously	described,	I’ll	expand	upon	each	step	

to	further	help	clarify	the	function	and	goal	linked	to	it.		

	

An	outline	of	the	process	

As	described	by	Sonia	Gregory	(2016).	

1.	Determine	the	brand’s	target	audience.	

The	very	foundation	for	building	your	brand,	and	whom	you’ll	be	targeting	in	your	

endeavors.		

2.	Define	a	branding	mission	statement.	

The	mission	statement	basically	defines	a	purpose	for	existing,	it	will	affect	every	

other	aspect	of	your	brand	building.	Consider	it	a	slogan.	

3.	Research	brands	within	your	industry	niche.	

Investigate	what	other	brands	are	doing	in	your	industry,	notice	where	they	succeed	

and	where	they	fail	(if	they	do)	and	learn	from	their	process.	Never	copy	or	imitate	

another	brand,	but	use	them	as	a	reference	in	your	own	work.	

4.	Outline	key	qualities	&	benefits	your	brand	offers.	

There	will	always	be	better	established	actors	in	your	industry,	but	you	should	

identify	what	you	offer	that	no	one	else	does	and	utilize	that	uniqueness	in	your	

brand.	

5.	Create	a	great	brand	logo	&	tagline.	
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The	most	basic	and	arguably	most	important	piece	of	brand	building.	This	graphic	

will	be	represented	on	everything	related	to	your	brand,	it	will	become	your	calling	

card.	

6.	Form	your	brand’s	business	voice.	

Your	brands	voice	is	essentially	the	foundation	of	your	communication	with	

customers.	It	is	dependent	on	the	company	mission,	audience	and	industry.	

7.	Build	a	brand	message	and	elevator	pitch.	

Used	to	tell	customers	who	you	are.	Starting	from	the	voice	you’ve	chosen	for	your	

brand,	your	message	should	be	intricately	associated	with	your	brand,	and	conveyed	

in	1-2	sentences.	It	goes	beyond	your	logo	and	tagline	and	should	define	the	key	

aspects	of	who	you	are,	what	you	offer	and	why	people	should	care.	The	language	

needs	to	be	immediately	understood	while	also	preferably	striking	an	emotional	

chord.	Don’t	address	what	your	product	can	do,	but	why	it	is	important	to	your	

customer.	

8.	Let	your	brand	personality	shine.	

Customers	are	looking	for	an	experience	tailored	to	their	needs,	backed	by	genuine	

personal	interaction.	Be	consistent	with	the	brand	personality	through	all	points	of	

contact	and	communication.		

9.	Integrate	your	brand	into	every	aspect	of	your	business.	

“Brand	building	never	stops”.	The	brand	should	be	visible	and	reflected	in	everything	

that	the	customer	sees.	

10.	Stay	true	to	your	brand.	

Unless	you	decide	to	change	your	brand	into	something	that	is	more	effective	based	

on	measured	consumer	response,	consistency	is	key.	

11.	Be	your	brand’s	biggest	advocate.	

Once	you’ve	built	a	brand	that	works	for	you,	you	and	your	employees	or	partners	

are	the	best	advocates	to	market	your	brand.	

Summary:	

Develop	a	consistent	message	and	visual	identity	to	reinforce	your	mission.	Integrate	your	

brand	into	every	aspect	of	the	experience	you	provide	as	an	artist	or	entrepreneur.	

With	the	process	of	branding,	there	are	vast	opportunities	for	individualization	and	

customization.	The	brand	in	its	entirety	will	be	defined	and	built	around	core	visuals	and	
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values	of	the	artists	or	entrepreneurs	own	choosing.	In	other	words,	the	differences	in	

branding	strategy	will	be	determined	and	dictated	by	the	artist	itself	and	tailored	around	

the	music,	genre,	target	audience,	visual	aesthetics	and	personality	of	the	artist	to	

complement	each	other	and	as	such	make	a	branded	unity.	

	

It	is	in	my	opinion,	evident	that	entrepreneurs	and	artists	that	are	successful,	either	by	the	

support	of	a	major	label,	or	by	running	their	career	as	a	personal	business,	utilize	these	

marketing	and	branding	concepts	strategically.	In	effect,	they	identify	their	strengths,	their	

uniqueness,	whether	it	is	their	singing	voice,	distinct	production	sound,	their	charisma,	or	

other	strong	markers	that	set	them	apart	from	the	masses.	They	then	use	their	strengths	to	

build	their	product,	image	and	careers	around	it,	they	develop	and	grow	it,	solidifying	the	

musical	act	as	a	brand	and	its	position	in	the	industries.		

Being	acquainted	with	the	concepts	and	processes	of	marketing	should	be	a	goal	for	any	

entrepreneur	or	artist	that	seeks	to	establish	a	career	in	the	cultural	field.	
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2.4 Entrepreneurial	learning	in	Music	Education		
	

Music	education	research	is	a	thriving	field,	with	many	interesting	discourses	spanning	a	

wide	variety	of	directions;	mental	skills,	self-regulatory	practice	strategies,	behavior	

alteration	techniques	for	teachers,	artistry	&	entrepreneurial	research	(both	pertaining	

cultural	entrepreneurship	and	art	entrepreneurship	as	previously	described)	to	name	a	few.	

I	will	mainly	focus	on	research	pertaining	entrepreneurship,	and	highlight	some	of	the	issues	

still	to	be	resolved,	as	it	is	the	field	that	is	the	most	relevant	for	my	research	and	this	thesis.	

The	reason	I	have	chosen	to	involve	this	section	on	entrepreneurial	learning	within	music	

and	art	education,	is	partly	based	on	the	survey	Spill	på	flere	strenger	(Arnesen	et	al.	2014),	

and	the	need	for	curricular	improvement	to	sufficiently	prepare	students	in	the	performing	

arts	for	the	transition	from	education	to	profession.	By	looking	at	international	research	on	

the	same	topic,	I	believe	that	the	findings	can	contribute	towards	the	refinement	of	a	

targeted,	context	specific	curriculum	for	entrepreneurial	learning	in	the	performing	arts.	

Additionally,	the	development	of	said	curriculum	should	be	tailored	to	underline	the	

importance	of	these	skills,	and	the	benefits	they	will	provide	when	entering	the	cultural	and	

music	industries.	

	

One	of	the	main	contributing	factors	in	learning	is	interest.	Weber,	Marin	and	Patterson	

(2001)	identifies	three	main	aspects	that	constitute	and	impact	the	notion	of	interest.	The	

three	key	factors	are	suitably	summed	up	in	another	of	Weber’s	articles	concerning	The	

Relationship	between	student	interest	and	teacher’s	use	of	behavior	alteration	techniques:			

	

(…)	these	dimensions	are	meaningfulness,	impact,	and	competence.	Meaningfulness	

relates	to	the	perceived	value	of	a	task.	The	more	a	task	has	meaning	to	an	

individual,	the	harder	they	will	work	to	complete	that	task.	Competence	refers	to	

one's	feelings	about	their	abilities	and	existing	knowledge.	Interest	is	diminished	

when	individuals	feel	they	are	ill	prepared	to	complete	a	certain	task.	Finally,	impact	

signifies	that	the	source	plays	a	role	in	the	completion	of	a	task.	The	more	involved	

individuals	feel	they	are	in	a	task,	the	more	interested	they	feel.	(2004,	p,	249)	
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	 This	clearly	shows	that	the	student	has	to	be	interested	and	invested	in	the	task	of	

learning,	and	entrepreneurship	would	be	no	exception.	The	challenge	is	now	to	devise	

suitable	tasks	or	assignments	that	allow	the	students	to	interact	with	entrepreneurial	

strategies	and	develop	their	skillsets,	while	maintaining	their	interest	through	stimulation	of	

the	three	underlying	dimensions.	Again	as	in	the	introduction,	referring	to	the	survey	Spill	

på	flere	strenger	(Arnesen	et	al.	2014)	it	is	apparent	that	the	current	form	of	teaching	

students	entrepreneurial	skills	is	simply	inadequate.	There	is	a	clear	need	for	further	efforts	

to	strengthen	the	student’s	ability	to	successfully	transition	from	education	to	profession.	

Many	students	will	go	on	to	work	as	freelancers,	and	as	such	will	be	running	their	own	

businesses,	this	is	where	the	entrepreneurial	skills	will	come	to	fruition.	The	same	can	be	

said	for	students	in	other	fields	of	the	cultural	sphere,	where	practical	skills	related	to	

running	a	business	is	often	under	prioritized	as	the	focus	on	developing	performing	skills	is	

favored.		

	

The	Norwegian	academy	of	music	(NMH)	has	established	the	Centre	of	Excellence	in	Music	

Performance	Education	(CEMPE)	and	Centre	of	Educational	Research	in	Music	(CERM).	

These	two	centers	are	interconnected	and	conduct	research	in	the	field	of	music	education,	

on	a	wide	variety	of	topics.	I	wish	to	focus	on	some	of	their	objectives	that	relates	to	

students,	their	ability	to	establish	and	develop	working	careers.	CEMPE’s	third	objective	is	

especially	relevant	for	this	thesis:	“Prepare	the	students	for	proactive	action	in	a	diverse	and	

rapidly	changing	globalized	music	society”	(Hanken	2013,	p.	1).	This	objective	emphasizes	

the	flux	that	the	music	industries	are	experiencing,	and	acknowledges	the	importance	of	

preparing	students	for	the	transition	from	education	to	profession	through	proactive	action.	

Proactive	action	could	for	example	be	the	aforementioned	tasks	or	assignments	that	

enables	students	to	interact	with	entrepreneurial	skillsets.	Having	said	skillset	internalized	

before	graduating	is	arguably	very	proactive.	Similarly,	CERM	also	conduct	research	

pertaining	music	education	and	working	practice,	however	the	focus	seems	to	be	primarily	

on	educating	future	teachers	and	educators,	and	improving	practices	related	to	

instrumental	skills	and	pedagogic	approaches.	I	commend	the	formation	of	these	centers	

and	NMH’s	ambition	to	achieve	excellence	in	their	education	of	students.	Especially	CEMPE	

and	their	ability	to	recognize	the	importance	of	cultural	entrepreneurship	as	a	factor	for	

success	for	freelancers	and	performers.		
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Some	contextualization	as	to	how	entrepreneurship	can	be	incorporated	into	music	

education	curriculum	in	a	targeted	and	specific	manner	has	been	provided	by	several	

researchers	in	the	last	ten	years.	Beckmann	identifies	two	philosophical	stances	that	

dominate	the	curricula	of	higher	music	education.	

		

Two	broad	philosophical	stances	distinguish	very	different	perceptions,	applications,	

and	interpretations	of	entrepreneurship.	One	is	based	on	“New	Venture	Creation”;	

the	other	focuses	on	“transitioning”	students	to	professional	careers	in	the	arts.	New	

Venture	Creation	can	be	defined	as	a	traditional	view	of	entrepreneurship	most	

often	expressed	in	business	school	curricula	were	students	learn	the	basics	of	

starting	a	for-profit	business,	growing	the	venture,	then	selling	it	at	a	profit.	In	

contrast,	the	transitioning	philosophy	envisions	an	as-yet	undefined	and	broader	

view	of	entrepreneurship	that	teaches	students	new	skill	sets,	(for-profit	and	

nonprofit	acumen,	creativity	education,	and	opportunity	recognition,	for	example)	in	

the	context	of	the	arts	environment	they	will	inhabit	as	professional	artists.	

	 (Beckman	2007,	p.	91)	

	

This	distinction	is	important	to	implement	into	the	education	of	students	in	the	performing	

arts.	The	sense	of	meaningfulness	as	one	of	the	three	dimensions	of	interest	needs	to	be	

catered	by	highlighting	why	these	skills	are	important	in	the	educational	situations	and	how	

they	can	benefit	the	students	in	their	pursuit	of	viable	careers.	The	transitioning	approach	

appears	to	be	the	most	beneficial	as	it	naturally	appeals	to	music	students	and	has	a	clear	

purpose	that	directly	relates	to	their	future.	New	Venture	Creation	is	arguably	more	

relevant	for	students	or	individuals	that	lean	towards	arts	management	or	establishing	their	

own	business	in	a	more	traditional	sense	than	performers	and	artists.	Beckman	also	

highlights	the	benefits	of	relatability	that	the	transitional	approach	to	entrepreneurship	

offers.	“Programs	that	focus	on	the	intangible	and	less	explored	aspects	of	the	typical	

entrepreneurial	curriculum	(innovation	development,	entrepreneurial	behavior,	etc.),	arts	

culture,	and	the	contextual	integration	of	intellectual	skills	to	prepare	a	student	for	a	

professional	career	in	the	arts	reflect	a	broader	view	of	entrepreneurship	that	transitions	

students	into	the	arts	professions”	(Beckman	2007,	p.	91).	I	tend	to	support	his	general	
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statement,	and	would	chime	in	to	argue	that	another	issue	to	address	is	the	intangibleness	

of	the	aspects	he	identifies.	These	aspects	need	to	be	presented	to	students	in	a	concise,	

though	comprehensive	and	contextually	relevant	way,	to	fully	explain	that	these	skills	does	

not	necessarily	yield	a	solution	itself,	but	rather	provides	the	tools	and	skillset	needed	to	

discover	new	solutions	and	the	ability	to	recognize	possibilities	rather	than	limitations	

alone.	Beckman	provide	a	proposed	blueprint	model	for	practices	in	art	entrepreneurship	

education	programs	(keep	in	mind	that	in	Europe	this	would	have	to	be	somewhat	adapted	

to	fit	the	cultural	entrepreneurship	development	here),	based	on	his	observations	

throughout	his	very	interesting	study.	The	information	he	uncovered	guided	his	efforts	to	

create	the	model	that	based	on	the	factors	of	his	study	would	be	the	best	practice	for	art	

entrepreneurship	education.	Note	that	the	following	factors	would	be	directly	transferrable	

to	European	cultural	entrepreneurship	programs,	as	they	mainly	address	the	working	

backbone	and	themes	of	entrepreneurship	in	education.	His	“study	(…)	identified	three	

primary	factors	responsible	for	the	success	of	arts	entrepreneurship	programs:	reassessing	

the	nineteenth-century	romantic	aesthetic	in	arts	education,	building	supportive	and	

visionary	leadership,	and	defining	entrepreneurship	in	a	manner	that	informs	and	guides	the	

effort”	(Beckman	2007,	p.	102).	Beckman	deliberates	the	need	to	reassess	the	conservative	

nineteenth-century	romantic	aesthetic	in	the	arts	education,	indicating	that	in	his	research	

at	least,	there	is	a	superfluous	emphasis	on	the	traditional	aesthetics,	and	that	there	is	a	

need	to	incorporate	a	wider	aesthetic	perspective.	In	my	experience	this	is	not	a	big	

problem	in	the	Norwegian	music	education	institutions.	The	second	factor	is	visionary	and	

supporting	leadership,	in	the	article	he	states	that	in	many	institutions	staff	is	reluctant	to	

embrace	the	entrepreneurial	education	as	a	part	of	performing	arts	curricula.	He	identifies	

that	staff	and	leadership	needs	to	be	supportive	and	visionary,	they	need	to	take	charge	of	

the	development	and	context	orientation	of	entrepreneurial	learning	in	the	institutions.	The	

third	and	final	factor	is	defining	entrepreneurship	in	a	manner	that	informs	and	guides	the	

effort.	The	point	being	that	entrepreneurship	is	often	defined	through	business	specific	

perspectives,	and	as	such	don’t	necessarily	seem	relevant	for	students	in	its	current	

definition.		

	

A	doctoral	thesis	published	in	England	positions	music	students	as	entrepreneurs	by	linking	

entrepreneurship	in	a	music	specific	context.	The	thesis	identifies	several	ways	to	
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incorporate	contextual	aspects	of	musicianship	to	the	existing	entrepreneurial	curricula.	In	

short,	Weatherston’s	thesis	“outlines	a	new	conceptual	model	‘the	music	student	as	

entrepreneur’	arguing	that	a	pedagogical	approach	which	draws	directly	upon	theories	of	

entrepreneurship	and	entrepreneurial	learning,	rather	than	generic	theories	of	student	

employability	and	career	development,	offers	a	more	appropriate	working	framework	in	

seeking	to	facilitate	professional	development	for	university	music	students.	In	doing	so,	the	

thesis	also	repositions	some	key	theories	of	entrepreneurship	by	drawing	them	into	a	new	

interdisciplinary	location	(Weatherston	2013,	p.	2).	This	interdisciplinary	location	merges	

the	entrepreneurial	theories	with	the	context	of	music	industries,	and	highlights	how	

entrepreneurial	skills	can	come	to	fruition	through	attitudes	and	behaviors	suitable	for	a	

cultural	entrepreneur.	The	following	figure	is	a	visible	representation	of	entrepreneurial	

skills,	attitudes	and	behaviors	that	helps	to	exemplify	generic	approaches	that	in	turn	can	be	

adapted	into	a	cultural	entrepreneurial	context.	These	traits	can	in	turn	act	as	a	guide	when	

developing	tasks	and	exercises	meant	to	train	students	in	music	education	in	

entrepreneurial	thinking.	

	
(Figure	from	Weatherston	2013,	p.	49)	

	

The	research	on	entrepreneurship	for	cultural	(and	art)	entrepreneurship	is	certainly	on	the	

right	path.	Many	of	the	informing	factors	needed	for	establishing	research	backed	pilot	

subjects	has	been	identified,	although,	they	have	yet	to	be	thoroughly	tested	and	
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implemented	in	the	education	of	musicians	and	performers.	As	far	as	I	can	tell	from	the	

research	I’ve	studied,	the	pedagogic	approach	and	how	students	best	can	acquire	

entrepreneurial	skills	needs	to	be	addressed	and	researched	further.		

I	will	leave	it	to	Jason	White	to	conclude	this	section	of	entrepreneurial	learning	in	music	

education.	

	

Despite	(…)	significant	educational	developments	in	the	academic	field	of	arts	

entrepreneurship,	it	is	important	to	recognize	the	lack	of	published	peer	reviewed	

research	for	guiding	and	informing	arts	entrepreneurship	education	and	practice.	While	

specialized	research	journals	have	emerged	(i.e	Artivate:	A	Journal	of	Entrepreneurship	

in	the	Arts,	Journal	of	Arts	Entrepreneurship	Research,	and	Journal	of	Arts	

Entrepreneurship	Education)	a	body	of	empirical	research	is	needed	in	order	to	both	

legitimize	and	advance	the	arts	entrepreneurship	research	field.	(White	2017,	p.	23)	

	

	

2.5 Summary	
 

In	effect,	popular	music	studies	contain	a	lot	of	interconnected	fields,	only	some	of	which	I	

have	promulgated	here.	I	have	addressed	some	of	the	branches	of	research	that	impact	

cultural	entrepreneurs,	their	ability	to	contextualize	and	position	themselves	within	several	

thriving	music	industries	that	are	rapidly	changing.	These	changes	include	globalization,	new	

technology,	changing	revenue	streams,	evolving	subcultures	and	changes	in	terminology	to	

name	a	few.	Communicating	to	potential	fans,	and	positioning	within	the	music	industries	

demand	a	great	deal	of	insight	to	these	changes,	and	entrepreneurial	skills	are	needed	to	

identify	the	possibilities	that	surfaces	in	the	wake	of	them.	One	thing	is	to	identify	these	

opportunities,	another	is	to	actually	find	a	suitable	way	to	engage	with	them	and	make	a	

business	of	it.	Marketing	theory	as	described	in	2.3	may	not	only	serve	as	a	tool	to	identify	

and	act	on	the	possibilities	linked	to	an	opportunity	when	it	arises,	but	also	a	way	of	building	

the	artist	or	entrepreneur	from	its	core	values.	
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3 The	entrepreneur	
This	chapter	looks	at	the	term	entrepreneur.	In	subsection	3.1	the	term	and	related	

characteristics	are	briefly	explored	in	a	broad	sense,	before	going	more	in	depth	on	the	

term	in	the	context	of	the	music	industries	in	3.2.	In	the	context	of	music	industries	there	

are	to	disparate	branches	of	entrepreneurship.	Cultural	and	arts	entrepreneurship,	these	

are	disparate	branches	of	research	on	the	same	topic.	Several	aspects	are	transferrable	

from	one	to	the	other,	while	other	aspects	are	not.	I	address	the	differences	between	the	

two	branches	in	3.2.	

I	look	at	the	artist	as	an	entrepreneur	during	3.2,	to	highlight	the	aspects	of	an	artist’s	work	

that	can	be	related	to	entrepreneurial	characteristics.	

	

3.1 Theoretical grounds for the entrepreneurial term 
The	word	entrepreneur	hails	from	the	French	term	enterprende	which	translates	into	“to	

undertake”	(Scott	2012).	Entrepreneurship	has	been	assessed	in	academic	discourse	for	

over	200	years,	and	still	hasn’t	reached	a	satisfying	definition	that	encompasses	all	aspects	

of	the	phenomenon	(Weatherston	2013,	O’Hara	2014).	A	potential	reason	for	this	is	the	

interdisciplinary	nature	of	the	term,	as	it	is	applicable	in	a	wide	range	of	fields	of	study	and	

businesses.	Another	difficulty	is	the	need	for	a	definition	suitable	both	for	the	act	of	

entrepreneurship,	and	entrepreneurial	identity	(Scott	2012).	The	key	theoretical	

components	have	been	derived	from	fields	like	psychology,	economics	and	sociology.	Since	

the	1980’s	entrepreneurship	has	been	introduced	to	several	other	fields	and	lead	to	further	

difficulties	as	to	an	explanatory	definition	suitable	for	interdisciplinary	use	(Jennings	et	al.	

2013).		

	

One	of	the	overarching	themes	of	entrepreneurial	theory	is	related	to	the	ability	to	see	

opportunities	for	innovation	and	untapped	potential.	Risk	has	also	been	a	central	theme	

and	the	German	economist	Mangold	provided	a	useful	distinction	between	the	“innovative	

entrepreneur”	and	the	“opportunistic	entrepreneur”	as	early	as	the	1800’s	(Weatherston	

2013).	These	terms	inherently	refer	to	the	level	of	risk	each	group	takes.	The	innovative	

entrepreneur	representing	the	higher	risk	due	to	the	uncertainty	linked	to	an	untested	
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product	or	practice,	while	an	opportunistic	entrepreneur	has	identified	a	specific	potential	

and	moves	to	utilize	it.	The	element	of	risk	is	largely	present	in	both	groups,	which	reflects	

the	potential	hazards	of	engaging	with	unproven	methods	of	business	and	innovation.		

Another	aspect	of	entrepreneurship	is	the	ultimate	goal	of	achieving	profit	(Scott	2012),	not	

necessarily	for	profits	sake,	but	as	a	standard	means	of	measuring	success.	In	extension	of	

that	economic	perspective,	an	entrepreneur	may	be	regarded	as	a	business	agent	as	well	

(BusinessDictionary.com	2017a).	In	that	way,	an	entrepreneur	can	be	viewed	as	someone	

who	takes	initiative	to	seek	benefits	from	an	opportunity	to	create	or	compile	a	product	or	

service.	In	doing	so	the	entrepreneur	tackles	the	risk	of	failure	related	to	delving	into	the	

uncharted	territories	of	untested	products	or	business	structures.	All	the	while	directly,	or	

indirectly	seeking	to	achieve	financial	gain.		

	

3.2 The entrepreneurial term in music industries context  
	

On	the	subject	of	transferability	of	the	term	entrepreneur	into	the	cultural	and	musical	field	

Scott	states	that:	“Many	activities	undertaken	by	music	producers	could	be	interpreted	as	

through	these	frames.	For	example,	the	development	of	musical	micro-enterprises	(bands,	

solo	careers,	record	labels)	and	products	(songs)	involves	a	range	of	risks,	investments,	

contracts	and	the	co-ordination	of	social	networks.”	(Scott	2012,	p.	241)	

	

This	means	that	a	cultural	entrepreneur	can	be	a	person	that	makes	musical	products	of	

different	sorts.	It	is	worth	noting	that	in	a	popular	music	context	a	music	producer	would	be	

associated	with	a	musical	leader	and/or	a	production	engineer.	In	this	context	music	

producers	refers	to	groups	or	individuals	that	produce	musical	products,	and	not	exclusively	

the	aforementioned	group	of	musical	leaders	and	production	engineers.	Historically	there	

has	been	a	long	tradition	of	entrepreneurship	within	the	musical	sphere.	Through	said	

history	the	definition	and	application	of	the	term	has	varied	and	evolved.	Entrepreneurship	

needs	to	be	seen	in	relation	to	the	current	community	and	social	contexts	of	any	given	time.	

Additionally,	it	is	important	to	be	aware	that	referring	to	cultural	entrepreneurship	and	art	

entrepreneurship	are	two	different,	but	parallel	branches	of	entrepreneurial	research.	One	

of	whom	hails	from	the	US	(Art	Entrepreneurship)	and	the	other	mainly	from	Europe	and	
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Australia	(Cultural	Entrepreneurship).	These	two	fields	are	intimately	linked,	but	has	

differing	focal	points,	partly	due	to	pretenses	that	vary	culturally	between	the	communities	

of	origin.	Linda	Essig	has	looked	closer	at	the	similarities	and	differences	of	the	two.		

	

Broadly	speaking,	cultural	entrepreneurship,	as	it	has	developed	in	European	and	

Australian	higher	education,	differs	from	arts	entrepreneurship	in	the	US.	This	is	

especially	marked	around	the	distinction	between	organizational	leadership	(as	in	

Europe)	and	individual	artists	behaving	entrepreneurially	(as	in	the	US).	One	

manifestation	of	that	difference	is	the	locus	of	administration	of	curricular	offerings	

in	arts	entrepreneurship	and	cultural	entrepreneurship.	There	is	a	strong	tendency	

for	arts	entrepreneurship	curriculum	in	the	US	to	be	offered	through	arts	or	liberal	

arts	units,	rather	than	through	management	or	business	programs	as	more	

commonly	occurs	in	Europe.	(Essig	2017,	p.	133)	

	

According	to	Essig,	the	art	entrepreneurship	emphasizes	more	on	the	entrepreneurial	

behavior	of	individual	artists,	while	cultural	entrepreneurship	is	heavily	linked	to	

management	and	business	programs	in	Europe.	There	is	research	and	development	taking	

place	to	tailor	entrepreneurial	learning	towards	performers	as	well,	as	Weatherston	has	

done	in	her	doctoral	thesis	The	Music	Student	as	Entrepreneur.	The	research	is	certainly	

heading	in	the	right	direction,	although	there	are	many	things	that	remain	unexplored,	

some	of	which	have	detailed	in	2.4.	

	

Turning	the	lens	of	entrepreneurship	on	music	history	texts,	the	presence	of	the	musician	as	

entrepreneur	can	be	detected:	social	historians	consider	communities	of	musicians	and	

matter	of	business	and	economics;	biographers	discuss	the	musical	personality	and	19th	

century	concepts	of	the	creative	genius.	Both	approaches	use	in-depth	knowledge	of	

individual	musicians	and	communities	within	a	specific	historical	context	as	a	way	of	

illuminating	the	wider	music	world	under	discussion.	(Weatherston	2013,	p.	32)	

	

These	historical	insights	provide	useful	snapshots	of	how	the	term	has	been	utilized	at	

different	points	in	history.	Being	able	to	access	these	snapshots	allow	us	to	analyze	and	

understand	the	development	of	cultural	entrepreneurship	in	a	historical	context.	In	a	more	
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modern	point	of	view,	it	would	be	useful	to	have	some	key	characteristics	that	illustrates	a	

cultural	entrepreneur	and	what	she/he	has	to	be	able	to	deal	with	in	a	variety	of	situations.	

Weatherston	(2013,	p.	40)	ultimately	poises	some	key	characteristics	applicable	for	music	

students	as	entrepreneurs:	‘opportunistic,	innovative,	creative,	imaginative,	ideas	people,	

pro-active	and	agents	of	change’.	These	characteristics	will	continue	to	be	key	for	the	

success	of	a	music	or	cultural	entrepreneur	regardless	of	the	student	status.	It	is	important	

to	note	that	being	creative	in	the	literary,	artistic	or	dramatic	sense	does	not	mean	that	one	

is	automatically	an	entrepreneur,	as	an	entrepreneur	doesn’t	innovate	by	creating	ideas,	

but	by	recognizing	their	value	and	exploiting	them	(Martin	1982,	as	referenced	by	

Weatherston	2013).	Scott	also	mentions	that	cultural	entrepreneurship	has	little	to	no	

economic	success,	at	least	at	the	start	of	most	careers.	He	goes	on	to	further	define	that	

cultural	entrepreneurs	are	independent	and	emerging	artists	who	engage	in	cultural	

production	for	the	sake	of	increasing	their	potential	of	exposure	and	increasing	their	social	

networks.	The	art	that	they	produce	helps	to	increase	their	exposure	through	providing	a	

product	that	invokes	interest	and	thus	increases	their	cultural	capital.	The	goal	of	cultural	

entrepreneurs	is	to	create	an	economic	return	from	a	lack	of	finances,	through	converting	

their	cultural	capital	into	finance	(Scott	2012).	

	

Artists	as	Entrepreneurs	

Artist	as	a	term	is	used	in	a	variety	of	ways	and	within	several	fields.	One	of	the	main	

themes	is	that	the	person	being	labeled	an	artist	produces	works	that	are	subject	to	

aesthetic	criteria.	Other	nuances	of	the	artist	term	comes	from	the	closely	related	artiste	or	

artisan,	where	artiste	normally	refers	to	a	skilled	public	performer	and	artisan	is	involved	

with	a	craft	or	applied	art	(Dictionary.com	2017).	Artists	generally	define	success	by	their	

ability	to	communicate	some	internal	message	to	an	external	audience	through	

manipulation	of	certain	elements	(Reeder	2007,	15).	These	elements	can	be	visual,	sonic,	

poetic	or	a	combination	of	these	and	other	ways	of	communication	through	artistic	

expression.	For	the	intents	and	purposes	of	this	thesis	when	referring	to	artists	it	will	be	

recording	or	performing	music	artists	specifically,	although	some	of	the	entrepreneurial	

aspects	may	be	transferrable	to	other	cultural	fields	as	well.	
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“Artists	now	have	greater	access	to	a	wide	variety	of	tools	that	allow	them	to	produce,	

distribute	and	market	their	own	music	and	to	circumvent	the	traditional	paths	of	circulation	

for	the	music	product”	(Morris	2014,	275).	These	new	tools	allow	artists	to	utilize	

entrepreneurial	thoughts	and	concepts	for	discovering	and	developing	new	opportunities	

for	innovation	and	business.	Independent	artists	have	been	forced	to	take	charge	of	the	

administration	and	organization	of	their	own	careers	for	a	long	time.	In	these	modern	and	

digital	age,	the	challenge	of	cutting	through	the	jungle	of	actors	and	reaching	the	audience	

in	a	genuine	and	appealing	fashion	is	becoming	ever	tougher	(Carah	2011).	If	artists	can	

implement	entrepreneurial	ways	of	thinking	into	their	strategies,	many	new	ways	of	

exposure	surfaces.	Tschmuck	(2006)	credits	these	new	means	of	marketing	to	the	

phenomenon	of	mediamorphosis,	indicating	that	there	is	a	transformation	or	restructuring	

in	the	way	cultural	communication	takes	place.	The	new	media	era,	or	web	2.0,	are	terms	

that	are	being	used	to	describe	the	result	of	this	mediamorphosis.	The	web	2.0	is	closely	

related	to	the	interconnectedness	of	the	internet	after	the	coming	of	a	large	number	of	

social	media	(Constantinides	and	Fountain	2008).	An	artist	can	seek	out	opportunities	that	

arise	with	the	coming	of	new	media	and	in	that	way,	portray	entrepreneurial	tendencies	

(Morris	2014).		Artists	need	to	reach	an	educated	decision	about	how	they	want	to	proceed	

to	differentiate	themselves	from	their	competitors	and	convey	their	vision	in	a	successful	

manner.	This	is	previously	explored	in	section	2.3.	

	

The	technological	development	and	availability	digital	innovations	has	provided	leads	to	

new	opportunities	of	executing	entrepreneurial	ways	of	thinking.	The	burden	then	falls	to	

the	artist	because	many	of	the	responsibilities	that	labels	and	managements	previously	had,	

is	being	transferred	to	the	artists.	Because	of	the	availability	of	these	tools,	many	artists	are	

already	utilizing	them	and	a	cult	of	“professional	amateurs”	emerges,	all	seeking	to	build	

and	establish	a	professional	music	career	(Carah	2011,	428).	It	is	important	to	note	that	not	

all	artists	are	being	weighed	down	by	the	increase	of	responsibilities,	some	thrive	while	

doing	so.	Also,	in	other	cases	when	an	artist	is	already	signed,	labels	and	or	management	

are	still	available	to	perform	the	tasks	in	question.	

	

Labels	and	managements	can	have	their	pick	in	a	vast	sea	of	potential	artists.	To	get	on	the	

established	agent’s	radar	the	career	of	the	artist	will	have	to	be	developed	to	a	certain	
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point,	especially	when	concerning	major	labels.	The	artist	will	often	have	to	be	solely	

responsible	for	their	own	development	up	to	that	point.	Historically,	development	deals	of	a	

defined	period	of	time	has	been	made	between	labels	and	talent.	In	that	way,	they	could	

experiment	to	see	if	they	would	be	able	to	develop	something	together.	In	these	traditional	

deals	the	artist	would	sometimes	only	be	the	performer,	while	the	label	provided	songs	

(A&R),	musicians,	recording	facilities,	engineers,	distribution	and	marketing.	Morris	too,	

concludes	that	the	technological	evolution	and	the	coming	of	the	interconnected	web	2.0	

results	in	artists	taking	on	a	greater	workload,	expressing	himself	in	canon	with	Carah:	“The	

flipside	to	this	integration	of	new	and	social	media	into	the	production	process	is	a	greater	

burden	on	artists	to	take	control	of	aspect	of	their	career	that	they	previously	delegated	to	

labels,	managers	or	other	ancillary	staff”	(Morris	2014,	275).	Another	potential	reason	as	to	

why	artists	are	expanding	their	responsibilities	is	linked	to	the	struggle	of	gaining	sufficient	

amounts	of	exposure	and	income.	In	the	current	music	consumption	paradigm,	streaming	

has	the	fastest	increasing	market	shares.	There	has	been	a	lot	of	controversy	concerning	

streaming	and	particularly	artist	royalties	(payouts).	Many	artists	are	questioning	the	low	

payout	for	the	use	of	their	music,	even	when	it	is	consumed	on	a	large	scale	(Marshall	2015,	

Morris	2015,	179),	one	of	the	issues	being	the	distribution	model.	The	discussion	of	

streaming	royalties	mainly	revolves	around	the	user-centric	model	and	the	pro-rata	model,	

where	the	same	money	is	distributed	in	different	ways.	As	streaming	is	now	the	main	source	

of	music	consumption,	especially	in	Scandinavia	(85%	of	recorded	music	revenue	in	Norway	

2017,		IFPI	2018),	upstart	artists	are	not	being	paid	enough	through	streaming	and	sales	of	

merchandize	and	CDs	to	maintain	their	careers.	If	an	artist	can’t	maintain	a	career	

financially,	alternative	ways	of	surviving	in	the	business	has	to	be	sought	out	(Leenders	et	al.	

2015).	Potential	ways	can	be	getting	a	part-time	job	in	addition	to	artistic	duties	

(Weatherston	2013),	engaging	in	other	creative	work,	either	within	the	music	industry	or	

outside	it,	like	teaching	(Reeder	2007).	Lastly,	an	artist	can	cut	costs.	Paying	ancillary	staff	

can	be	a	costly	endeavor,	especially	when	managers	and	agents	tend	to	take	a	fixed	

percentage	of	the	total	income	(Morris	2014).	This	may	be	some	of	the	reasons	why	artists	

are	seeking	to	fill	more	of	the	traditional	roles	related	to	running	an	artist’s	career	

successfully.		

	



	 41	

Artists	taking	on	these	responsibilities	further	the	notion	that	artists	now	are	acting	

incrementally	more	as	entrepreneurs	in	addition	to	performers	and	creative	outputs.	It’s	

important	to	note	that	artists	as	entrepreneurs	is	not	an	entirely	new	thing,	it	is	however	

becoming	almost	a	prerequisite	for	emerging	artist’s	success	in	establishing	a	viable	

economic	living.	For	example,	at	the	beginning	of	her	career	Madonna	experimented	with	

different	types	of	mediums.	Such	as,	in	addition	to	her	music,	she	made	controversial	music	

videos,	through	which	she	portrayed	many	facets	of	her	public	persona.	This	resulted	in	an	

unparalleled	amount	of	attention	coming	her	way,	which	enabled	her	to	capitalize	on	the	

exposure	and	in	turn	“Madonna	has	become	one	of	the	most	powerful	artists	and	cultural	

entrepreneurs	now	working.”	(McClary)	

	

David	Baskerville	identifies	four	factors	that	contribute	to	the	success	of	people	in	the	music	

industries	(Baskerville	1990,	p.	22):	

	

1-	They	are	strongly	motivated;	they	really	want	to	win.		

2-	They	are	talented	—	and	they	surround	themselves	with	talented	associates.		

3-	They	persevere;	they	hang	in	there	until	they	win.		

4-	They	get	the	important	information.		

	

The	concise	points	encompass	several	different	aspects	of	entrepreneurial	characteristics,	

and	corresponds	closely	with	the	behaviors,	attitudes	and	skills	portrayed	in	the	figure	by	

Weatherston	in	section	2.4.	

	

	

3.3 Summary	
The	entrepreneurial	term,	and	the	characteristics	belonging	to	the	actions	of	active	

entrepreneurship	have	been	explored.	In	addition	to	presenting	how	the	generic	

entrepreneurial	theory	fits	in	to	a	music	industries	context,	and	even	more	specifically	

examining	the	possibility	of	regarding	artists	as	entrepreneurs.	There	seems	to	be	many	

reasons	to	consider	artists	and	musicians	as	entrepreneurs,	especially	if	utilizing	the	

transitioning	stance	of	entrepreneurship	described	by	Beckman	(2007)	as	described	in	2.4.	
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4 Research	methodology	
	

In	this	chapter,	I	will	deliberate	the	use	of	methodology	pertaining	the	research	conducted	

during	the	thesis.	Information	on	the	real	world	is	referred	to	as	empirical	data	in	scientific	

studies	(Jacobsen	2015,	p.13,	personal	translation).	Scientific	method	is	a	specific	way	of	

asking	questions	and	collecting	empirical	data.	Collecting	information,	while	maintaining	a	

focus	on	acquiring	valid	and	reliable	data,	demands	that	certain	precautions	and	systematic	

approaches	are	considered	and	implemented	into	the	research.	The	underlying	intention	of	

empirical	data	is	sorted	into	three	main	categories;	describing,	explanatory	and	predicting.	

In	other	words,	the	data	collected	will	be	utilized	towards	an	end	that	can	be	identified	

within	one	of	these	three	categories.	In	this	study,	I	will	emphasize	the	first	category	of	

describing,	in	order	to	depict	what	transpires	and	which	considerations	are	taken	into	

account	when	partnerships	are	born	and	cooperation	is	initiated.	With	that	in	mind,	the	

research	will	contribute	towards	creating	hypotheses	regarding	musical	entrepreneurship,	

and	seek	to	identify	which	entrepreneurial	characteristics	and	traits	are	highlighted	as	

attractive	within	the	established	music	businesses.	These	hypotheses	can	in	turn	spur	

further	research	in	the	field	of	musical	entrepreneurship,	as	well	as	music	education	

research	on	the	topic	of	entrepreneurship.	

	

I	have	chosen	the	research	interview	as	my	main	method,	as	it	provides	in-depth	access	to	

personal	experiences,	reflections	and	observations.	The	access	to	this	information	directly	

from	the	individuals	that	ultimately	makes	the	decisions	concerning	whom	to	offer	

contracts	and	why	is	important	in	the	process	of	identifying	what	they	seek	in	their	potential	

signings.	Throughout	the	chapter	I	will	explain	the	methodological	choices	in	regards	to	

terms	used,	preparations,	respondent	criteria	and	transcript	method,	in	addition	to	

showcase	some	of	the	relevant	ongoing	academic	discourse	surrounding	methodology.	
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4.1 Method		
 

The	methodological	collection	of	data	has	been	conducted	through	research	interviews	with	

agents	within	the	popular	music	industries.	One	of	the	main	reasons	for	interviews	as	the	

main	method	for	collecting	data,	is	the	ability	to	go	in	depth	on	some	of	the	intricate	

considerations	and	complex	reflections	that	arise	when	choosing	business	partners.	The	

main	ideal	was	to	include	a	variety	of	agents	from	different	branches	of	the	industries	in	

order	to	look	for	general	themes	or	considerations	that	correlate	or	collide,	both	within	the	

data	collected	through	interviews,	and	the	established	literature.	The	goal	of	the	research	

interview	is,	according	to	Kvale	&	Brinkmann	to	“understand	the	world	from	the	

interviewees	perspective.”	(2010,	p.	21,	personal	translation)	In	other	words,	the	objective	

is	to	understand	the	reasoning	leading	to	certain	decisions	in	light	of	that	respondent’s	

lifeworld,	including	their	position	in	the	industry	and	the	organizations	they	represent	

(when	applicable).	The	respondents	all	have	different	lifeworld’s,	and	as	a	result	have	

different	processes,	responses,	and	emphasize	varying	skills	or	traits	in	their	interviews.		

In	order	to	achieve	the	best	possible	understanding	of	the	individual	lifeworld	of	the	

informants,	a	qualitative	approach	appeared	to	be	the	most	beneficial.	Qualitative	methods	

are	generally	associated	with	openness,	closeness	to	the	topic,	and	relevance,	due	to	the	

nature	of	the	data	collection.	While	conducting	qualitative	research,	the	researcher	meets	

the	research	subject	(respondent	in	this	case)	on	their	terms,	as	opposed	to	the	

researcher’s,	partly	as	a	result	of	the	interview	being	a	conversation	rather	than	interview	in	

the	traditional	mass	media	sense.	On	a	side	note	I	chose	to	utilize	the	term	respondent	over	

other	terms	like	informant,	interviewee,	participant	or	even	subject.	Jacobsen	states	that	“	

individuals	with	direct	knowledge	to	a	phenomenon,	for	example	by	having	witnessed	an	

event,	being	a	recipient	of	a	service	or	by	being	a	member	of	a	specific	group”	qualifies	for	

the	term	respondent	(Jacobsen	2015,	p.	178,	personal	translation).	In	this	study,	I	try	to	

uncover	some	of	the	reasoning	behind	decision	making	within	a	group	of	individuals	from	

the	music	industries,	and	as	such	they	are	part	of	a	specific	group,	and	qualify	for	the	use	of	

respondent.	
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By	using	the	individuals	and	their	lifeworld	as	a	backdrop	during	analysis	yields	the	

opportunity	to	investigate	larger	overarching	themes	that	interconnect	across	positions	and	

branches	of	the	industries.	One	of	the	main	goals	was	an	attempt	to	portray	cases	of	

intersubjective	views,	where	different	respondents,	independently	of	each	other	makes	

very	similar	statements,	indicating	that	there	is	a	correlating	sense	of	truth.	When	

attempting	to	understand	an	individual’s	lifeworld,	words	provide	substance	and	insight	to	a	

larger	extent	than	numbers,	further	strengthening	qualitative	approach	as	a	suitable	

alternative.	Due	to	the	limited	extent	of	this	thesis,	a	number	of	methods	for	gathering	

empirical	data	had	to	be	discarded.	I	considered	including	a	quantitative	method	to	

supplement	the	thesis’s	qualitative	main	focus.	I	considered	a	quantitative	survey	pertaining	

the	interest	for	in	depth,	performing	arts-specific	take	of	the	entrepreneurial	term.	

Including	how	the	respondents	would	prefer	to	be	acquainted	with	this	type	of	knowledge,	

to	maximize	their	learning	interest	in	the	field.	The	thought	behind	this	secondary	method	

was	to	provide	a	concise	and	clear	picture	of	how	performers	themselves	would	prefer	to	

learn	and	attain	knowledge	about	entrepreneurial	skills.	The	responses	to	the	survey	could	

then	have	provided	insights	to	how	entrepreneurial	curricula	could	be	improved	in	the	

music	education	institutions.	However,	after	receiving	counselling	from	my	supervisor,	I	

concluded	that	analyzing	such	a	substantial	amount	of	data,	both	in	the	qualitative	and	

quantitative	field	would	simply	prove	to	corrupt	the	thesis	as	a	whole	due	to	the	time	and	

effort	required.	The	insights	provided	by	the	interviews	can	still	contribute	towards	the	

development	of	entrepreneurial	learning	in	music	education	institutions,	as	well	as	inform	

and	guide	performers	towards	a	more	comprehensive	entrepreneurial	practice	in	their	own	

career.	 	
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Roles	

During	a	study,	all	researchers	strive	to	be	as	neutral	as	possible.	Both	in	the	sense	that	the	

subject	will	behave	differently	when	aware	that	they	are	being	studied,	and	thus	causing	a	

liability	to	the	research	even	before	it	has	properly	commenced.	For	any	research	that	are	

being	conducted	in	an	open	fashion,	this	effect	can	never	be	completely	avoided	or	

eliminated.	A	research	interview	is	an	open	way	of	collecting	data	as	the	informant	is	aware	

of	the	research	taking	place,	and	can	in	turn	modify	his	or	her	natural	response,	consciously	

or	subconsciously.	With	this	in	mind,	I	concluded	that	I	would	not	interview	personal	

acquaintances	during	the	research.	The	decision	was	made	in	order	to	circumvent	the	

imprint	that	preexisting	relation	could	impose	on	the	interviewee	and	the	interview	as	a	

whole.	To	keep	the	data	valid	and	consistent	throughout	the	data	collection,	I	judged	it	

expedient	to	have	a	neutral	relationship	with	all	respondents.	

	

In	research	interviews,	the	interviewer	must	be	mindful	of	the	impact	he	or	she	might	inflict	

on	the	course	of	the	conversation.	Questions	should	not	be	leading,	nor	too	open,	and	be	

free	of	any	bias	assumptions	on	the	researchers	end.	Developing	a	suitable	approach	in	

which	to	guide	the	conversation	towards	relevant	points	of	interest	without	coming	across	

as	forceful	is	a	strategy	I’ve	utilized.	Kvale	&	Brinkmann	describes	the	interviewers	traits	as	

”knowledgeable,	structured,	clear,	friendly,	open,	guiding,	critical,	remembering	and	

interpreting.”	(2010,	p.	177,	personal	translation)	For	the	interviewer	to	be	clear	and	critical	

it	is	important	to	phrase	questions	as	plainly	and	openly	as	possible,	providing	an	

opportunity	for	the	interviewee	to	respond	in	their	own	way,	with	personal	observations	

and	nuances	that	can	be	lost	with	rigid	phrasing	of	questions.	I	experienced	that	the	

respondents	in	my	study	found	the	topics	in	question	interesting,	and	they	were	

appreciative	of	the	fact	that	the	study	was	being	done.	The	perfect	interviewees	are	

described	by	Kvale	&	Brinkmann	as	“cooperative	and	motivated,	they	are	eloquent	and	

knowledgeable.	They	are	honest	and	consistent,	they	reply	with	brevity	and	precision	to	the	

researcher’s	questions,	they	provide	coherent	portrayals	and	does	not	contradict	

themselves	frequently.”	(2010,	p.	175,	personal	translation)	These	descriptions	may	serve	as	

a	guide	or	template	as	to	which	qualities	both	the	interviewer	and	the	interviewee	should	

be	in	possession	of.	In	real	life,	finding	respondents	that	have	all	these	qualities	may	prove	
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challenging.	Understanding	each	informant’s	individuality	and	bias	is	needed	and	in	most	

cases	healthy,	as	it	is	the	interviewees	subjectively	acquired	knowledge,	reflections	and	

perspective	that	is	the	source	of	information	the	interviewer	is	interested	in.	The	

respondents	in	my	study	actually	ticked	off	most	of	these	traits.	The	topics	were	closely	

related	to	their	field	of	work,	and	as	such	they	had	a	lot	of	contextual	knowledge,	of	which	

they	were	eager	to	share.	The	title	of	Jette	Fog’s	(1998)	book	on	qualitative	research	

interviews	With	the	Conversation	as	a	Starting	Point,	highlights	the	fact	that	the	interview	

should	in	fact	be	a	conversation,	where	the	interviewee	feels	relaxed	and	can	answer	in	a	

natural	manner.	I	pointed	out	this	fact	at	the	start	of	each	interview.	

Stages	

The	first	stage	of	research	is	establishing	what	to	study.	What	are	we	interested	in,	and	to	

what	degree	can	this	type	of	information	be	concretized.		

	

This	lead	me	to	the	decision	of	conducting	describing	research,	trying	to	find	some	of	the	

factors	that	impact	artists	attempting	to	establish	themselves	within	the	industries.	In	order	

to	get	information	that	were	relevant,	in	depth	and	current	I	decided	to	go	for	the	research	

interview.	A	semi	structured	interview	seemed	the	best	for	my	purposes,	as	I	mainly	wanted	

to	get	the	information	I	sought	through	general	conversation	on	topics	closely	related	to	the	

thesis	theme,	in	addition	to	leave	the	respondents	to	choose	their	own	words	and	approach	

to	the	topics.	The	interview	guide	is	presented	thoroughly	in	section	5.1.	In	brief,	I	designed	

talking	points	that	aligned	with	the	information	I	sought	to	uncover.	The	approach	to	each	

topic	was	broad,	in	order	to	enable	the	respondents	to	settle	in	to	the	topic	in	a	manner	

that	was	natural	for	them.	The	interviews	were	recorded	on	a	digital	handheld	recorder.	I	

conducted	the	interviews	in	the	smallest	time	frame	I	could,	as	I	wanted	the	interviews	to	

be	as	similar	as	possible,	without	conducting	analyses	between	respondents.	The	availability	

of	the	respondents	made	this	a	bit	more	difficult	than	I	had	anticipated,	as	they	are	busy	

individuals	working	in	the	industries.	I	ended	up	transcribing	the	recorded	interviews	in	

between	conducting	them.	I	refrained	from	analyzing	due	to	previously	mentioned	

reasoning.	I	made	notes	pertaining	who	I	interviewed,	where	it	took	place,	the	duration,	and	

other	information	that	seemed	relevant	at	the	time,	as	how	the	interviewee	behaved,	if	

they	seemed	distracted	or	restless	etc.	I	also	wrote	down	my	general	impression	of	the	
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interview,	if	I	had	made	any	mistakes	or	felt	I	hadn’t	gotten	the	kind	of	information	I	wanted	

or	expected.	Mostly,	the	mistakes	were	minor,	and	had	to	do	with	attempts	to	make	

transitions	between	topics	smooth	and	seamless,	resulting	in	a	few	not-so-eloquent	

sentences.	I	utilized	a	software	called	ExpressScribe	during	the	transcription,	that	allowed	

me	to	lower	the	playback	speed,	which	in	turn	enabled	me	to	transcribe	more	fluent	and	

efficiently,	as	there	was	no	need	to	press	pause	every	five	seconds	while	finishing	typing	up	

the	previous	passage.	The	playback	speed	that	worked	best	with	my	typing	was	just	above	

fifty	percent	of	the	normal	speed,	and	as	a	result	the	interviews	took	approximately	twice	as	

long	to	transcribe	as	they	did	to	conduct.		

	

When	the	analyzing	begun,	I	read	through	the	transcribed	interviews	several	times,	

removed	incoherent	words	and	sentences,	and	started	the	process	of	categorizing	the	

information.	I	highlighted	passages	that	jumped	out	at	me	as	I	went	through	the	material,	

made	notes	and	established	categories.	The	talking	points	and	topics	from	the	interview	

guide	acted	as	the	starting	point	for	the	categories,	before	the	data	from	each	was	sorted	

into	sub	categories.	This	process	was	very	interesting,	though	time	consuming,	as	I	started	

to	get	a	better	perspective	of	the	data	collection	as	a	whole,	and	started	to	notice	some	

patterns	and	trends	in	the	material.		

	

Research	considerations	

Preparing	a	research	design	prompts	several	processes	in	order	to	identify	and	assess	the	

best	way	to	answer,	or	examine	the	research	question	and	its	connected	field.	One	of	the	

key	issues	in	qualitative	research,	is	the	preexisting	bank	of	knowledge	the	researcher	

possesses,	that	can	rarely	be	quantified	fully.	A	presentation	of	education,	research	and	to	

some	extent	experiences	can	be	spoken	for,	but	the	overall	bias	of	one’s	own	lifeworld	can	

never	be	fully	expanded	or	disregarded	(Clegg	and	Stevenson	2013).	This	attempt	at	leaving	

preexisting	assumptions	at	the	door	is	sometimes	referred	to	as	epoché.	Researchers	strive	

to	be	neutral	and	subjective	(as	previously	mentioned)	and	it	is	not	uncommon	that	

surprising	and	unexpected	twists	and	turns	during	interviews,	in	fact	turn	out	to	be	what	

gains	the	most	insight.	By	conducting	the	research	in	such	a	state,	researchers	are	able	to	

follow	leads	they	otherwise	would	have	disregarded.	Epistemological	reflection	makes	this	
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process	a	bit	tidier.	It	was	a	revelation	to	me,	when	the	notion	of	two	disparate	knowledges	

sunk	in.	The	world	as	it	is	objectively,	being	inherently	disparate	to	the	knowledge	any	

individual	may	be	in	possession	of,	as	any	person	may	interpret	and	internalize	knowledge	

differently	and	subjectively.	This	knowledge	is	then	based	on	an	interpretation	of	the	

information	and	observations	that	have	been	made,	and	cannot	claim	to	be	absolute.	In	

being	aware	of	the	different	approaches	that	often	are	associated	with	interviews,	I	was	

able	to	at	least	be	aware	of	my	limitations	and	appreciate	the	subjective	knowledge	of	the	

respondents	even	more.	These	approaches	mainly	being	the	separation	between	

information	gathering	and	information	construction.	Where	information	construction	

highlighting	that	the	knowledge	and	information	is	created	through	conversation.	As	

opposed	to	information	gathering	leaning	towards	preexisting	information	that	is	

“uncovered”	or	gathered	either	through	objective	data	or	subjective	opinions	(Kvale	and	

Brinkmann	2010,	p.	67).	During	this	study,	I	have	oriented	myself	toward	the	latter	example	

of	information	gathering,	as	the	respondents	have	first-hand	knowledge	and	experience	

which	I	want	to	gather	and	formalize.	

	

As	researchers,	we	have	to	be	aware	of	the	ramifications	and	consequences	that	might	

impact	the	subjects	of	our	study.	Are	there	any	ethical	issues	in	the	research	and	how	

should	they	be	minimized,	or	addressed	in	order	to	maintain	the	validity	of	your	empirical	

data.	One	such	consideration	was	made	while	looking	into	possible	respondents	for	this	

study,	where	I	concluded	that	I	did	not	want	to	interview	subjects	that	I	had	any	prior	

personal	relationship	with.	I	have	several	acquaintances	that	would	have	fulfilled	the	criteria	

and	qualified	as	respondents,	but	decided	not	to	engage	them.	I	reached	this	decision	based	

on	the	potential	moderations	the	respondents	might	make,	consciously	or	subconsciously	

due	to	prior	discussions	or	other	encounters	of	significance.			

	

Another	aspect	to	note	is	the	language	the	interviews	were	conducted	in	was	Norwegian,	

however	this	thesis	is	written	in	English,	and	as	such	the	use	of	quotes	will	be	somewhat	

less	than	what	I	ideally	would	have	like.	Some	quotes	will	still	be	translated	and	utilized,	but	

I	will	also	rely	somewhat	on	paraphrasing	to	lessen	the	workload	of	making	translations	that	

are	as	close	to	the	original	as	possible,	word	for	word.	
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	 Preparations	

Initially,	I	again	want	to	clarify	the	difference	between	a	respondent	and	an	informant.	A	

respondent	is	generally	speaking	a	representative	for	the	group	we	are	looking	into,	where	

an	informant	is	a	person	with	good	knowledge	of	the	group,	but	not	a	direct	part	of	it.	

Making	an	outline	of	who	to	include,	or	at	least	reach	out	to	in	relation	to	this	thesis	

followed	the	steps	of	a	methodological	selection	guide.	Some	of	the	considerations	include	

acquiring	knowledge	related	to	the	size	and	demography	of	the	population	of	interest.	

Which	time	period	is	of	interest,	also	limits	which	respondents	are	deemed	relevant,	as	

some	could	have	retired	or	swapped	business,	and	are	not	up	to	date	on	the	current	state	of	

affairs	within	the	field	if	that	is	the	period	under	scrutiny.	If,	on	the	other	hand	the	study	

focuses	on	how	things	were	done	40	years	ago	within	a	given	field,	the	retired	workers	from	

that	field	would	be	of	major	interest.	In	regards	to	the	selection	of	respondents	it	was	

important	to	establish	criteria	that	made	sense,	and	contributed	towards	narrowing	down	

and	reaching	a	final	list	of	potential	respondents.	As	such,	the	criteria	were	a	part	of	a	

purpose	driven	approach	for	the	final	selection	of	respondents	and	informants.	One	of	the	

criteria	was	that	they	would	have	to	be	an	active	agent	within	the	cultural	entertainment	

industry,	primarily	the	music	industries	during	the	last	five	years.	Another	criterion	was	

selected	to	be	that	agents	that	were	not	musicians	had	to	be	at	a	level	where	they	

possessed	some	executive	power,	and	were	personally	able	to	enter	cooperation	with	

musicians	or	other	agents	on	behalf	of	their	company	or	such.	Diversity	sampling	is	the	

approach	I	selected,	as	I	sought	to	have	data	from	different	agent’s	perspectives,	and	look	

for	correlations	and	or	conflicts.	I	chose	to	involve	both	established	major	agents,	and	

individuals	in	the	independent	branches	of	the	industries.	In	addition,	some	of	the	

informants	inhabit	different	positions	within	the	industries,	to	further	broaden	the	number	

of	perspectives	on	the	potential	musical	act	and	the	considerations	for	cooperation.	One	of	

the	respondents	is	an	artist,	and	the	remaining	three	respondents	are	working	at	a	level	of	

the	industries	where	they	have	authority	to	sign	artists	or	initiate	cooperation	with	musical	

acts.	The	goal	was	to	look	for	correlations	between	both	segments	of	the	industry	in	regards	

to	favorable	characteristics	and	or	traits	present	in	a	musical	act	or	artist.	
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4.2 	 Summary	
	

Through	research	interviews	I	attempted	to	uncover	some	of	the	qualifications,	

characteristics,	traits	and	other	relevant	skills	that	frequently	surfaces	in	the	consideration	

made	by	business	professionals	when	assessing	new	potential	artists.	The	interviews	mainly	

deal	with	the	Norwegian	music	scene	in	the	current	day	and	age	(2017-2018)	and	the	

reflections	the	respondents	make	in	the	process.		

	

I	have	provided	a	description	of	the	methodological	process	and	a	few	of	the	challenges	I	

faced	along	the	way.	As	well	as	deliberated	on	the	choices	I	made	regarding	selection	of	

respondents,	the	preparations,	research	considerations	and	my	approach	to	the	

methodologic	development	of	this	thesis,	to	name	a	few.	I	have	kept	my	data	collection	and	

analysis	structured	and	tidy	in	order	to	maintain	the	validity	of	my	findings.		
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5 Empirical	presentation	
 

In	this	chapter,	I	will	present	the	interview	guide,	that	formed	the	backbone	of	all	the	

interviews.	The	choices	I	made	regarding	the	structure	of	the	interviews,	are	explained	

along	with	my	proceedings	when	conducting	the	interviews.	I	will	introduce	the	

respondents	in	a	generic	way	to	maintain	their	anonymity,	while	still	being	able	to	describe	

their	backgrounds	to	provide	context	to	their	answers,	insights	and	perspectives.	I	have	

titled	the	different	respondents	according	to	their	current	position	within	the	industries,	

several	of	them	have	been	working	in	different	positions	over	several	years,	however,	the	

interviews	in	this	thesis	have	focused	on	the	work	they	do	in	their	current	situation.	I	will	

outline	the	surroundings	and	impressions,	the	duration	of,	and	some	of	my	reflections	

regarding	of	each	interview.	

	

The	empirical	categories	will	be	presented,	and	insights	from	the	respondents	will	be	

introduced	through	quotes	and	statements	from	the	interviews.	I	will	provide	some	

commentary	and	explanations	as	the	topics	progress.	
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5.1 The	interview	guide	
 

The	interviews	were	scheduled	for	sections	of	20-40	minutes	initially,	depending	on	the	

time	available	for	the	interviewee.	During	the	preparations,	I	decided	to	go	for	a	semi-

structured	interview	guide.	As	I	wanted	to	hear	the	views	of	the	responded	in	a	natural	and	

relaxed	way,	that	might	not	be	compatible	with	a	rigid	structure.	Beforehand	I	chose	a	few	

topics	that	I	would	like	to	their	view	on,	but	intentionally	kept	the	introduction	to	the	topics	

quite	general.	I	prepared	follow-up	questions	that	would	gently	focus	the	conversation	

towards	the	elements	within	the	topic	that	I	have	researched	in	previous	chapters	of	this	

thesis.	I	experienced	early	that	20	minutes	was	quite	the	optimistic	estimate,	and	in	reality,	

most	of	the	interviews	would	clock	in	at	40-50	minutes.	

Right	before	the	start	of	the	interview	I	gave	a	brief	introduction	to	the	general	topic	of	the	

thesis	and	interview,	clarified	that	the	term	artist	would	encompass	solo-artists,	session-

musicians,	bands	and	musical	ensembles	alike	for	convenience	through	the	interview.	I	also	

informed	that	the	interview	should	be	considered	a	conversation,	and	that	the	respondents	

shouldn’t	be	afraid	to	procrastinate	and	think	aloud	throughout.		

The	interviews	were	opened	with	a	query	for	some	background	information	on	the	

interviewee,	to	get	them	talking	and	open	the	conversation	up	on	a	topic	most	are	quite	

comfortable	with,	before	moving	on	to	topics	of	focus	when	a	good	chemistry	had	been	

established.	I	would	then	ask	questions	pertaining	their	initial	contact	with	artists,	and	how	

they	preferred	communication	to	be	handled	and	established.	The	next	topic	revolved	

around	the	characteristics	and	qualities	of	artists	that	they	identified	as	appealing	for	them	

as	business-partners.	Follow-up	questions	looked	into	why	these	traits	were	valued	as	they	

were.	The	third	topic	concerned	the	expectations	and	process	of	working	with	artists,	what	

they	expected	of	their	artists	while	in	a	business-relationship,	and	why	they	focused	on	the	

things	they	did.	I	also	asked	if	they	had	observed	things	that	artists	often	did	during	their	

cooperation	that	they	experienced	as	counterproductive.	The	fourth	topic	was	

entrepreneurship,	where	I	opened	up	by	asking	them	to	give	their	thoughts	on	

entrepreneurship	pertaining	artists.	The	discussion	would	often	revolve	around	a	few	key	

aspects	before	I	asked	if	they	believed	that	increased	focus	on	entrepreneurship	and	
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entrepreneurial	skills	during	the	artists’	education	would	provide	them	with	better	artists	or	

business-partners,	and	asked	them	to	expand	upon	how	and	why.	The	interviews	would	be	

rounded	up	in	a	cumulative	question	for	one	specific	skill	that	they	would	recommend	

upstart	artists	to	start	developing	early,	a	tip	of	sorts.	

	

In	the	instance	where	I	interviewed	an	artist,	I	simply	reversed	most	of	the	questions,	for	

example,	I	asked	what	she	looked	for	in,	and	expected	from,	their	business-associates.	I	

asked	for	her	take	on	the	same	topics	as	the	rest,	but	reformulated	the	questions	to	fit	the	

changed	role	of	the	interviewee.	
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5.2 The	Respondents	
 

The	respondents	chosen	for	the	interviews	were	selected	based	on	their	positions	within	

the	Norwegian	music	industries.	I	wanted	several	industries	to	be	represented,	and	cover	

both	the	major	and	indie	spheres.	In	addition,	I	wanted	to	examine	potential	discrepancies	

between	the	major	and	indie	scenes,	and	as	such	both	had	to	be	present	in	the	group	of	

respondents.		

	

I	designated	acronyms	to	each	of	the	four	respondents	according	to	their	position	in	the	

industries;	indie	artist(IA),	indie	label(IL),	major	label(ML),	indie	management(IM).	In	the	

following	section	I	will	provide	some	general	background	on	each	of	the	respondents,	in	

order	to	provide	context	for	quotes	and	analysis	that	appear	in	the	empirical	presentation	

and	the	subsequent	discussion.	

 

Indie	Artist	(IA)	

Norwegian	artist,	formerly	signed	on	a	major	label.	After	the	major	contract	expired	the	

artist	chose	to	establish	its	own	label,	and	has	managed	the	entirety	of	its	career	personally	

since.	The	artist	has	a	thriving	career,	with	concerts,	recording,	television	appearances	etc.	

while	running	the	company	that	is	the	basis	of	the	artist’s	livelihood.	The	artist	has	been	

active	since	the	mid-nineties.	This	interview	was	conducted	by	phone	and	clocked	in	at	

around	one	hour	and	forty	minutes.	The	IA	was	multitasking	during	the	interview;	however,	

I	did	not	feel	that	it	impacted	the	conversation	in	any	way.	The	IA	provided	great	talking	

points	and	responded	with	in	depth	analysis	and	great	perspective,	as	well	as	concrete	

examples	and	stories	from	the	artist’s	own	career	and	experience.	As	a	result,	the	interview	

proved	to	be	a	lengthy	one,	with	a	large	sum	of	data	to	work	through	and	analyze.		

	

Indie	Label	(IL)	

Label	head	of	an	independent	Norwegian	record	label.	Has	experience	from	major	labels	as	

well,	but	chose	to	form	an	indie	label	to	don	a	more	adaptive,	personal	approach	and	

philosophy	than	allowed	by	the	organization	of	the	major	label.	The	label	head	has	been	



	 55	

working	in	the	industries	since	the	early	nineties.	The	interview	was	done	at	a	local	coffee	

house	and	lasted	for	fifty-five	minutes.	IL	was	relaxed	and	eager	to	discuss	and	share	

perspectives	and	reflections	throughout	the	interview,	and	has	obviously	worked	a	lot	with	

related	topics.	The	first-hand	knowledge	and	experience	with	the	topics	lead	to	a	great	

conversation	with	well-founded	beliefs	and	claims,	in	addition	to	the	tips	that	were	

provided	for	artists	seeking	to	establish	themselves	within	his	specific	sphere.	I	would	argue	

that	these	tips	are	highly	transferrable	to	the	major-sphere	as	well,	but	may	indeed	be	less	

important	when	the	team	and	apparatus	surrounding	an	artist	is	larger.		

	

Major	Label	(ML)	

Label	head	of	the	Norwegian	branch	of	an	international	major	record	label.	Has	worked	in	

several	positions	within	the	label	industries	since	the	mid-nineties.	Some	of	these	functions	

were	accounting,	royalties	and	copyright,	promotion,	before	settling	in	the	top	seat	as	

managing	director.	The	interview	took	place	at	the	office	of	the	managing	director	and	

lasted	one	hour.	ML	sported	an	eagerness	to	share	insights	and	perspectives	that	made	the	

interview	a	lot	of	fun.	Metrics	and	streaming	numbers	were	exhibited	and	an	overview	of	

different	purposes	these	metrics	could	serve	were	given.	It	took	some	time	before	the	ML	

got	into	the	state	of	mind	of	discussing	individual	traits	and	skills,	it	seemed	like	the	

narrowing	perspective	from	the	company	as	a	whole	to	individual	considerations	was	an	

unusual	exercise	at	first,	that	ML	hadn’t	done	for	a	while.	

	

Indie	Management	(IM)	

Co-founder	of	a	Norwegian	indie	agency,	working	with	several	up-and-coming	artists.	IM	

started	as	a	musician	playing	in	several	bands	with	friends.	This	interview	was	conducted	at	

the	company’s	conference	room,	the	duration	was	about	fifty	minutes.	The	interview	

proved	that	IM	was	very	aware	of	the	limitations	the	agency	has	in	comparison	to	other	

major	agencies.	IM	had	a	very	clear	type	of	artists	that	could	be	potential	signings,	and	

showcased	large	insight	into	the	music	scene,	both	major	and	underground,	being	on	the	

lookout	for	new	potential	across	a	variety	of	channels.	
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5.3 The	Interviews	

	

Establishing	contact	

The	talking	point	concerned	their	experiences	with	making	contact	with	artists	or	other	

potential	business	partners	within	the	industries.	All	the	respondents	outlined	that	contact	

was	established	in	a	number	of	ways.	What	mostly	resulted	in	cooperation	however,	was	

when	an	artist	came	to	their	attention	through	word	of	mouth	and	buzz	generated	within	

the	respondent’s	network.	Getting	signed	on	a	submitted	demo-tape	through	their	

respective	channels	was	described	as	enormously	uncommon,	though	it	was	known	to	

happen	on	rare	occasions.	

	

A	lot	of	artists	contact	us,	if	not,	it’s	often	through	the	industry,	might	be	festivals,	

online	sites	for	music,	like	Urørt,	Soundcloud	and	YouTube.	You	develop	your	own	

ways	and	methods.	I	talk	a	lot	with	producers	and	people	working	in	studios.	And	

demos,	we	get	a	lot	of	demos,	that’s	a	kind	of	discovery	too,	listening	through	it	all	

and	give	feedback.	I	try	to	answer	everyone	that	sends	us	demos.	I	don’t	listen	

closely	to	everything,	but	I	try	to	give	a	polite	response	to	everyone.	I	have	to	say	no	

to	ninety-nine	point	eight	of	them,	it’s	just	an	enormous	amount	of	music,	but	It’s	all	

about	taking	a	listen,	read	the	way	it’s	presented	and	you	never	know.	The	

packaging	is	somewhat	important.	If	it	looks	professional,	you	know	that	they	have	

put	some	work	into	it.	A	lot	of	people	just	don’t	put	in	the	work.	(Indie	Label)	

	

There	is	no	specific	way	that	we	get	acquainted,	it	can	happen	in	a	million	different	

ways.	It	is	typically	that	we	get	tipped	about	something	that	doesn’t	necessarily	exist	

yet,	but	we	get	on	board	and	help	develop	it	from	the	very	start.	Other	times	we	are	

out	looking,	doing	a	little	A&R	work	every	day.	We	constantly	consider	if	there	are	

someone	we	should	set	up	a	meeting	with,	but	we	don’t	really	sign	much.	(Indie	

Management)	

	

It	varies	a	lot	of	course.	We	rarely	sign	anything	from	a	submitted	demo,	but	it	has	

happened	occasionally,	we	just	get	tons	and	tons.	We	have	6	A&Rs	now,	they	scan	
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everything	in	their	networks	and	online,	word	of	mouth,	managers,	musicians	and	

other	artists.	Basically,	they	look	at	every	possible	option	to	search	for	hints	and	

clues	about	potentially	interesting	artists	and	bands.	Mainly	its	word	of	mouth,	and	

we	check	top	two	to	five	hundred	on	Spotify,	to	see	if	there	are	things	happening	

down	there	that	we	want	to	pick	up	at	an	early	stage.	(…)	We	rarely	get	involved	

from	the	very	start	of	a	career	with	a	debutant.	They	will	probably	have	to	work	

themselves	up	to	a	certain	level	before	we	enter	the	picture,	that’s	often	a	criterion	

we	have	when	we	consider	signing	someone.	They	often	come	to	us	from	smaller	

labels	after	they	have	gotten	some	foothold.	We	check	streaming	stats	and	their	

social	media	to	see	how	it	is	going,	is	there	a	fan	base,	we	look	at	the	reasons	behind	

it	and	do	our	analysis.	If	they	have	those	things	going	for	them,	at	that	time,	we	

believe	we	could	enter	with	our	machinery,	press	some	buttons	and	hopefully	that	

will	have	an	effect	on	the	progress.	(Major	Label)	

	

	Also,	the	artist	outlined	in	the	interview	that	getting	in	touch	with	business-partners	was	

largely	based	on	acquaintances,	the	network	of	the	artist	and	the	respect	she	commanded	

after	several	years	of	working	as	an	artist.		

	

Those	I	don’t	already	know,	that’s	no	problem	either.	I’ve	been	doing	this	for	ever,	

and	both	personally	and	musically	I	have	a	certain	amount	of	respect.	I’ve	never	

done	anything	I	didn’t	want	to	do,	people	have	noticed	that,	and	the	things	I’ve	done	

have	been	pretty	solid.	You	may	not	like	the	stuff	I	do,	but	most	can	agree	on	that	I	

don’t	cut	corners	and	I’m	pretty	good	at	what	I	do.	I	think	that’s	why,	every	time	I’ve	

wanted	to	work	with	someone,	I’ve	always	gotten	a	positive	response.	(Indie	Artist)	

	

The	respondents	that	worked	in	the	music	industries	explained	that	a	lot	of	online	scouting	

was	required	of	them	and	their	colleagues,	keeping	tabs	on	promising	bands	and	artists	in	

the	less	established	scene.	The	same	respondents	attended	concerts	and	festivals,	to	check	

out	acts	that	they	were	keeping	tabs	on,	to	gauge	their	progress	and	potential.	All	the	

respondents	explicitly	said	that	they	worked	hard	to	at	the	very	least	reply	everyone	that	

reached	out	to	them,	though	they	might	not	manage	to	get	through	it	all	as	it	comes	in.		
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Desirable	qualities	

The	talking	point	focused	on	what	the	respondents	identified	as	desirable	qualities,	traits	

and	skills	in	their	potential	business	partners,	and	their	reasoning	behind	the	different	

aspects.	On	this	topic,	the	respondents	weighed	qualities	differently,	and	in	many	instances,	

it	was	directly	relatable	to	the	business-model	of	the	company	they	represented.	Some	of	

the	qualities	they	all	identify	as	important	was	uniqueness,	personality,	edge	and	the	ever	

elusive	x-factor.	Meaning	that	the	band	or	artist	has	to	have	a	capturing	characteristic,	

something	out	of	the	ordinary	to	ensure	interest	over	time.	Mainly	the	respondents	focus	

on	this	characteristic	as	a	necessary	supplementary	trait	to	making	interesting	and	powerful	

music.		

	

With	the	artist	itself,	it	is	a	cliché,	but	it	is	that	x-factor,	you	need	that	extra	spark,	

you	need	that	aura	about	you,	you	need	that	charisma.	It	just	can’t	be	too	plain.	I’ve	

signed	a	lot	of	really	nice	talented	people	that	are	artists,	but	the	masses	just	don’t	

care,	they	don’t	want	it.	They	want	edge,	it	goes	for	the	music	too,	it	can’t	be	nice	

and	tidy,	it	has	to	have	that	edge	that	wakes	people	up.	It	could	be	lyrics,	unique	

style	or	musical	stuff,	whatever	makes	people	tick.	They	don’t	care	about	a	nice	

production,	they	want	to	be	woken	up.	If	the	artist	doesn’t	have	that,	he	or	she	

springs	the	mediocre-trap.	(…)	It	has	to	stand	out,	what	will	make	people	care	about	

you,	if	I	like	soul	and	urban,	why	should	I	listen	to	you	instead	of	Drake	or	Alicia	

Keys?	You	have	to	stand	out	from	the	masses,	and	that’s	really	hard,	very	few	

accomplish	that.	(Major	Label)	

	

I	look	for	distinctive	characteristics,	uniqueness,	it	is	a	cliché,	but	that’s	what	you	

look	for.	It	varies	a	lot	depending	on	what	genre	it	is.	In	general,	it’s	that	artistic	

aura,	distinctive	singing	voice,	good	lyrical	delivery,	writing	good	lyrics.	For	vocalists,	

the	ability	to	really	deliver	lyrics	is	important	to	me.	Other	things	can	be	peculiar	

energy,	charismatic	front	man,	some	kind	of	savageness,	and	things	like	that,	making	

it	stand	out	and	unique.	(Indie	Label)	
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The	personality,	there	are	different	personalities	and	characters.	(…)	I	don’t	think	

that	the	packaging	necessarily	means	that	much,	but	the	packaging	is	often	a	result	

of	what	kind	of	person	you	are.	Packaging	sends	a	signal	of	what	lies	beneath	and	

that	means	a	lot	more	than	the	packaging	itself.	(Indie	Management)	

	

Additionally,	they	identify	that	social	media	skills	can	be	a	huge	benefit	towards	building	this	

interest	over	time	by	creating	personal	connections	with	their	fans,	getting	them	invested	

and	engaged	in	several	aspects	of	the	artists’	lives.	They	noted	that	if	an	artist	approached	

them,	and	upon	seeing	their	social	media	presence,	they	could	be	encouraged,	see	

potential,	or	right	out	disheartened	concerning	the	artist	in	question.	

	

If	an	artist	sends	us	his	or	her	music	and	it	is	kick	ass,	the	moment	we	check	out	the	

social	media	presence	we	realize	that	he	or	she	don’t	know	left	from	right	on	there,	

they	either	don’t	understand	how	it	works,	or	they	don’t	have	the	interest.	When	

that	happens,	it	would	be	really	hard	for	us	to	work	with,	and	we	probably	won’t	go	

for	it.	What	we	do	is	fine	tune	the	potential	that	is	already	there,	but	they	need	to	

have	proved,	as	the	entrepreneurs	say,	that	there	is	a	product-market	fit.	(Indie	

Management)	

	

	A	third	characteristic	that	came	up	frequently,	was	the	artists’	own	drive	and	commitment,	

some	of	the	respondents	used	the	terms	“self-driven”	and	“entrepreneurial	force”.	Meaning	

that	the	artists’	own	ability	to	build	and	maintain	momentum	was	important,	as	none	of	the	

respondents	were	willing	to	be	the	only	part	trying	to	move	the	artist	forward.	

	

That	they	are	self-driven,	I	find	that	important.	Some	believe	that	the	moment	they	

are	signed	to	a	label,	we	will	do	everything	for	you.	We	take	care	of	a	lot	of	course,	

but	we	are	dependent	on	their	hard	work,	too.	You	have	to	be	a	good	team	player.	

(Indie	Label)	

	

We	don’t	have	the	resources	for	an	artist	to	be	hopeless,	we	are	dependent	on	a	

certain	level	of	entrepreneurial	drive,	it	is	kind	of	hard,	because	you	can’t	really	see	

it	initially.	They	write	good	press	releases	and	all	that,	but	you	can’t	really	tell	before	
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you’ve	worked	together	for	a	while.	Does	the	artist	have	the	ability	to	drive	itself	

forward,	that’s	one	of	the	things	that	we	really	look	for,	and	it’s	not	really	about	

showing	it	to	us,	it’s	about	getting	things	done.	(…)	I	believe	that	the	people	that	do	

it	best,	it’s	not	even	an	intellectual	exercise	for	them,	it’s	like	they	are	made	that	way	

from	nature,	that	they	are	meant	to	be	artists.	I	see	that	in	many	of	the	artists	that	

are	doing	well	now,	they	are	interested	in	a	lot	of	different	things,	and	they	just	need	

that	creative	output	all	the	time.	(…)	The	worst	thing	a	manager	knows	is	when	he	or	

she	has	to	pull	the	artist	along	to	move	forward.	(Indie	Management)	

	

The	IA	depicted	a	somewhat	different	approach	concerning	desirable	qualities,	explaining	

that	artistic	qualities	and	personal	chemistry	were	important	factors.	Other	respondents	

talked	about	personal	chemistry	too,	and	that	it	had	to	be	present	for	them	to	work	

together	in	a	fruitful	manner.	

	

I	just	met	this	group	of	people,	they	were	really	nice	to	me,	so	I	thought:	I	want	

these	guys	with	me	on	my	first	record.	I’ve	always	chosen	the	producers	that	I	want.	

(…)	It’s	about	gut	feeling	and	personal	chemistry.	(Indie	Artist)	

	

Expectations	

The	topic	concerns	what	the	different	respondents	expected	from	their	business	partners	

while	they	were	working	together.	

Respondents	that	worked	in	the	music	industries	all	expressed	an	expectation	that	the	artist	

would	be	hard	working,	and	even	more	so	than	some	of	the	other	agents	involved	on	their	

team.	They	expanded	by	saying	that	if	the	artist	itself	weren’t	working	a	hundred	percent	to	

gain	success,	why	should	they	waste	the	time	and	effort	of	maybe	forty	people	in	their	

company?	This	makes	a	lot	of	sense	considering	many	of	the	industry	professionals	works	

on	a	percentage	of	the	artists’	income.		

	

We	are	actually	pretty	“nice”	about	it,	but	we	do	expect,	or	rather	hope,	that	they	

are	eager	to	work	and	have	a	positive	attitude.	Do	what	needs	to	be	done,	be	it	

promotion,	get	in	the	studio,	work	with	the	fans,	and	that	they	contribute	and	pull	
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their	weight	alongside	us.	(…)	The	way	that	it	works	is	that	we	encourage	them,	and	

if	they	don’t	care,	don’t	commit...	If	they	don’t	want	to	get	things	done,	they	should	

actually	want	it	more	than	we	do,	if	we	feel	that	the	will	to	fight	aren’t	present,	they	

won’t	stay	long	with	us.	I	don’t	have	the	patience	for	it,	why	should	we	waste	the	

time	of	forty	people?	We	won’t	do	it.	Some	of	the	Norwegian	artists	have	been	

spoiled	and	gotten	lazy.	They	don’t	want	to	work	too	hard.	As	soon	as	you	pass	the	

Norwegian	border,	or	you	don’t	even	need	to	get	outside	of	Norway	to	see	that	in	

the	urban	scene	for	example.	Those	who	come	from	tougher	conditions	have	an	

entirely	different	attitude,	they	got	a	will	to	fight	that	the	“normal”	Norwegian	kids	

don’t.	(…)	If	you	look	to	England	or	the	US	where	the	competition	is	that	much	

harder	if	you	want	to	make	it,	Norwegian	artists	have	a	naïve	perception	of	what	this	

life	is.	They	don’t	understand	how	tough	it	is.	(Major	Label)	

	

We	expect	that	they	have	ambitions	to	do	it	for	a	living.	It	is	exactly	that,	all	the	

while	we	work	for	percentages	of	their	revenue,	we	need	to	know	that	they	are	

giving	it	one	hundred	percent.	(…)	We	only	expect	that	they	work	really	hard,	and	

does	their	best	to	make	good	music,	giving	it	their	all.	(Indie	Management)	

	

They	also	voiced	their	expectations	to	promotional	efforts,	efficiently	saying	that	the	artist	

had	to	maintain	and	expand	their	fan	base,	maintain	their	presence	on	social	media	and	

commit	to	other	promotional	efforts	set	in	motion	by	their	surrounding	teams.		

	

I	expect	them	to	be	there	for	the	things	we	ask	them	to	do.	That	they	commit	to	

promotion,	keep	their	deadlines	and	represent	themselves	in	a	good	way.	If	you	are	

too	peculiar	about	those	things,	too	concerned	about	cred	and	don’t	want	to	be	a	

“sellout”	…	It’s	fun	with	anarchy	and	punk	rock,	so	you	have	to	deal	with	that	to	

some	extent,	but	at	the	same	time:	If	you	don’t	promote	a	terrible	thing	happens	–	

nothing.	(Indie	Label)	

	

The	indie	artist	on	the	other	hand,	running	the	entirety	of	the	team,	depicted	a	somewhat	

different	reality.	In	the	artist’s	case,	expectations	revolved	around	commitment,	and	the	

importance	of	all	parts	of	the	team	being	able	to	talk	to	each	other	and	coordinate	dates,	
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promotion,	logistics,	vision	and	momentum.	The	team	hired,	built	and	described	by	the	

artist	were	reminiscent	of	a	contractor	building	a	house,	making	sure	all	sub-contractors	

were	on	time,	prepared,	had	their	blueprints	and	were	on	route	to	finish	the	house	on	time,	

and	to	agreed	specifications.		

	

When	concerning	the	part	of	the	business	that	relates	to	promotion,	distribution,	

booking	and	such	I	am	quite	thorough.	When	I	outsource	these	things,	it	has	to	be	to	

people	that	run	their	businesses	similarly	to	mine.	I	need	to	be	able	to	have	heart	to	

heart	conversations	with	them,	I	am	used	to	talking	to	people	on	a	personal	level,	be	

open	and	talk	frankly	about	things.	(Indie	Artist)	

	

Counterproductive	observations	

The	talking	point	was	whether	or	not	the	respondents	had	observed	behavior	they	

characterized	as	counterproductive	for	an	artist	career	going	forward.	

	

One	thing	is	that	they	don’t	want	to	do	promo,	that	they	don’t	want	to,	or	doesn’t	

realize	the	value	of	it,	especially	now,	in	communicating	with	their	fans.	They	get	

uncomfortable,	not	being	used	to	communicate	actively	on	social	media.	They	don’t	

understand	the	importance	of	it.	Not	to	say	that	there	is	a	“one	size	fits	all”,	but	

more	often	than	not	they	get	more	dedicated	fans	and	the	fan	base	grows.	(Major	

Label)	

	

Another	typical	thing	that	happens	is,	you	have	an	artist	that	has	released	its	debut	

album,	really	successful	and	everything	is	going	well.	When	the	difficult	sophomore	

record	comes,	they	believe	that	they	are	world	champions	and	want	to	do	their	own	

thing;	No	producers,	“I	will	produce	it	myself,	I	will	follow	my	own	direction	and	have	

artistic	freedom”	and	stuff	like	that,	it	happens	almost	every	time.	(…)	It	is	such	a	

downer,	you	went	a	bit	far	left	there,	now	you	lost	your	fans.	Done.	You	aren’t	

bigger	than	your	latest	hit.	You’ve	alienated	the	fans	and	you	see	it	immediately,	it	is	

so	apparent	on	Spotify,	you	see	it	affecting	the	streaming	stats	right	away.		

(Major	Label)	
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It	is	fascinating	(…),	there	are	artists	that	aren’t	particularly	good	in	interview	

situations,	they	are	really	popular	live,	but	they	are	bad	at	interviews,	comes	across	

as	awkward	and	almost	destroys	their	brand.	Then	we	have	to	tell	them	to	dial	up	

and	dial	down	certain	characteristics.	(Major	Label)	

	

Things	like,	if	you	get	known	though	Eurovision	Song	Contest,	it	takes	the	media	

years	before	they	stop	using	the	ESC-label,	and	those	pictures.	Many	younger	artists	

have	asked	me	what	they	should	do,	and	I	tell	them	that	it	is	short	sighted	to	join	X-

Factor	or	a	trance	band,	if	what	you	want	to	be	is	a	singer-songwriter.	It	is	“easier”	to	

have	a	breakthrough	with	these	shows,	yes,	but	you	have	never	tried	to	make	that	

switch	before.	If	you	get	known	through	that	trance	band,	there	is	no	guarantee	that	

anyone	will	pay	attention	if	you	release	an	acoustic	singer-songwriter	record	in	five	

and	a	half	years.	That	is	the	price,	if	you	want	things	to	come	fast,	it	will	latch	on	to	

you,	you	need	to	know	that	“all	that	glitters	aren’t	gold”.	If	you	want	things	to	

happen	fast	and	go	big,	it	usually	comes	at	a	price.	(Indie	Artist)	

	

Drugs	is	one	of	those	things,	I	don’t	believe	it’s	productive.	I	despise	drugs.		(Indie	

Label)	

	

Another	one	is	unprofessional	managers	and	bad	advisors.	There	are	some	people	

that	just	don’t	go	well	together,	I	think	it’s	like	that	in	all	professions.	The	label	

industry	is	like,	anyone	with	a	sound	card,	a	mac	and	a	microphone	can	in	theory	

record	their	own	record.	Every	single	day	thirty-five	thousand	tracks	are	released	on	

Spotify,	most	of	them	never	reach	a	thousand	streams.	You	have	to	be	professional.	

It’s	a	common	pitfall,	yes,	counterproductive	to	have	a	poor	team	around	you.	

Surprisingly	many	artists	have	poor	teams.	If	you	are	on	the	wrong	label,	that	might	

be	the	problem.	You	might	be	at	the	wrong	label	with	the	wrong	people	for	you.	

(Indie	Label)		

	

Making	an	album	for	example,	this	is	entrepreneurship	one	on	one,	it’s	the	biggest	

mistake	anyone	who	makes	music	can	make.	People	come	to	us	with	a	mastered	and	
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finished	album	with	fifteen	songs,	press	release,	and	press	photos	then	we	have	to	

say:	“What	are	we	supposed	to	do	with	this?”.	What	we	do	is	work	with	the	artist,	

find	the	image,	find	the	photographer,	build	the	story	around	the	artist	and	

everything	surrounding	the	development.	Then	an	artist	show	up	with	a	finished	

record	of	fifteen	songs,	probably	three-hundred	thousand	in	negative	balance	after	

realizing	the	project.	Maybe	one	of	the	songs	are	decent,	we	would	have	discarded	

the	rest.	We	could	have	told	them	that	of	an	acoustic	demo,	that	is	a	common	

mistake	that	many	artists	make.	You	may	very	well	release	an	album,	but	you	need	

to	know	that	you	can	write	a	lot	of	good	songs,	songs	that	fit	together	as	a	whole.	

And	you	need	to	know	that	your	audience	is	interested	in	it.	(Indie	Management)		

	

The	respondents	have	seen	many	artists	fade	due	to	the	reasons	deliberated	here,	and	I	

believe	that	these	pitfalls	provide	context	and	perspective	that	new	artists	and	

entrepreneurs	should	be	aware	of	as	cautionary	tales.	These	points	will	be	summarized	in	

the	discussion	in	6.2.	

	

Entrepreneurship	

The	talking	point	was	initiated	with	the	simple	question	of	what	thoughts	the	respondent	

had	pertaining	artists	and	entrepreneurship.	The	respondents	presented	several	interesting	

views	on	entrepreneurship.	ML	talked	in	great	detail	about	the	labels	entrepreneurial	

approach,	and	explained	that	artists	that	possessed	similar	skills,	while	still	attaining	their	

edge	and	x-factor	were	the	best	potential	signings,	as	they	then	had	uniqueness	and	both	

creative	and	business	related	visions.		

	

You	need	to	have	that	adaptability,	that	curiosity,	you	need	to	seek	out	that	

information,	you	need	to	be	really	good	at	social	media,	you	have	to	really	be	there.	

That	is	where	the	consumer	expects	there	to	be	communication,	and	how	else	will	

you	stand	out	from	the	throng?	(Major	Label)		 	

	

IM	portrayed	the	same	base	idea,	however	also	highlighted	the	possible	pitfall	that	artists	

could	be	too	educated,	and	lose	track	of	the	creative	output	in	the	process.		
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(Entrepreneurship)	is	a	good	thing,	but	it’s	like,	it	has	emerged	an	entire	mass	of	

Norwegian	artists	that	have	been	at	a	lot	of	classes	and	courses,	but	maybe	they	

should	have	been	writing	songs	instead?	They	have	learned	how	everything	works,	

but	they	still	don’t	get	it,	especially	mid-twenties	guys,	have	been	to	courses	and	

knows	exactly	where	they	want	to	go,	with	a	lot	of	goals.	They	send	us	impressive	

plans	and	everything,	but	very	often	they	lack	that	edge.	The	personality,	the	music	

and	everything	has	to	come	together.	With	many	of	them	I	think	to	myself	“you	

could	work	here”	or	“we	could	be	social	friends”,	but	I	don’t	believe	they	will	sell	out	

a	venue	with	a	capacity	of	thirteen	hundred.	I	definitely	believe	that	they	can	be	too	

educated,	to	schooled.	(Indie	Management)		

	

Another	interesting	observation,	was	that	some	artists	thrive	while	doing	administrative	and	

entrepreneurial	work,	it	acts	as	a	means	to	an	end,	and	IM	told	about	some	bands	and	

artists	losing	drive	and	momentum	the	moment	they	were	picked	up	by	a	manager.	It	was	

explained	that	they	didn’t	feel	the	need	to	do	all	those	small	things	anymore	in	order	to	

keep	their	careers	running,	and	as	such,	they	took	the	newfound	leisure	time	to	do	all	sorts	

of	other	things,	instead	of	keep	working	on	their	music	and	creative	output,	resulting	in	a	

stagnant	career.		

	

They	had	a	live	career,	then	we	came	in	and	took	over,	and	that	was	the	killing	blow	

for	that	band,	really,	they	are	retiring	now.	What	kept	them	together	and	going,	as	

they	say,	was	that	in	order	to	go	forward,	they	had	to	take	care	of	all	the	small	

practicalities	themselves.	When	we	came	in	and	took	care	of	those	things,	and	their	

sole	job	was	to	write	better	music,	all	other	non-career	related	things	became	more	

important.	They	didn’t	have	to	get	things	done	anymore,	didn’t	need	to	get	the	car	

fixed,	or	take	that	meeting	with	the	label,	order	merchandise	and	all	that.	They	no	

longer	had	the	music	career	at	the	top	of	their	minds,	and	it	just	sort	of	faded	out.	In	

order	to	get	up	every	morning	and	be	an	artist	takes	good	and	strong,	not	to	say	

extreme	internal	motivation,	few	succeed	at	it.	(Indie	Management)	
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IL	explains	that	artists	that	are	good	at	entrepreneurial	thinking	often	achieve	more	than	

their	less	entrepreneurial	counterparts,	and	that	that	often	depends	on	what	kind	of	artist	it	

is.	

	

Those	who	are	aware	and	good	at	it	tend	to	go	further	(in	the	industries).	As	I	see	it,	

as	an	artist	you	are	an	entrepreneur	too,	it	also	depends	on	what	kind	of	artist	you	

are.	There	is	a	large	difference	between	being	a	vocalist	that	only	sing	cover	songs	

and	don’t	write	music	yourself	and	those	who	do.	(Indie	Label)	

	

An	interesting	point	IL	made	a	case	of,	was	pointing	out	that	the	entrepreneurial	behavior	of	

artists	included	the	ability	to	surround	him	or	herself	with	the	right	people,	using	them	and	

their	feedback	as	possible	resources	and	motivation.	Furthermore,	he	underlines	the	

importance	of	building	a	team,	and	that	as	an	upstart	artist,	a	competent,	driven	and	

professional	team	contributes	towards	an	artist	taking	steps	forward.	

	

I	would	say	that	entrepreneurship,	building	something	from	the	ground	up	and	

creating	a	viable	living,	few	people	succeed.	An	artist	I	work	with	did	it,	he	started	

early,	he	was	good	with	money	and	very	conscious	about	how	he	was	working,	what	

team	he	should	build	around	himself.	I	think	he’s	done	really	well,	he	does	things	

right.	He	listens	to	the	right	people,	looks	for	the	people	that	gives	him	real	

feedback.	He’s	a	real	entrepreneur.	(Indie	Label)	

	

On	the	other	hand,	IL	also	warned	artists	on	a	general	basis	not	to	use	their	friends	as	

manager,	this	advice	would	be	discontinued	if	the	friend	in	question	actually	knew	what	he	

or	she	was	doing	(in	effect	making	them	a	professional).		

	

Many	artists	have	a	buddy	as	their	manager,	totally	hopeless,	that	doesn’t	work.	You	

need	a	professional.	(Indie	Label)	

	

IA	talked	about	this	at	great	length,	providing	multiple	examples	from	the	artist’s	own	

career.	IA	also	stated	that	many	artists’	need	to	do	everything	themselves,	comes	at	the	

cost	of	not	excelling	in	any	particular	skill.	Again,	focus	was	on	potential	social	resources	in	
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the	form	of	friends,	family	or	acquaintances	with	talent	and	interest	in	doing	it,	effectively	

freeing	up	time	for	the	artist	to	work	on	the	creative	aspects	of	its	career.		

	

Running	the	administrative	side	of	your	own	career	on	a	professional	level.	In	

addition	to	travelling	and	playing	three	or	four	days	per	week,	it	takes	up	so	much	

time	surveilling	progress	and	managing	details.	It	is,	by	my	calculations	impossible	to	

be	sufficiently	proficient	at	social	media,	accounting,	rehearsing	and	practice,	writing	

songs,	meetings,	contact	with	the	band,	invoicing	and	concert	reports,	something	

will	suffer	as	a	result.	(…)	Sometimes	I	tell	younger	colleagues;	there	is	no	point	in	

doing	it	all	by	your	lonesome	if	you	are	in	a	group	of	friends	where	someone	wants	

to	work	in	the	booking	industry,	in	the	culture	management	industry,	art	direction	

and	design	–	why	not	join	forces?	Look	around	your	class	or	at	your	friends,	don’t	

bother	with	famous	session	musicians	for	your	demo,	use	the	talented	people	

around	you.	(Indie	Artist)		

	

The	other	main	point	IA	talked	about	was	being	able	to	maintain	network,	write	down	

unofficial	offers	to	borrow	a	car	for	example,	grab	opportunities	that	carry	the	career	

forwards	and	being	excruciatingly	thorough	with	finances	and	planning,	double	and	triple	

checking	that	everything	is	as	it	should	be.		

	

I	am	in	that	respect,	on	a	detail	level,	extremely	good	at	taking	care	of	all	the	

opportunities	I	get.	(…)	I	had	never	attended	a	strategic	release	meeting	until	I	

started	on	my	own,	where	booking,	management,	label,	webmasters,	promo	agents,	

cover	art	creator	and	a	representative	from	the	record	factory	were	gathered	in	the	

same	room.	(Indie	Artist)	

	

IA	then	explained	that	everyone	was	at	the	meeting,	to	make	sure	they	shared	the	same	

vision,	operated	towards	the	same	deadlines,	and	gave	each	other	the	opportunity	to	voice	

concerns,	and	be	good	team	players.	
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Entrepreneurial	education	and	learning	for	artists	

The	subject	at	hand	was	the	respondent’s	thoughts	and	impressions	of	entrepreneurial	

education	and	learning	for	artists,	and	if	they	believed	that	increased	entrepreneurial	

learning	could	provide	them	with	“better”	artists.	ML	portrays	some	of	the	strengths	

associated	with	entrepreneurship	in	the	artists	they	work	with,	such	as	adaptability,	

curiosity	and	innovation.	ML	emphasized	that	the	artistic	qualities	still	had	to	be	there	as	

the	base	foundation,	and	that	the	entrepreneurial	skills	would	be	secondary	or	

supplementary.		

	

I	think	that	having	that	mindset,	having	to	be	entrepreneurial	is	a	good	thing,	but	it	

won’t	save	you	if	you	don’t	have	the	artistic	qualities.	It	is	a	large	plus	if	you	have	

“the	full	package”	and	that	entrepreneurial	interest	too.	If	you	have	understood	the	

importance	of	strategic	thinking	and	risk	taking	(guts).	Of	course,	that	is	a	strength.	

(Major	Label)	

	

ML	then	followed	up	with	some	concise	entrepreneurial	aspects	they	want	to	see	in	their	

artists.		

	

“Having	that	perspective,	a	three-year	plan,	a	five-year	plan,	where	do	I	want	to	be	

in	five	years?	What	does	it	take?	What	do	we	need?	We	have	been	very	target	

oriented	with	these	things,	and	it	is	a	gift	for	us	when	artists	and	managers	think	like	

that.	It	takes	us	a	lot	further	forward	than	if	we	sit	down	with	an	artist	that	doesn’t	

have	that	perspective,	no	vision	for	the	future.	It	is	really	important	and	it	helps	a	

lot.”	(Major	Label)	

	

IM	said	some	of	the	same	things,	however	nuanced	the	topic	by	pointing	out	that	focusing	

too	much	on	the	business	side	and	entrepreneurship,	could	be	a	pitfall	for	the	creative	and	

artistic	side	of	the	music	education.	At	the	same	time,	IM	said	that	knowledge	of	the	

industries	is	important.	
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I	don’t	really	know,	there	is	a	lot	of	different	types	of	artists.	I	think	that	the	artists	

that	succeed	the	most	are	really	active	in	the	management	of	their	own	career.	(…)	

My	biggest	fear	is	signing	an	artist	that	doesn’t	understand	what’s	in	the	contract,	

because	he	or	she	doesn’t	have	any	competence	in	how	the	business	works.	(…)	

Having	artists	with	knowledge	of	what	is	going	on	is	great,	its	super	important.	The	

challenge	might	be	that	the	music	education	institutions	don’t	produce	pop	artists	

with	character,	I	believe	that	they	emerge	out	of	more	extreme	environments.	(…)	I	

believe	that	when	thirty	students	are	seated	in	a	classroom	and	talking	about	how	to	

write	the	best	press	release,	it	takes	away	the	focus	that	should	be	on	pushing	their	

selves	and	developing	their	music	and	musicality.	

(Indie	Management)	

	

IA	highlights	the	changing	industries,	and	the	need	for	artists	to	be	innovative,	both	

sonically,	but	also	business-wise.	Both	IA	and	IL	talked	about	some	of	the	historical	

development	the	industries	have	gone	through.	

	

Back	in	the	days	you	could	say	that	if	you	made	good	music,	performed	it	well	live	

and	kept	going	at	it	consistently,	you	would	get	your	chance,	if	you	endured.	These	

days	there	are	so	many	good	musicians	that	can	release	music	from	their	desk,	just	

upload	a	file.	The	old	laws	of	nature	don’t	apply	anymore.	(…)	There	is	no	guarantee	

that	you	will	reach	your	audience	no	matter	how	good	you	are,	there	might	be	two	

other	artists	that	are	very	similar	to	you,	it	doesn’t	matter	how	good	you	are,	the	

impression	might	be	that	you	aren’t	innovative	enough.	(Indie	Artist)	

	

My	impression	is	that	earlier,	you	were	just	discovered,	if	you	were	good	enough,	

you’d	be	picked	up.	It	was	released	far	fewer	records	then	than	it	is	now,	so	maybe	

too	much	music	is	being	released?	(Indie	Label)	

	

IA	exemplifies	how	this	innovation	can	take	form	a	few	times	during	the	interview.	

	

When	you	don’t	have	as	much	money,	big	managers	and	corporate	muscles	as	

others,	you	need	to	be	personal,	invest	time,	find	and	make	good	offers	and	basically	
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be	clever,	creative	and	alternative	in	your	approach.	Ninety	percent	of	all	my	

concerts	are	solo	concerts,	I	play	guitars	with	effects,	keys,	sing	in	Norwegian	and	

English,	covers	and	original	material.	(...)	If	I	had	been	dependent	on	having	two	or	

three	musicians	and	a	sound	engineer	with	me,	I	couldn’t	live	off	my	concerts	either,	

because	I’d	have	to	split	the	booking	fee	too	many	ways.	(Indie	Artist)	

	

IL	said	that	they	had	already	noticed	a	group	of	educated	artists	emerging	from	some	of	the	

newer	educational	institutions	with	programs	in	music.	

	

Definitely,	I’ve	noticed	that	after	both	Rena	and	Westerdals	were	established,	many	

talented	musicians	started	to	graduate,	that	has	been	very	good	for	the	Norwegian	

music	business(es).	Increased	focus	on	entrepreneurship	and	focus	on	educational	

branches	for	performing	musicians,	everything	embedded	in	it,	there	is	a	lot	to	learn,	

and	approaches	differ	a	lot	between	genres	too…	I’m	thinking	that	there	will	be	a	lot	

of	these	people,	and	they	will	come	from	performing	educations	and	institutions,	

where	there	is	a	large	focus	on	music,	it	has	gotten	a	lot	better.	I	believe	it	will	get	

even	better	when	there	is	more	focus	on	entrepreneurship,	or	whatever	direction	

you	chose,	most	likely	you	can	study	pop	or	rock	soon,	I	think	it’s	going	to	get	more	

specific.	(…)	even	though	it’s	probably	expedient	to	learn	a	bit	about	the	entire	

industry.	(Indie	Label)	

	

The	tip	

To	wrap	up	the	interview,	I	asked	the	respondents	if	they	had	a	specific	tip	for	emerging	

artists	concerning	what	skills	they	should	focus	on	developing.	ML	provided	an	excellent	

exploration	of	what	they	believe	are	the	most	fruitful	way	to	develop	an	artistic	career.		

	

Create	an	artistic	vision.	Who	am	I,	who	do	I	want	to	be,	what	do	I	want	to	express,	

what	will	I	give	to	the	world	that	means	something?	Sit	down	and	make	up	your	

mind	about	these	things,	make	a	plan	of	sorts.	Work	actively	with	it.	Who	should	you	

work	with;	managers,	musicians,	who	should	you	surround	yourself	with?	There	are	

many	artists	that	don’t	work	like	that,	it’s	like…	Some	of	those	artists	that	just	hover	
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around	doesn’t	work	like	that,	they	don’t	have	the	ability	to	think	in	that	way.	Then	

they	need	a	manager,	to	do	it	for	them.	It’s	easy	to	say	and	put	on	paper,	that’s	how	

it	should	be,	that	would	have	been	great…	(…)	It	has	to	go	hand	in	hand	(artistic	

qualities).	If	you	are	an	artist	that	manages	to	do	both,	I	believe	that	is	a	strength.	

(…)	It	is	a	gift	for	us	when	the	artist	knows	where	he/she/they	want	to	go.	One	thing	

is	the	musical	direction,	but	having	a	vision	and	a	reflexive	understanding	of	their	

expressive	efforts,	having	a	common	thread	and	running	theme.	It	is	incredibly	nice	

to	know	that	we	have	something	to	work	with,	instead	of	starting	from	scratch.	That	

is	hard,	we	do	it	all	the	time,	but	it	is	hard.	It	is	about	storytelling.		(Major	Label)		

	

IL,	too,	talked	about	artists	with	reflexive	thoughts	about	the	businesses	and	their	position	

within	the	field.	Social	media	is	brought	to	the	conversation	again	as	highlighted	as	an	

important	arena	for	exposure.	

	

I	am	really	impressed	if	the	artist	has	made	some	thoughts	about	the	totality	of	their	

endeavor.	That	is,	being	aware	of	the	industry	that	you’re	in,	having	some	

knowledge	about	it,	oh,	and	taking	lyrics	seriously.	(…)	Lyrics	are	more	important	

than	people	believe,	in	my	opinion.	So,	if	you	are	aware	of	the	industry	that	you’re	in	

and	know	a	little	about	it	and	have	your	own	opinions	concerning	it,	you’re	not	

supposed	to	know	everything,	that’s	why	you	need	help	(from	the	established	

industries).	Yes,	learn	about	the	business	of	the	industries,	I	mean	that,	that	is	

expedient.	(…)	you	need	to	know	that	Spotify	is	more	important	than	Tidal.	Basic	

stuff.	That	P3	(Norwegian	radio	channel	for	youth	under	30	(NRK	2018))	receives	a	

hundred	new	songs	every	week.	You	can’t	get	grumpy	if	your	song	isn’t	listed	right	

away.	It	is	more	intricate	than	that,	it	is	a	lot	of	noise	out	there.	(…)	and	know	that	

social	media	is	important	for	the	spread	of	your	music.	(Indie	Label)			

	

A	good	tip	is	to	get	some	thoughts	down	about	your	music,	where	you	want	to	go	

and	set	goals.	(...)	We	can	of	course	set	goals	together	with	artists	and	

managements,	but	it	is	really	great	if	you	have	your	own	thoughts.	That	is	a	great	tip	

when	you’re	going	out	to	present	yourself.	(Indie	Label)	
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IA	summarized	aspect	from	its	own	career,	and	highlighted	what	had	been	the	most	

important	factors	for	successful	projects.	

	

As	an	entrepreneur,	you	need	to	be	well	read,	take	your	time	and	you	need	to	see	

what	people	you	have	around	you,	which	ones	you	can	use,	what	qualities	they	

have,	and	they	all	have	to	be	allowed	to	work	in	their	own	way.	You	can’t	have	

people	working	for	free	and	micro	manage	everything	they	do	at	the	same	time.	You	

need	to	manage	that	balance	of	oversight,	being	the	boss	and	at	the	same	time	

allow	people	to	work	within	their	own	parameters.	(Indie	Artist)	

	

If	you	are	going	to	be	an	entrepreneur,	agreements	must	happen	in	writing.	

(Indie	Artist)	

	

IM	focused	mainly	on	artists	making	music	in	a	different	manner	than	before,	with	the	

creation	of	music	in	a	sort	of	flux,	with	constant	sharing	and	continuous	feedback	being	

important	factors.		

	

The	ability	to	be	unafraid	and	willing	to	share	music.		

(Indie	Management)	

	

IM	further	explains	that	the	previously	mentioned	product-market	fit	is	important	and	that	

many	artists	make	music	that	have	little	to	no	appeal.	

	

They	have	no	chance	of	selling	it,	a	large	reason	for	that	is	that	they	don’t	produce	

music	in	that	open	and	including	fashion,	as	we	see	the	young	up	and	coming	are	

doing	it	now.	We	receive	unfinished	drafts	all	the	time,	we	are	allowed	to	give	notes,	

they	share	their	process	all	the	time	and	gets	a	lot	of	feedback	from	all	over	the	

world	along	the	way.	I	believe	that	contributes	to	improve	the	product,	and	test	

whether	or	not	it	works.	People	haven’t	become	more	brilliant	at	making	music	now,	

it	is	just	that	they	allow	themselves	to	try	and	fail.	The	threshold	to	fail	is	so	low,	and	

that	is	super	healthy.	(Indie	Management)	
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6 Discussion	
 

In	this	chapter	I	will	look	closer	at	the	empirical	data	in	a	more	analytical	sense.	The	data	

collected	from	my	respondents	will	be	linked	and	seen	in	relation	to	the	theoretic	

exploration	I	conducted	preceding	chapters.	I	will	deliberate	on	some	of	the	considerations	I	

have	set	as	a	foundation	before	presenting	my	discussion	and	address	the	similarities	and	

differences	that	stood	out	in	the	data	analysis.	Following	the	discussion,	I	will	deliver	some	

strategies	in	which	the	findings	from	this	thesis	can	be	utilized.	Either	to	inform	artists	

looking	to	establish	themselves	in	the	music	industries,	or	students	that	aspire	to	do	the	

same	after	concluding	their	studies.		 	
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6.1 Considerations	of	discussion		
In	the	discussion	of	my	findings,	I	will	try	to	position,	explain	and	exemplify	them	in	a	way	

that	informs	artists,	entrepreneurs	and	potential	others	that	seek	to	develop	their	praxis	

and	understanding.	I	will	refer	back	to	the	theoretical	exploration	to	easily	identify	where	

further	information	can	be	found	on	the	topics	at	hand.	Furthermore,	research	quoted	may	

also	prove	to	be	insightful	reading,	as	it	has	been	for	me.	

	

6.2 Central	findings	
 

Establishing	contact	

Word	of	mouth	appears	to	be	the	best	way	to	get	noticed	by	established	professionals,	as	

they	through	years	of	working	in	the	industries	have	built	up	their	social	and	professional	

network.	The	professionals	have	trust	in	their	own	musical	taste	and	the	proven	taste	of	

their	networks.	Submitting	demo-tapes,	although	encouraged	by	them,	is	seldom	a	success	

for	neither	the	artist	or	the	professional	agents.	Not	to	say	that	it	is	a	complete	failure	

either,	as	the	name	of	the	artist	or	band	will	have	passed	over	the	screen	and	at	the	very	

least	they	know	that	the	artist	exists.		

	

Desirable	qualities	

The	respondents	identified	several	qualities	that	they	looked	for	in	their	potential	business	

partners.	Three	frequented	more	than	the	rest,	the	x	factor,	entrepreneurial	drive	and	social	

media.	The	x	factor	is	described	as	distinctiveness,	uniqueness	of	a	characteristic	or	musical	

nature	that	in	turn	makes	the	artist	stand	out.	Entrepreneurial	drive	is	described	as	the	

ability	to	be	self-driven	and	self-sufficient	in	keeping	their	career	moving	forward.	That	

entrepreneurial	drive	or	force	can	be	described	as	internal	motivation	and	the	ability	to	get	

things	done.	Lastly	the	desirable	qualities	pertaining	social	media	skills	revolves	around	

being	able	to	provide	content	and	connect	with	their	followers.	Social	media	has	according	

to	my	respondents	become	one	of	the	main	sources	for	exposure	and	fan	base	

communication	and	development.	Artists	whom	are	both	capable	and	creative	in	their	

social	platforms	are	more	successful	in	the	promotion	of	their	music	and	brand.	The	artist’s	
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own	capabilities	in	social	media	is	described	as	a	resource	that	the	established	professionals	

value.	

		

Expectations	

All	the	respondents	emphasized	the	importance	of	the	artist’s	commitment.	The	artist	

should	be	the	hardest	working	individual	in	the	entire	team.	It	is	important	to	note,	that	the	

artist	may	perform	many	tasks,	but	the	creation	and	development	of	music	and	artistic	

brand	seems	to	be	the	most	important	work	along	with	promotion	through	social	media.	

Commitment	and	hard	work	are	the	backbone	of	the	artist’s	career	and	the	revenue	stream	

that	they	all	share.	

 

Counterproductive	observations	

The	respondents	portrayed	a	variety	of	pitfalls	that	they	had	seen	artists	enter.	Alienating	

fans	by	drastically	diverging	from	their	established	musical	and	artistic	brand	was	a	common	

mistake	that	seemed	to	happen	frequently	with	sophomore	albums	and	releases	especially.	

Drugs,	in	addition	to	being	illegal	was	also	described	as	unproductive	by	IL,	whom	had	

personal	experience	with	artists	that	had	ventured	in	that	direction.	Neglecting	promotional	

efforts	were	brought	up	as	a	counterproductive	praxis,	as	promotion	drives	sales	and	the	

development	of	the	artist’s	fan-base.	Having	a	poor	team	surrounding	the	artist	was	also	

identified	as	counterproductive,	as	it	hampers	the	development	and	progress	of	the	artist’s	

career.	IA	told	about	the	lingering	effects	of	participating	in	reality	talent	shows	and	

apparent	fast-tracks	to	success,	describing	how	the	brand	associated	with	these	shows	will	

latch	on	to	the	artist	for	several	years.	IA	said	that	artists	should	remember	that	all	that	

glitters	aren’t	gold.	IM	told	about	artists	that	create	and	distribute	music	in	formats	that	

don’t	appeal	to	the	masses	are	being	counterproductive,	as	they	should	research	if	there	is	

a	product-market	fit	before	making	big	investments	in	terms	of	album	releases	and	such.	

 

Entrepreneurship	

The	respondents	identified	characteristics	and	skills	that	they	believed	to	be	a	strength	for	

an	artist	to	possess.	Curiosity	around	the	profession	and	praxis	of	artistic	work,	seeking	

information,	trying	out	new	things	and	pushing	boundaries.	Adaptability	–	being	able	to	
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quickly	adapt	to	new	situations	and	changes,	seeing	new	opportunities	instead	of	focusing	

on	the	negative	ramifications	of	the	changes	that	occur.	Being	organized	was	brought	up	as	

one	entrepreneurial	trait	that	the	respondents	favored	in	their	artists,	and	the	ability	to	

recognize	the	bigger	picture	and	strive	to	develop	all	the	aspects	of	their	artistic	brand.	

Having	some	or	all	of	these	skills	is	not	enough	on	their	own.	The	respondents	said	that	

these	skills	had	to	go	hand	in	hand	with	artistic	quality.	If	that	was	all	present	they	had	

found	that	these	artists	were	the	best	potential	signings.	Artists	with	entrepreneurial	skills	

tend	to	go	further	in	the	industries	according	to	my	respondents,	they	have	more	success	in	

their	artistic	endeavors.		

	

Entrepreneurial	education	and	learning	for	artists	

The	respondents	all	agreed	that	entrepreneurial	skills	were	a	large	plus	for	artists	to	

possess.	However,	some	of	them	also	pointed	out	that	the	artists	with	the	most	edge,	

character	and	uniqueness	often	emerged	from	more	extreme	environments	as	they	called	

it.	That	the	environments	they	emerge	from	have	put	them	through	some	hardships	that	

have	given	them	a	distinctiveness	that	they	couldn’t	quite	describe.	It	was	portrayed	as	a	

will	to	fight	of	sorts.	That	will	to	fight	enables	the	artists	to	take	risks	in	their	musical	

endeavors,	resulting	in	unique	and	edgy	characteristics	both	in	them	as	artists	and	in	their	

music.	IM	especially,	described	that	he	had	been	in	contact	with	a	lot	of	young	artists	that	

he	argued	were	too	educated,	meaning	that	they	had	the	entrepreneurial	skills	that	they	

really	like	to	see,	but	that	their	music	simply	wasn’t	appealing	for	them	as	a	company,	that	

their	music	was	too	generic	and	undistinctive.	IM	highlighted	the	fact	that	these	individuals	

often	came	from	courses	and	classes	that	emphasized	the	strategic	and	administrative	skills,	

and	that	the	artistic	qualities	often	suffered	as	a	result.	Being	innovative	and	creative	in	

music	and	artistic	branding	while	still	maintaining	an	organized,	reflexive	and	strategic	

mindset	seems	to	be	some	of	the	most	frequently	occurring	aspects	of	what	my	

respondents	believe	entrepreneurial	learning	for	artists	should	revolve	around.	The	

reflexive	aspect	pertains	what	the	artist	is	creating	and	making,	what	makes	it	unique	and	

where	do	they	fit	in	the	industries	as	a	whole.	Understanding	of	the	music	industries	and	

how	they	fit	together	is	a	part	of	this	reflexive	mindset	too,	as	they,	as	artists	need	to	

navigate	the	industries	and	find	their	own	place	within	it.	
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The	tip	

The	tip	was	the	concluding	part	of	the	interviews,	where	the	respondents	stated	what	they	

believed	artists	could	benefit	the	most	from	developing	on	their	own.	Building	an	artistic	

vision	was	one	of	these	tips,	ask	yourself	as	an	artist;	who	am	I	as	an	artist,	what	do	I	want	

to	express.	Make	a	plan	for	the	future	of	your	artistic	brand.	Be	reflexive	about	your	abilities	

as	an	artist,	your	position	in	the	industries	and	how	you	fit	in	the	big	picture.	Build	a	team	to	

support	your	career	and	utilize	social	resources	by	engaging	friends,	acquaintances	and	

family	to	help	you	moving	forward.	Artistic	brand	and	totality,	create	an	artistic	brand	that	

informs	all	other	efforts	of	your	career,	making	everything	come	together	as	a	full	package.	

Don’t	be	afraid	to	share	music	as	you	create	it,	the	feedback	you	get	can	help	make	your	

songs	even	better,	and	it	makes	the	people	that	are	allowed	to	listen	throughout	the	

development	feel	more	invested	in	your	career.	Do	your	business	in	writing,	all	agreements	

and	contracts,	even	write	down	when	an	acquaintance	offers	to	help	you	with	something.	

Learn	about	the	music	industries,	as	it	helps	you	navigate	and	utilize	the	possibilities	and	

opportunities	that	arise.	
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6.3 Relationship	between	theory	and	findings	
 

One	of	the	things	I	wanted	to	examine	during	this	thesis	was	whether	or	not	the	

entrepreneurial	theories	were	reflected	in	the	statements	made	by	my	respondents,	that	

are	actively	working	in	the	industry	looking	for	new	talent	and	developing	artists.	Some	of	

the	characteristics	they	highlighted	in	the	interviews	aligned	with	characteristics	for	

successful	artists	and	musicians	defined	by	David	Baskerville	in	his	book	Music	Career	

Handbook	and	Career	Guide.	Characteristics	1,2	and	4	especially.	The	need	for	hard	work,	

entrepreneurial	drive	and	commitment	identified	by	the	respondents	corresponds	with	

Baskerville’s	characteristic	number	one;	They	are	strongly	motivated;	they	really	want	to	

win	(Baskerville	1990,	p.	22).	The	reflexive	relationship	to	artistic	abilities,	along	with	the	

distinctiveness	and	edge	portrayed	by	the	respondents	corresponds	with	Baskervilles	

characteristic	number	two;	They	are	talented	—	and	they	surround	themselves	with	

talented	associates	(Baskerville	1990,	p.	22).	The	respondents	also	highlighted	artists	

knowledge	about	how	the	industries	work,	I	believe	that	that	qualifies	as	important	

information,	and	thus	it	is	directly	relatable	to	Baskerville’s	fourth	characteristic;	They	get	

the	important	information	(Baskerville	1990,	p.	22).	

	

I	believe	that	the	third	characteristic	Baskerville	identifies	may	be	applicable	for	artists	that	

don’t	necessarily	want	to	establish	themselves	in	the	major	industries,	but	still	want	it	to	be	

a	profession.	They	hang	in	there	and	work	hard,	even	though	their	potential	exposure	is	less	

commercial	in	its	appeal.	These	artists	don’t	necessarily	cross	paths	with	my	respondents	

too	often.	They	play	the	slow	and	steady	game,	as	Baskerville	identifies	it;	They	persevere;	

they	hang	in	there	until	they	win.		

	
ML	told	about	the	difficulties	the	label	faced	during	the	late	2000s,	and	the	process	they	

initiated	to	restructure/reinvent/refocus	their	business.	The	process	described	showed	

great	similarities	to	Kotler	et	al’s	(1989)	four	fundamental	pillars.	Depicting	that	the	

marketing	theory	at	the	very	least	is	implemented	with	great	success	by	the	label	in	

question.	When	their	business	was	in	decline	due	to	the	falling	physical	record	sales,	they	

initiated	large	surveys	and	research	that	sought	to	learn	more	about	their	own	target	
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market	and	the	behavioral	characteristics	of	that	same	group.	They	surveyed	what	their	

consumers	listened	to,	where	they	listened	to	it,	when	they	listened,	what	social	media	

habits	they	had,	which	blogs	they	read,	and	created	a	large	report	that	acted	as	a	guide	for	

future	marketing	endeavors.	ML	concluded	her	description	of	the	process	by	stating	that	for	

an	artist	to	be	able	to	think	and	undertake	similar	processes	regarding	their	own	career	was	

highly	favorable	and	encouraged.	This	links	directly	to	Marshall	observations	on	the	change	

the	music	industries	faced	when	streaming	and	on-demand	music	had	its	breakthrough.	
 

While	still	publicly	criticizing	piracy	and	campaigning	for	improved	copyright	

enforcement,	the	record	industry	apparently	accepted	that	it	would	have	to	adapt	to	

consumer	behavior	(Marshall	2015,	p.184)	

	

Morris	highlights	the	opportunities	that	social	media	have	brought	artists,	opportunities	

that	enables	artists	to	utilize	different	strategies	to	establish	themselves	and	their	artistic	

brand	in	the	music	industries.	These	entrepreneurial	opportunities	that	the	theory	describes	

also	surfaced	in	the	interviews	when	the	respondents	highlighted	the	utilization	of	social	

media	and	its	potential	as	desirable	qualities	in	their	artist	it	seems	self-explanatory	that	

these	aspects	are	present	in	both	theory	and	praxis.	

	

“An	artist	can	seek	out	opportunities	that	arise	with	the	coming	of	new	media	and	in	

that	way,	portray	entrepreneurial	tendencies”	(Morris	2014).	

	

I	believe	that	this	process	is	growing	more	comprehensive	as	these	new	opportunities	are	

developed,	and	even	new	ones’	surface.	This	will	demand	more	of	artists	in	terms	of	

entrepreneurial	skills	and	tools	in	the	years	to	come.	
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6.4 	Utilization	of	findings	to	improve	practices	
 

Education	

The	findings	from	this	study	can	be	utilized	towards	the	means	of	improving	entrepreneurial	

education	in	music	education	for	performers.	I	would	argue	that	referring	to	specific	

statements	regarding	what	established	agents	in	the	industries	see	as	desirable	qualities	

could	act	as	great	motivation	for	students.	As	the	theoretical	exploration	stated;	

entrepreneurship	has	to	be	defined	in	a	way	that	informs	and	guides	the	effort	(Beckman	

2007,	p.	102).	I	believe	that	findings	from	this	study	can	both	guide	and	inform,	as	the	

respondents	have	identified	qualities	that	they	find	appealing	in	their	artists,	guiding	

towards	where	the	effort	should	be	put	in.	They	also	explain	why	they	find	these	qualities	

appealing,	informing	the	relevance	and	possible	uses	of	entrepreneurship.	Both	the	survey	

Spill	på	flere	strenger	by	Arnesen	et	al	(2014)	that	identifies	a	need	for	improvement	in	

entrepreneurial	learning	on	educational	institutions	and	White’s	analysis	of	

entrepreneurship	in	the	arts	sector	in	the	US	points	(2017,	as	referenced	in	2.4)	to	the	fact	

that	entrepreneurship	in	education	needs	to	be	developed	further	in	the	coming	years.	One	

way	to	do	it	is	to	consider	the	two	philosophical	approaches	or	stances	identified	by	

Beckmann	(2007).	The	two	are	new	venture	creation	and	transitioning,	where	I	believe	the	

transitioning	stance	is	more	expedient	to	utilize,	however	for	students	or	individuals	who	

possess	a	talent	for	entrepreneurship	should	attempt	to	find	inspiration	in	both	approaches.	

	

Entrepreneurial	tools,	mindsets	and	strategies	for	artists	

As	established	throughout	this	thesis,	a	key	ingredient	in	an	entrepreneurial	stew	is	the	

ability	to	identify	and	exploit	possibilities.	I	have	assessed	the	insights	provided	by	

interviews	and	literature	and	will	attempt	to	provide	a	few	ways	to	improve	the	practices	of	

performing	individuals,	bands/groups	and	organizations	alike.	First	and	foremost,	artists	

aspiring	to	develop	a	career	within	the	music	industries	find	themselves	forced	to	get	

acquainted	and	familiarized	with	a	number	of	roles	and/or	functions.	In	order	to	build	their	

careers	towards	a	competitive	product	that	can	catch	the	interest	of	the	established	

business-associates	of	the	popular	music	industry,	such	knowledge	is	paramount	

(Baskerville	1990,	p.	22).	It	is	important	to	note	that	not	all	artists	necessarily	want	to	enter	
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partnerships	with	the	established	agents.	In	that	case,	familiarizing	themselves	with	the	

same	roles	and	functions	within	the	industries	will	still	contribute	towards	successfully	

running	their	careers	on	their	own.	If	they	at	any	point	reconsider	and	feel	the	need	for	a	

more	established	backing,	the	ground	work	would	still	be	done,	and	knowledge	of	which	

tasks	they	want	to	relinquish.	Engaging	with	a	guide	similar	to	the	following	sub-sections	in	

a	strategic	and	organized	manner,	could	serve	as	a	starting	point	for	performers	that	want	

to	develop	their	entrepreneurial	skills	in	a	performing	arts	context.	This	section	is	inspired	

by	Debbie	Stanley’s	(2017)	experiences	in	helping	musicians	get	their	careers	moving	and	

insights	provided	by	the	interviews	and	researched	literature.		

	

Getting	organized	

The	single	most	important	step	of	building	a	career	is	getting	organized,	and	committing	to	

the	process.	Creating	a	strategic	plan	for	what	the	artist	wants	to	achieve,	how	to	achieve	it	

and	in	what	time	frame,	constitutes	the	parametric	framework	that	should	be	the	backbone	

of	any	project	(Leenders	et	al.	2015).	The	respondents	all	emphasized	the	importance	of	

hard	work	and	commitment	to	career-development.		Managing	time,	consistency	and	

creating	personal	routines	will	contribute	towards	achieving	the	goals	that	have	been	

established.	The	goals	and	objectives	should	always	be	realistic,	as	motivation	will	be	

boosted	upon	achieving	intermediate	objectives,	which	in	turn	helps	to	keep	the	

momentum	towards	the	main	goal.	Once	the	direction	has	been	established,	the	key	is	to	

stay	consistent	and	work	towards	executing	the	plan	that	has	been	developed	to	achieve	

the	goal.	The	organizational	phase	is	where	the	main	strategizing	takes	place,	in	order	to	

develop	a	well-functioning	strategy,	certain	considerations	need	to	be	taken	into	account.	

The	ability	to	analyze	and	position	oneself	within	the	industries	at	large,	makes	it	easier	to	

contextualize	and	target	efforts.	Throughout	the	interviews,	entrepreneurial	force	and	drive	

were	stated	as	desirable	qualities	in	a	potential	signing	or	business	partner.	Getting	

organized	and	target	oriented	is	an	excellent	way	to	acquire	and	start	developing	

entrepreneurial	drive.		

	

Finding	artistic	image	and	sound	

Discovering	an	artist’s	strengths	and	uniqueness	is	crucial	to	know	where	to	begin	and	how	

to	start	building	and	developing	an	artistic	brand.	Examples	include	characteristic	voice,	
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virtuosity,	quirky	lyrics,	unique	phrasing,	intricate	songwriting,	tasteful	production,	

charismatic	persona	etc.	Any	artist	may	have	one	or	more	of	these,	but	it	is	the	ability	to	

discover	ways	of	personifying	these	qualities	to	their	artistic	vision	that	builds	the	artist	as	a	

whole.	The	music	should	preferably	line	nicely	up	with	the	overall	aesthetic	of	the	artist,	

visually,	thematically	and	sonically.	The	process	can	be	challenging	and	slow	going	initially,	

but	having	these	elements	on	hand	help	stake	out	the	general	course	of	the	artistic	profile.	

It	will	provide	an	overall	vision	and	goal	that	should	define	all	other	endeavors	the	artist	

undertakes	(Gregory	2016).	This	quest	for	a	sound	matching	a	visual	profile	and	lyrical	

theme	serves	as	a	synergy	with	the	marketing	endeavors	of	an	artist.	Together	creating	a	

unified	front,	establishing	the	brand	of	the	artist.	This	is	also	where	the	artist	should	try	to	

develop	and	incorporate	the	edginess	needed	to	stand	out	from	the	masses.	This	edge,	or	x-

factor	was	what	the	respondents	all	prized	as	the	most	desirable	trait	of	an	artist.	

	

Songwriting		

In	order	to	be	able	to	develop	the	artistic	profile	as	a	whole,	the	artists	should	be	involved	in	

the	 songwriting.	 This	 is	 not	 an	 absolute	of	 course,	 but	 being	 able	 to	provide	 inputs	 as	 to	

what	melodies	comes	naturally,	what	phrasing	and	which	choice	of	words,	will	help	develop	

the	overall	 aesthetic	and	authenticity.	The	performer	will	not	be	merely	executing	a	 song	

that	someone	else	has	composed,	but	will	actually	have	been	a	part	of	the	creation	and	thus	

be	 able	 to	 perform	with	 greater	 passion	 and	 credibility.	 Furthermore,	 it	will	 be	 easier	 to	

incorporate	 the	established	 lyrical	 themes	and	 solidify	 the	 artist’s	 brand.	 If	 an	 artist	 lacks	

experience	in	co-writing	music	with	others,	a	good	idea	is	to	attend	some	low-key	sessions	

with	friends	&	acquaintances,	just	to	get	familiarized	with	the	situation	and	not	tensing	up	

and	choking	when	meeting	professional	writers	(Baskerville	1990,	p.	31).		

	

Producing	a	demo	

The	pre-production	phase	for	a	studio	recording	should	be	as	thorough	as	possible,	but	not	

to	the	extent	of	a	finished	production.	A	sketch	of	sonic	elements,	and	all	the	parts	of	the	

song.	It	can	save	the	artist	costs	by	reducing	the	time	needed	in	a	professional	studio	to	get	

things	done	(if	the	artist	choses	to	utilize	a	professional	studio	at	all).	At	this	stage,	artists	

should	be	working	on	arrangements	and	fine	tuning	the	song,	preparing	for	studio	recording	

to	be	as	efficient	and	smooth	as	possible.	In	addition,	this	process	will	provide	blueprints	of	
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an	artist’s	 songs,	 acting	as	 an	unreleased	back	 catalog	of	 songs	 to	 choose	 from	or	evolve	

further.	In	relation	to	studio	work	and	compiling	a	release,	having	a	catalogue	will	save	time.	

As	 an	 upstart	 artist,	 a	 good	 idea	may	 be	 to	 try	 out	 the	 songs	 in	 a	 live	 setting	 as	well	 as	

recording	demos,	to	see	how	the	audience	reacts	and	responds,	and	use	that	information	to	

continue	developing	the	song	toward	 its	 full	potential.	This	came	up	 in	the	 interview	with	

IM,	they	received	a	Soundcloud	link	with	close	to	forty	songs,	that	the	artist	was	working	on,	

or	had	in	the	back	catalog.	They	said	that	they	valued	this	open	and	continuous	sharing	of	

works	in	progress,	as	it	allowed	them	to	give	feedback	and	help	develop	the	songs.		

	

Making	the	product	

Artists	need	to	make	tactical	and	creative	decisions	concerning	when	and	how	to	record	and	

release	albums,	EPs	or	 singles.	 Taking	 into	account	what	 is	de	 facto	procedure	within	 the	

genre	 may	 work	 as	 a	 pointer,	 and	 then	 decide	 whether	 or	 not	 to	 follow	 the	 trend	 or	

intentionally	go	against	it	to	distinguish	oneself	from	other	acts.	At	this	stage,	the	artist	will	

have	 to	 combine	 many	 of	 the	 entrepreneurial	 ways	 of	 thinking	 to	 figure	 out	 how	 the	

upcoming	release	should	be	recorded,	mixed	and	mastered.	Will	the	artist	utilize	a	full	band,	

or	 will	 some	 of	 the	 instruments	 be	 software	 instruments?	 Who	 will	 be	 the	 production	

engineer	 (producer),	 who	 should	 play	 live	 instruments	 (if	 applicable),	 where	 will	 the	

recording	 take	 place,	 will	 it	 be	 a	 professional	 studio,	 or	 will	 it	 be	 a	 DIY-release?	 	 Also,	

promotional	material	can	be	created	in	the	studio	by	providing	behind	the	scenes	footage	

that	fans	generally	are	very	interested	in	(Salo,	Lankinen,	and	Mäntymäki	2013).	The	artist	

need	to	plan	for	the	material	to	be	exclusive,	while	not	unintentionally	spilling	any	secrets	

or	spoilers	for	the	upcoming	release.	All	the	respondents	portrayed	that	sharing	behind	the	

scenes	content	on	social	media	was	helpful	in	maintaining	and	strengthening	their	relation	

to	fans,	this	is	also	backed	up	by	Salo	et	al,	who	looked	at	The	Use	of	Social	Media	for	Artist	

Marketing	(2013).	

	

Distribution	and	marketing	

In	order	to	maintain	consistency	in	marketing	and	promotion,	an	artist	needs	to	work	

towards	defining	an	artistic	brand,	this	is	evident	in	both	the	research	and	data	collection	of	

this	thesis.	This	brand	will	serve	as	an	overarching	profile	that	all	other	aspects	will	have	to	

be	contingent	on,	and	consistent	with.	How	to	distribute	the	music	should	be	determined	
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well	before	the	recording	is	actually	completed,	as	the	pre-promotional	campaign	could	

already	be	underway	and	the	consistency	of	where/when	it’s	going	to	be	released	is	

important	for	fans.	Will	the	artist	mainly	be	based	on	digital	distribution,	or	will	physical	

distribution	be	a	part	of	the	equation	as	well?	The	cost	of	each	approach,	or	combinations	

of	the	two	differ	and	should	therefore	be	planned	well	in	advance	and	included	in	the	

artist’s	financials	(getting	organized).	If	an	artist	engages	in	physical	distribution,	many	

considerations	has	to	be	made.	Will	the	artist	be	shipping	these	CDs	to	fans,	or	will	the	CDs	

only	be	sold	in	the	vicinity	of	the	artist’s	hometown	or	at	shows?	Following	a	release	or	a	

show	there	should	be	a	campaign.	Will	the	promotional	campaign	aim	to	promote	the	

project	or	artist	as	a	whole,	or	does	it	seek	to	only	promote	a	specific	event	or	a	single	

release?	In	either	case	the	consistency	with	the	artistic	brand	will	have	to	be	impeccable	in	

order	to	gradually	build	the	credibility	and	image	of	the	artist	(Gregory	2016).	Normally	a	

campaign	promoting	one	specific	event	only	will	be	initiated	by	the	venue,	therefore	an	

artist	should	seek	to	cooperate	in	the	development	of	the	strategy.	Marketing	endeavors	

can	take	three	main	forms.	Terrestrial,	which	is	everything	done	with	assets	in	the	physical	

world.	Digital,	which	is	everything	done	in	the	virtual	world,	which	is	a	lot	more	common	

than	the	terrestrial	in	the	current	market	(Stanley	2017,	103).	The	third	and	last	form	of	

marketing	is	relational	and	consists	of	all	two-way	communication,	and	as	such	it	can	

overlap	with	both	the	terrestrial	and	digital	form.	This	is	where	an	artist	can	make	good	use	

of	its	social	networks.	This	marketing	also	encompasses	promotion,	as	all	the	respondents	in	

my	study	identified	as	very	important	in	the	process	of	building	an	artist.	As	IL	said;	“If	you	

don’t	promote,	a	terrible	thing	happens	–	nothing.”	

	

Booking	shows	

Venues	that	have	a	steady	amount	of	live	shows	is	a	good	place	to	start.	In	general,	the	

customers	that	regularly	hang	out	at	that	venue	will	expect	live	music.	Playing	at	that	venue	

will	pose	little	risk	for	the	owners,	and	they	might	allow	an	act	to	play	without	taking	any	of	

their	money.	Another	great	place	to	start	could	be	playing	at	local	coffee-shops	if	the	music	

is	suitable	for	a	relaxed	atmosphere.	It	will	allow	the	artist	to	gain	valuable	live-experience	

as	well	as	provide	exposure	and	potential	new	fans.	Booking	in	general	is	time	consuming,	

but	having	a	structured	approach	will	greatly	save	time	and	increase	chances	of	success.	

Research	suitable	venues,	which	days	generally	draws	more	people,	locate	the	proper	
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person	to	contact	and	reach	out.	Have	template	contracts	at	the	ready,	and	tailor	them	to	

reflect	the	deal	that	is	ultimately	made	with	the	venue.	As	the	Indie	Artist	said;	“If	you	are	

going	to	be	an	entrepreneur	–	agreements	must	happen	in	writing.”	

	

Economic	overview	and	control	

Most	upstart	artists	have	part	time	jobs	besides	their	music	career	(Weatherston	2013,	

Reeder	2007).	In	order	to	keep	a	good	track	of	how	things	are	going,	it’s	important	to	

separate	the	business-income	derived	from	music	or	cultural	endeavors	and	income	that	

hails	from	a	part	time	job.	Keeping	these	apart	helps	gauging	how	your	business	is	going,	

and	makes	it	easier	when	dealing	with	taxation.	With	time,	chances	of	predicting	income	

from	different	aspects	of	the	business	will	increase,	and	thus	it	is	a	good	idea	to	start	saving	

a	specified	amount	or	percentage	of	total	income,	to	reinvest	in	new	music	products,	hiring	

out	marketing	or	PR,	paying	musicians	or	just	have	some	money	on	hand	as	a	buffer.	

Seeking	alternative	or	additional	means	of	income	can	be	time-consuming,	but	might	well	

be	worth	it,	whether	there	is	a	lot	of	money	to	be	made	or	not,	as	many	attempts	at	this	will	

inherently	create	a	marketing	possibility	as	well.	This	aspect	of	the	artist	career	is	perhaps	

the	most	important	to	be	incorporating	entrepreneurial	thoughts,	planning	and	executing	

the	strategy	with	a	strong	understanding	of	the	related	economic	ramifications	will	greatly	

increase	the	chance	of	success.	IM	for	example	mentioned	that	one	of	their	artists	painted	

in	addition	to	being	in	a	successful	band,	and	that	the	band	made	a	lot	of	content,	always	

using	their	creative	skills	to	their	advantage,	and	thus	increasing	the	number	of	sources	of	

income.	Morris	too,	identified	the	opportunities	that	arise	with	new	media	and	the	ability	to	

utilize	entrepreneurial	skillsets	to	benefit	from	these	(Morris	2014,	as	referenced	in	6.3).	

	

Communication	

“You	can	think	about	all	the	people	in	your	life	as	three	basic	groups:	Inner	circle,	

acquaintances,	and	fans”	(Stanley	2017,	55).	Inner	circle	consists	of	the	people	closest	to	

your	heart,	people	you	have	strong	connections	with.	This	does	not	necessarily	mean	that	

you	are	related	by	blood	or	law	etc.	Acquaintances	are	the	group	of	individuals	that	are	just	

outside	your	inner	circle,	casual	friends,	fellow	musicians	or	industry	professionals	etc.	This	

group	is	where	networking	contacts	will	be	situated,	these	are	contacts	that	may	prove	

essential	in	further	evolving	the	career.	All	the	respondents	said	that	they	mainly	get	in	
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touch	with	new	business	partners	or	artists	through	their	network	and	word	of	mouth,	

rendering	this	topic	extremely	important.	Lastly	the	group	of	fans	exists	beyond	all	the	

acquaintances.	This	group	largely	consists	of	individuals	feeling	they	have	a	connection	to	

the	artist	(thanks	to	your	excellent	work	in	marketing),	often	this	relation	is	a	one-way	

communication.	There	are	several	ways	of	communication	that	generally	fare	better	than	

others,	especially	for	an	artist	looking	to	build	and	keep	a	good	reputation.	Express	

gratitude,	even	for	small	things	as	it	shows	that	the	artist	is	appreciative	of	all	help	and	

support	and	does	not	take	the	privileges	for	granted.	Follow	through	on	promises,	deals	or	

appointments	made,	as	it	will	build	the	reliability	of	the	artist,	which	can	never	get	too	

good.	Communicating	and	replying	as	soon	as	possible	allow	others	to	make	inquiries	and	

not	be	left	hanging	or	waiting	for	a	response	that	might	impact	other	decisions	at	their	end,	

putting	associates	in	a	tight	spot	is	never	advisable.	Make	sure	that	the	artist	always	shows	

respect	to	everyone	around,	in	doing	this	the	artist	will	always	have	the	opportunity	to	get	

booked	again.	Offering	a	hand	to	a	less	experienced	artist	or	business	acquaintance	is	a	

great	opportunity	to	work	on	networking	as	well	as	greatly	increasing	the	chance	of	being	

helped	in	return.	The	respondents	also	mentioned	personal	chemistry	as	important,	and	as	

such,	communicating	clearly,	maintaining	your	acquaintances	and	relations	while	being	

respectful	and	attentive	is	a	good	advice.	

	

Music	business	understanding	

All	the	respondents	in	this	study	expressed	that	a	knowledgeable	artist	was	preferential	

over	a	less	knowledgeable	one,	provided	that	their	artistic	qualities	were	tied.	The	

knowledge	in	question	was	generally	the	knowledge	of	music	business	understanding,	and	

reflexive	ability	concerning	the	artist’s	skills	and	position	in	the	industries.	One	of	the	first	

steps	towards	a	successful	career	as	an	artist	and	entrepreneur	should	therefore	be	

acquiring	a	broad	overview	of	the	industries,	and	learn	about	what	the	different	industries	

really	does	and	how	they	fit	together.	When	this	knowledge	is	in	hand,	then	identify	the	

artist’s	own	strengths	and	potential	target	group	and	reach	out	to	the	appropriate	agencies	

and	individuals	that	already	works	with	those	target	groups	and	represents	artists	in	genres	

that	coincide	with	the	artist	in	question.	
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6.5 Summary	
	 	

The	music	industries	are	hard	to	maneuver	for	an	upstart	artist	or	entrepreneur.	I	believe	

that	the	current	development	of	the	industries	and	the	increasing	number	of	ways	to	build	a	

career	will	demand	more	of	artists	in	regards	to	strategic	thinking	and	entrepreneurial	

skillsets.	It	seems	that	artists	are	now	expected	to	develop	their	artistic	brand,	long	term	

vision	and	career	into	something	that	closely	resembles	a	professional	package	or	product,	

even	before	engaging	or	even	reaching	out	to	professionals	in	the	industries.	In	order	to	

achieve	this,	artists	have	to	invest	large	amounts	of	time	and	effort,	and	as	my	respondents	

have	said;	“They	should	want	it	more	than	we	do”.	The	artists	are	the	ones	that	are	

conveying	a	message	and	want	to	impact	the	community,	the	established	agents	are	a	

supporting	team	that	lends	their	experience	and	expertise.	With	that	in	mind	artists	should	

consider	themselves	entrepreneurs,	or	at	least	align	themselves	with	someone	who	can	

help	them	develop	this	long-term	plan,	if	their	own	capabilities	for	strategic	thinking	and	

development	is	limited.		
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7 Conclusion and concluding remarks 
	

This	thesis	has	sought	to	answer	the	question:	

“Which	parts	of	performing	artists’	entrepreneurial	skillsets	are	valued	in	the	established	

industries,	and	how	can	artists	acquire	and	develop	these?”	

	

Throughout	the	thesis,	I	looked	at	theoretical	approaches	and	considerations,	identified	the	

skills	that	are	valued	and	desired	by	the	professionals	in	the	industries	and	made	some	

suggestions	to	improve	praxis	of	performing	artists	and	entrepreneurs	as	well	as	curricula	

pertaining	cultural	entrepreneurship.	This	process	has	lead	me	down	many	a	path	that	I	had	

not	considered	and	has	proved	to	be	a	momentous	task.	Entrepreneurship	within	a	cultural	

and	music	specific	context	interconnects	with	a	wide	variety	of	fields	of	studies	and	

industries,	and	acquiring	sufficient	knowledge	about	all	these	factors	has	been	challenging,	

but	also	immensely	interesting.	I	were	unable	to	go	in	as	in	depth	as	I	wanted	on	several	

topics	due	to	the	limitations,	both	in	time	and	magnitude	of	the	thesis.	As	the	quote	from	

Gary	Burns	(1997)	in	section	2.1		states,	ascertaining	the	knowledge	of	all	relevant	fields	of	

study,	industries	and	historic	context	is	simply	an	insurmountable	task.	As	he	further	

suggests,	I	have	attempted	to	provide	a	modicum	of	contextualization	throughout	the	thesis	

to	inform	my	choices,	opinions	and	reflections.	Interestingly,	this	insurmountable	task	of	

knowing	everything	can	be	seen	as	a	parallel	to	the	expectations	towards	artists	to	have	

knowledge	about	the	industries,	create	impeccable	music	that	is	both	authentic	and	

commercially	potent,	being	an	expert	on	social	media,	devising	long	term	business	plans	

and	develop	a	unique,	distinctive	and	edgy	persona.		

	

I	believe	that	the	central	findings	can	inform	and	guide	efforts	in	the	future	to	become	more	

targeted	and	context	specific,	both	for	artists,	entrepreneurs	and	potentially	also	

entrepreneurial	curricula	in	music	education	institutions.	I	will	summarize	with	some	

hypotheses	that	hopefully	will	spur	interest	and	inspiration	for	further	research	and	studies	

to	solidify	and	formalize	the	field	of	cultural	entrepreneurship	for	artists	and	musical	acts	in	

the	music	industries.	
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Hypotheses	

 

As	distinctiveness	and	edge	is	portrayed	as	the	single	most	important	factor	for	signing	new	

artists,	development	of	a	unique	artistic	identity	should	be	the	primary	focus	for	upstart	

artists	that	want	to	position	themselves	within	the	established	industries.	

	

As	strategic	approaches	towards	building	artistic	identity,	future	plans	and	establishing	a	

viable	career,	is	important	in	order	to	reach	the	professional	level	needed,	entrepreneurial	

mind-	and	skill-sets	are	valuable	resources	in	this	endeavor.		

	

An	increased	focus	on	entrepreneurial	curricula	in	music	educational	institutions	will	

improve	students’	prospects	for	a	successful	career	as	artists	in	the	music	industries.	

	

Artistic	identity,	vision	and	brand	can	be	created	through	the	utilization	of	entrepreneurial	

strategies.	

	

With	the	growing	importance	of	social	media	as	a	means	of	exposure,	communication	on	

these	platforms	in	music	educational	institutions	will	provide	more	competitive	students	in	

their	transition	from	education	to	profession.	
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