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ABSTRACT	
A	 study	 of	 the	 creative	 processes	 within	 the	 Danish	 music	 industry	 indicates	 that	 the	

interactions	and	thereby	the	relationship	between	the	record	companies	and	the	artists	are	

experiencing	frictions	due	to	different	perceptions	of	success.	The	study	further	states	that	

the	 interactions	between	the	two	associates	are	affected	by	a	 lot	of	external	 factors	within	

the	 legal-,	 economic-,	political-,	 technological-,	 and	social	areas.	The	aim	 is	 thus	 to	explore	

how	navigation	within	the	industry	should	take	place,	in	order	to	avoid	the	clashes	and	gain	

success.	 The	 case	 study	 of	 the	 artist	 Francis	 Bowie	 is	 therefore	 applied	 to	 explore	 and	

understand	how	the	clashes	may	affect	and	suppress	the	creativity	of	an	artist.				

	

Data	 for	 this	 study	 is	 collected	by	qualitative	 interviews	with	 representatives	 of	 the	 three	

main	associates	within	the	industry,	namely	artists,	record	companies	and	the	radio	stations.	

The	interviews	are	used	as	foundation	for	examining	how	each	of	their	understanding	and	

perceptions	 of	 the	 industry	 and	 their	 role	 herein,	 influence	 the	 interactions	 during	 the	

processing	a	record	undergoes	before	it	is	released.	Furthermore,	observations	of	the	artist	

Francis	Bowie	has	been	conducted	in	order	to	obtain	a	full	 insight	in	the	world	of	an	artist	

and	to	examine	how	the	behaviour	is	affected	by	external		

	

The	theoretical	foundation	of	the	thesis	embraces	the	processing	of	music	within	an	industry	

that	is	so	affected	and	dependent	by	environment	forces.	PESTEL	will	elaborate	on	the	music	

industry	as	a	large	and	dynamic	business	environment	composed	of	many	different	creative	

and	non-creative	elements	 that	 contribute	 in	 the	process	of	making	music	available	 to	 the	

consumers.	Additionally,	Hirsch’s	 preselection	 system	 is	 applied	 to	 analyse	how	 the	many	

layers	and	gatekeepers	of	the	filtering	process	determine	the	fate	and	success	of	a	recording.	

	

The	 conclusion	 of	 the	 thesis	 is	 that	 the	 record	 companies,	 their	 corporate	 strategies	 and	

financial	position	are	suppressing	the	artists	and	their	creativity	due	to	significant	focus	on	

profit.	 The	 two	 scenarios	 typically	 taking	 place	 are	 throughout	 the	 thesis	 defined	 as	 “the	

dependent	 way”	 and	 “the	 independent	 way”	 each	 determining	 how	 many	 filters	 and	

gatekeepers	a	record	must	go	through	to	reach	the	audience.		
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INTRODUCTION	

1	

The	artists	cannot	be	afraid	to	take	chances.	They	have	to	believe	that	music	should	

not	be	produced	to	earn	profit	but	because	it	is	genuine	and	authentic	-	that	is	what	

works	in	the	long	run.	The	music	industry	has	put	itself	in	this	situation	because	they	

are	so	desperate	to	earn	profit.	They	lose	control	and	lose	creativity	and	the	desire	

and	time	to	develop,	as	it	has	to	bring	a	profit	immediately.	It	doesn't	make	sense	

within	the	industry	of	art.	This	is	why	it	is	often	clashing	

	

Francis	Bowie,	Artist	

	

In	reality,	everything	depends	on	whether	the	record	companies	think	that	the	

record	will	reach	airtime	on	the	radio	and	will	be	played	on	Spotify.	It	needs	a	catchy	

melody,	so	we	know	that	it	will	sell	

	

Rene	Madsen,	Warner	Music	Denmark	

	

	

••••••••• 	

” 
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1.	INTRODUCTION	
	

The	music	industry	have	within	the	last	decade	experienced	enormous	changes	because	of	the	rise	of	

the	 streaming-	 and	 download	 services	 such	 as	 Youtube,	 Spotify	 and	 iTunes	 etc.	 Due	 to	 the	

technological	 development,	 the	 online	 services	 have	 had	 a	 major	 role	 in	 the	 creation	 of	 new	

opportunities	for	the	audience	of	how	to	access	music,	but	have	also	introduced	new	tools	and	ways	

for	 both	 record	 companies	 and	 artists	 of	 how	 to	 navigate	 their	 way	 to	 success.	 The	 development	

within	 the	 music	 industry	 has	 thus	 increased	 complexity	 because	 of	 the	 fact	 that	 artists	 more	

frequently	 are	 becoming	 more	 independent	 because	 of	 their	 secession	 from	 corporation	 record	

companies.	 The	 search	 of	 new	 ways	 for	 the	 artists	 to	 reach	 success,	 are	 engendered	 from	 the	

challenges	 between	 record	 companies	 and	 the	 artists	 caused	 by	 the	 way	 in	 which	 the	 record	

companies	tend	to	commercialize	and	monetize	music,	disregarding	the	artists’	artistic	endeavours.		

	

The	music	industry	is	identified	as	a	part	of	the	creative	industry	and	much	literature	tries	to	frame	

and	reflect	the	creative	processes	within	the	field.	According	to	Caves	(2000)	the	creative	industry	is	

characterized	 based	 on	 the	 following:	 complex	 experience	 products,	 creative	 workers	 who	 care	

about	their	products,	uncertain	demand	and	the	“nobody	knows”	principle,	diverse	skills	and	values,	

the	infinite	variety	principle,	and	a	high	influence	on	coordination	of	time.		

	

Creativity	is	a	changing	social	activity	that	because	of	its	dynamic	practices	cannot	be	‘defined’	or	tied	

down	 in	 any	 simple	way.	 By	 drawing	 parallels	 to	 the	 Danish	music	 industry,	 the	 dynamics	 of	 the	

authorities	of	the	record	companies,	the	artists,	the	radio	stations	and	the	streaming	services	shapes	

and	creates	the	settings	of	 the	processing	that	a	record	undergoes	 from	artist	 to	 the	audience.	 It	 is	

therefore	not	the	specific	notes	a	keyboard	player	selects	or	the	sequence	of	strings	that	a	guitarist	

strikes	 that	 is	 interesting	 when	 looking	 further	 into	 the	 industry.	 Instead,	 focus	 will	 be	 pointed	

towards	 the	 interactions,	 processes	 and	 perceptions	 within	 the	 Danish	 music	 industry	 that	 any	

recorded	work	and	artist	will	be	introduced	to	and	become	a	part	of	at	the	moment	considerations	of	

record	release	occurs.		

	

As	 the	 composition	 and	 relations	 within	 the	music	 industry	 will	 pay	 a	 significant	 role	 during	 the	

thesis,	 the	 research	 will	 be	 substantiated	 by	 statements	 from	 representatives	 of	 the	 three	 main	

associates	holding	 the	 somewhat	opaque	positions	within	 the	 industry.	 It	 is	however	 important	 to	

state,	that	it	is	based	on	their	own	subjective	opinions,	to	give	an	indication	of	the	overall	thoughts	of	

how	the	different	associates	perceive	their	own	and	the	others	role	within	the	industry.		
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The	 two	 statements	 from	 respectively	 Francis	 Bowie	 representing	 the	 artists	 and	 Rene	 Madsen	

representing	the	record	companies,	exemplifies	distinctively	the	two	visions	of	the	purpose	of	music	

and	will	build	the	foundation	of	the	possible	clashes	happening,	when	such	different	perceptions	of	

music	will	have	to	cooperate	towards	the	same	goal.		

	

“The	artists	cannot	be	afraid	to	take	chances.	They	have	to	believe	that	music	should	not	be	produced	to	

earn	profit	but	because	it	is	genuine	and	authentic	-	that	is	what	works	in	the	long	run.	The	music	

industry	has	put	itself	in	this	situation	because	they	are	so	desperate	to	earn	profit.	They	lose	control	

and	lose	creativity	and	the	desire	and	time	to	develop,	as	it	has	to	bring	a	profit	immediately.	It	doesn't	

make	sense	within	the	industry	of	art.	This	is	why	it	is	often	clashing.”	

-	Francis	Bowie,	Artist	

	

In	reality,	everything	depends	on	whether	the	record	companies	think	that	the	record	will	reach	airtime	

on	the	radio	and	will	be	played	on	Spotify.	It	needs	a	catchy	melody,	so	we	know	that	it	will	sell	

-	Rene	Madsen,	Warner	Music	Denmark	
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1.2	RESEARCH	QUESTION	
As	 illustrated	above,	my	research	question	will	 therefore	be	based	on	the	presumption	that	record	

companies	and	artists	may	have	different	agendas	and	perceptions	of	the	release	of	a	record,	namely	

artistic	expressions	and	profit.	Due	to	this	potential	conflict,	the	relationship	between	the	artist	and	

record	 company	will	 be	 examined	 by	 taking	 the	 environmental	 forces	 affecting	 the	 process	 that	 a	

record	undergoes	into	consideration.		

	

“Are	the	record	companies,	their	corporate	strategies	and	financial	position	suppressing	the	

artists	and	their	creativity	within	the	Danish	music	industry?”	

	

The	research	question	will	be	answered	through	the	following	three	supplementary	questions:		

	

“How	are	the	creation,	circulation	and	consumption	of	popular	music	being	shaped	by	the	Danish	music	

environment	and	what	effect	does	it	cause	on	the	record	companies	and	the	artists?”	

	

“How	is	the	filtering	process	of	a	record	affecting	the	interplay	and	power	structure	between	artist	and	

record	company?”	

	

“Why	is	an	artist	like	Francis	Bowie	struggling	so	much	to	break	through	with	his	music	and	how	should	

an	artist	like	him	navigate	within	the	Danish	the	music	industry	to	gain	success?	
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1.3	READING	GUIDELINES	
The	following	introduction	to	the	chapters	of	the	thesis	will	clarify	the	individual	chapters	purpose,	

in	relation	to	answering	the	research	question.			

	

Chapter	1:	Introduction	

The	 introduction	 represents	 the	 thesis’	 overall	 subject	matter	and	 research	question	 that	provides	

the	basis	of	the	research.		

	

Chapter	2:	Methodology	

This	 chapter	 examines	 the	methodical	 choices	 and	 concerns	 constituting	 the	 base	 of	 the	 research,	

including	the	scientific	approach	and	research	design.		

			

Chapter	3:	Case	study	–	Francis	Bowie	

This	chapter	will	present	the	case	of	artist	and	musician	Francis	Bowie.	It	will	provide	a	thoroughly	

ethnography	that	later	in	the	thesis	will	be	applied	to	provide	a	basis	of	the	discussion	summing	up	

on	the	analysis.		

		

Chapter	4:	Theoretical	Framework		

The	 theoretical	 framework	will	 present	 the	 theories	 applied	 to	 create	 a	 detailed	 and	 fundamental	

understanding	of	the	dynamic	business	environment	relevant	to	answer	my	research	question.	

	

Chapter	5:	Analysis	

The	 first	 part	 of	 the	 analysis	will	 examine	 the	 environment	 of	 the	 Danish	music	 industry	 and	 the	

roles	 and	 positions	 of	 the	 associates	 herein,	 whereas	 the	 second	 part	 of	 the	 analysis	 is	 more	

specifically	 focusing	 on	 possible	 processes	 that	 a	 record	 is	 going	 through	 to	 be	 released.	 The	

empirical	data	collected	will	be	applied	to	support	or	reason	the	scenarios	rising.						

	

Chapter	6:	Discussion	

This	chapter	will	be	based	on	the	case	study	of	Francis	Bowie	discuss	why	clashes	within	the	Danish	

music	industry	occurs	and	how	he	should	navigate	in	order	to	gain	success.			

	

Chapter	7:	Conclusion		

The	 conclusion	 will	 sum	 up	 the	 most	 important	 points	 and	 results	 to	 answering	 the	 research	

question.	
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METHODOLOGY	

2	

The	power	holder’s	focus	can	be	reflected	in	the	society.	Everybody	think	that	

someone	is	dominating	the	industry,	but	in	reality	the	mentality	of	the	society	

engenders	the	search	for	profit.	If	even	the	most	powerful	people	are	subject	to	

restrictions,	what	power	do	they	then	have,	other	than	being	slaves	to	the	search	for	

profit?	Our	society	is	creating	its	own	restraints	

	

Francis	Bowie,	Artist	

	

••••••••• 	

” 
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2.	METHODOLOGY	
	

2.1	RESEARCH	QUALIFICATIONS	
This	chapter	will	clarify	the	research	method	and	scientific	position	that	provides	the	framework	for	

the	thesis.	It	is	made	to	give	the	reader	an	understanding	of	the	way,	in	which	I	as	a	researcher	have	

experienced	and	developed	through	the	research	period	as	well	as	clarifying	what	is	interpreted	as	

valid	 information	 and	 science.	 To	 answer	 the	 research	 question	 properly,	 an	 interpretivistic	

approach	will	 be	 applied	 as	 it	 takes	 a	 subjective	 approach	 to	 a	 given	 study,	where	 people	 form	 a	

central	 part	 of	 the	 interpretivistic	 paradigm	because	 they	 are	 seen	 as	 active	 creators	 of	 their	 own	

reality	 (Hatch,	 2006).	 As	 the	 research	 question	 implies,	 the	 research	 will	 cover	 the	 interaction	

between	 record	 company	 and	 artist.	 Within	 the	 area	 of	 the	 music	 industry,	 there	 may	 be	 many	

different	understandings	and	 interpretations	of	reality,	which	 is	why	the	 interpretive	epistemology	

leads	me	to	use	qualitative	methods	designed	to	access	the	meanings	of	the	record	company,	artists	

and	 professionals	 within	 the	 industry	 to	 describe	 how	 the	 actors	 come	 to	 make	 those	 meanings	

(Hatch,	2006).		

	

However,	my	understanding	of	the	music	industry	and	the	actors	within	it	is	filtered	through	my	own	

experiences.	 The	 knowledge	 gained	 in	 the	 past	 before	 the	 research	 started,	 gave	 me	 a	 pre-

understanding	 and	 preconception	 of	 the	 music	 industry	 and	 created	 the	 hypothesis	 of	 a	 possible	

imbalance	 of	 the	 power	 distribution	 between	 record	 companies	 and	 artists,	 as	 the	 sole	 two	

stakeholders.	Elements	of	the	hermeneutics	are	therefore	reflected	to	describe	and	illustrate	how	my	

pre-understanding	 of	 the	music	 industry	 has	 not	 only	 affected	 but	 also	 developed	 throughout	 the	

research.		

	

Before	 I	 started	 the	 research,	my	knowledge	was	based	on	 insights	 from	FB,	 his	 network	of	 other	

artists	 and	 their	 experiences	 within	 the	 music	 industry.	 Because	 of	 knowledge	 and	 insights	 from	

their	position,	the	perspective	of	the	field	was	displayed	as	a	two-way	construction	between	record	

companies	 and	 artists.	 The	 limited	 knowledge	 from	 the	 beginning	 evolved	 through	 the	 research	

process	and	the	fact	that	there	is	always	a	previous	understanding	of	peoples	present	understanding,	

clarified	 that	 I	 as	 individual	 did	 not	 enter	 a	 social	 phenomenon,	 that	 I	 wanted	 and	 expected	 to	

understand	unbiased.	However,	the	knowledge	gained	through	the	research	process	from	the	record	

companies,	 the	 media	 and	 other	 professionals	 from	 the	 industry	 gave	 me	 a	 more	 qualified	

understanding	of	the	field	and	ended	up	giving	me	a	new	frame	of	perception	of	the	industry	because	

of	 the	 immersion	 during	 the	 research	 process.	 Thus,	 a	 fundamental	 basis	 of	 understanding	 the	

research	method	and	the	scientific	framework	of	the	thesis	is	the	hermeneutic	directions	realization	
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process	 and	 the	 hermeneutic	 cycle.	 Through	 the	 entire	 research	 process,	 conversations	 and	

observations	of	 the	 informants’	stories	are	 interpreted	with	 the	aim	of	achieving	an	understanding	

and	 knowledge	 of	 their	 “life	 world”.	 The	 cycle	 is	 progressive	 and	 it	 signifies	 the	 phases	 and	 the	

process	 that	 I	 as	 a	 researcher	 have	 assessed,	 in	 parts	 or	 completely,	 repeatedly	 to	 gain	 sufficient	

knowledge	and	understanding	of	the	field.				

	

FIGURE	1:	The	Hermeneutic	Cycle	

	

			

	

	

	

	

	

	

	

	

	

	

	 	 	 													Source:	Authors	own	creation	

	

The	hermeneutic	reflection	gives	the	reader	a	narrative	illustration	of	the	research	process.	It	helps	

understand	that	every	time	interactions	happened,	a	circular	motion	between	me	as	a	researcher	and	

the	different	parts	of	the	entire	industry	(context)	took	place	and	developed	knowledge,	opinions	and	

attitudes	in	a	continuous	process	that	led	to	new	interpretations	(Nygaard,	2007).			

	

2.2	SCIENTIFIC	APPROACH	
The	 concept	 of	 science	 covers	 an	 understanding	 of	 the	 role	 and	 opportunities	 of	 science.	What	 is	

knowledge?	What	do	we	know?	And	how	can	we	know	it?	These	are	all	questions	that	science	seeks	

to	 answer.	 The	 responses	 are	 to	 a	 great	 extend	 governed	 by	 the	 individual's	 perception	 of	 reality	

which	 can	 be	 reduced	 to	 two	 aspects	 that	 have	 fundamental	 influence	 on	 the	 methodology,	

respectively	 ontology	 and	 epistemology	 (Nygaard,	 2007).	 These	 two	 aspects	 of	 the	 perception	 of	

reality	are	both	teachings.	Ontology	is	the	science	of	being	as	being	and	epistemology	is	the	study	of	

knowledge,	which	therefore	affects	the	cognitive	methods	used	in	science	(ibid.).	I	consciously	know	

that	 constructivist	 ontology	 and	 epistemology,	 is	 bringing	 its	 fundamental	 influence	 on	 the	 thesis’	

Understanding	

Dialog/observation	

Interpretation	

New	frame	of	understanding	

New	interpretation	
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methodology.	 Knowing	 that	 it	 has	 a	 consequence	 that	 I	 as	 a	 researcher	 perceive	 it	 as	 being	 in	 a	

certain	way,	just	as	I	see	the	realization	of	being	as	being	in	a	certain	way.	

	

The	 research	 of	 the	 relationship	 between	 record	 companies,	 artists	 and	 other	 influential	

professionals	 within	 the	 industry	 are	 belonging	 to	 an	 epistemological	 constructivist	 paradigm	 of	

social	 reality.	 It	 is	 recognized	 that	 there	 is	 a	 physical	 reality	 (the	 record	 companies,	 artists	 and	

influential	professionals	within	the	industry)	that	can	be	explored,	but	at	the	same	time,	knowledge	

of	the	physical	reality	is	recognized	as	something	that	is	being	socially	constructed.	Because	of	this,	

“reality”	 cannot	 be	 covered	 objectively	 since	 it	 is	 an	 interpretation,	 which	 creates	 a	 new	 reality	

construction,	because	I	as	a	researcher	interacts	with	the	record	company,	artist	(FB)	and	influential	

professionals	and	thereby	affects	them	and	also	gets	affected	by	the	researched.	(Darmer	&	Nygaard,	

2005).	

	

2.2.1	A	COMBINED	SCIENTIFIC	STANDPOINT		

Based	on	the	interpretive	approach	and	the	aforementioned	development	of	pre-understanding	and	

preconceptions	within	the	hermeneutics,	a	scientific	position	as	social	constructivist	will	contribute	

with	an	understanding	of	how	the	constructed	“reality”	is	being	created	through	interaction	between	

the	actors	and	their	common	language.	It	will	contribute	with	an	explanation	of	how	the	informants	

relate	to	their	reality	and	how	their	stories	develop	and	changes	through	interaction	with	each	other	

as	well	as	me	as	a	researcher.	Additionally,	perspectivism	will	be	applied	to	create	an	understanding	

of	the	record	companies’,	artist’s	and	professional’s	premises	as	well	as	it	will	recognize	that	truth	is	

always	perspectival	to	the	individuals’	way	of	looking	at	reality.	Things	are	not	black	and	white;	there	

are	 shades	 of	 grey,	 and	 beyond	 this,	 there	 are	multifaceted	ways	 to	 experience	 reality	 in	multiple	

colours	(Pearce,	2013).			

	

On	basis	of	the	aforementioned	introduction	to	the	paradigms	applied,	I	as	a	researcher	believe	that	

the	 scientific	 direction	 of	 social	 constructivism	 and	 perspectivism	 with	 a	 hermeneutic	 reflection,	

usefully	can	complement	each	other	when	discussing	the	problem	area	and	act	as	the	thesis’	overall	

scientific	framework.	

	

2.2.3	COLOR	PERSPECTIVISM	AND	SOCIAL	CONSTRUCTIVISM	

A	typical	human	being,	experience	the	world	from	a	colored	perspective,	which	is	why	Giere’s	color	

perspectivism	will	be	applied	 to	understand	 the	premises	of	 the	 record	 companies	and	 the	artists.	

Giere	(2006)	argues	that	colors	are	the	product	of	an	interaction	between	aspects	of	the	environment	

and	 the	 evolved	 human	 system,	 which	 will	 be	 drawn	 to	 how	 the	 relationship	 between	 record	
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companies	and	artists	are	perceived	from	each	others	perspective.	In	this	context,	color	is	therefore	

more	accurately	understood	as	 the	result	of	 the	complex	 interactions	between	physical	 light	 in	 the	

environment	 and	 our	 visual	 nervous	 system	 (Giere,	 2006).	 Because	 the	 interaction	 between	 the	

record	 companies	 and	 the	 artists	may	 be	 regarded	 as	 partly	 subjective,	 that	 is	 enough	 to	 rule	 out	

straightforward	objectivism	(ibid.).	

	

However,	contrary	to	the	color	perspectitivism	where	experiences	do	not	necessarily	conflict	but	just	

differs,	the	experience	of	the	record	companies	and	the	artists	are	hypothetically	conflicting	at	some	

level.	Yet,	 they	naturally	 interact	with	different	aspects	of	the	world,	which	in	this	sense	mean	that	

both	 view	 it	 from	 different	 perspectives.	 We	 humans	 have	 the	 advantage	 of	 being	 able	 to	 build	

instruments	that	permit	us	greatly	 to	enlarge	and	enrich	the	perspectives	 from	which	we	can	view	

and	interact	with,	the	world	(Giere,	2006).		

			

In	 extension	 of	 the	 color	 perspectivism,	 I	 will	 enhance	 the	 scientific	 framework	 with	 social	

constructivism	 as	 construed	 by	 Sune	 Holm	 Larsen	 in	 the	 book:	 Samfundsvidenskabelige	

Analysemetoder	 (Nygaard	 (red.),	 2007).	 The	 social	 constructivist’s	 understanding	 is	 based	 on	 the	

notion	that	the	music	industry	is	a	shared	working	platform	where	people	within	the	industry	create	

sense	in	events	and	actions	through	creativity	and	communication	with	each	other.	I	have	during	the	

research	 and	 interactions	 had	 significant	 focus	 on	 how	 the	music	 industry	 is	 being	 shaped	 by	 the	

media,	 for	 example	 through	public	 debates	 and	 articles	 and	how	my	 assumptions	 as	 a	 researcher,	

contributes	 to	 shape	 the	 reality	 that	 I	 think	we	are	 “exposed”	 to.	Within	 social	 constructivism	 it	 is	

fundamental	 that	what	 is	 focused	 on	 and	 verbalized,	 is	 creating	 our	 reality.	 Even	 though	 that	 it	 is	

defined	as	a	specific	industry	(world),	there	exist	a	lot	of	different	social	worlds	within	it	and	thereby	

different	 versions	 of	 reality	 (ibid.).	 Social	 constructivism	 also	 emphasizes	 that	 recognition	

characterises	 and	 shapes	 reality.	 In	 this	 context,	 one	 of	 the	 main	 points	 is	 that	 phenomena	 have	

become	 real	 through	 historic	 and	 social	 processes,	 which	 implies	 that	 these	 are	 not	 eternal	 and	

unchangeable	(Rasborg,	2004).		

	

This	means	that	phenomena’s	may	change	over	time	depending	on	how	people	choose	to	 interpret	

and	construct	these,	when	interacting	with	others.	As	a	researcher,	I	am	therefore	aware	that	reality	

is	not	necessarily	as	it	appears	on	the	"surface".	Reality	can	be	different	when	examined	more	closely	

and	 it	 can	 also	 change	 during	 the	 study.	 With	 this	 scientific	 perception,	 it	 is	 argued	 that	 these	

phenomena	 are	 socially	 constructed	 and	 changeable	 and	 therefore	 I	 stay	 interpretative	 to	what	 is	

being	researched,	which	cause	the	fact	that	the	hermeneutic	analysis	approach	is	incorporated.	
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The	main	 focus	of	 the	 thesis	 is	 to	examine	and	understand	how	the	record	companies’	and	artists’	

communication	and	power	distribution	is	a	result	of	social	interaction	between	them	and	the	rest	of	

the	music	 industry	 and	 how	 the	 different	 perspectives	 affects	 their	 navigation	 to	 succeed.	 Hence,	

perspectivism	 and	 the	 social	 constructionist	 paradigm	 are	 relevant,	 and	 will	 together	 with	 the	

hermeneutic	 reflections	 form	 the	 basis	 of	 the	 different	 perspectives	 of	 the	 associates	 within	 the	

industry.		

	

2.3	METHODS	OF	DATA	COLLECTION	

2.3.1	A	QUALITATIVE	RESEARCH	APPROACH	

The	 aim	 of	 this	 research	 is	 to	 understand	 the	 background,	 the	 roles	 and	 the	 choices	made	 by	 the	

associates	 within	 the	 music	 industry,	 both	 from	 their	 own	 perception	 but	 also	 from	 those	 who	

interact	with	them	including	my	own	perception	as	a	researcher.	The	research	question	of	the	thesis	

was	 stimulated	 by	 a	 personal	 interest	 towards	 how	 creativity	 within	 the	 music	 industry	 is	 being	

affected	by	the	associates	within	the	industry	and	media,	as	well	as	wanting	to	know	more	about	the	

share	of	power	in	the	field.		

	

As	already	presented	in	the	scientific	framework,	social	constructivism	and	the	hermeneutics	points	

towards	 qualitative	 research	 methods.	 An	 understanding	 of	 the	 workings	 in	 a	 social	 industry	

depending	on	networks,	creativity	and	social	processes	was	sought	(Denscombe	1998;	Blaikie	2000)	

and	 a	 qualitative	 approach	 was	 considered	 as	 the	 most	 suitable	 to	 achieve	 the	 research	 aim.	

Furthermore,	 a	 rich	 description	 of	 the	 social	 world	 and	 the	 emic	 understanding	 that	 developed	

throughout	 the	 process	 was	 obtained	 through	 different	 strategies.	 The	 data	 collection	 methods	

through	 my	 qualitative	 research	 have	 varied	 and	 have	 included	 observations,	 interviews,	 texts,	

articles	 and	 discussions	 (Silverman	 2001).	 Additionally	 as	 Silverman	 (2001)	 notes,	 qualitative	

approaches	are	particularly	suitable	when	trying	to	understand	a	social	situation	in	which	we	have	

limited	understanding	about,	as	was	the	case	in	this	study.		

	

2.3.2	ETHNOGRAPHY	

Ethnography	is	both	the	research	method	and	the	written	account	of	the	life	and	experiences	of	FB	

and	 has	 as	 its	 goal	 a	 desire	 to	 understand	 the	 cultural	 perspective	 of	 his	 life	 (Denscombe	 1998;	

Brewer	2000).		It	is	based	on	twelve	months’	participant	observation	of	FB	in	his	own	settings	and	an	

interview	carried	out	at	the	end	of	the	observation	period.		
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My	knowledge	of	FB	started	in	2012	at	Roskilde	Festival.	I	meet	him	at	the	camping	area	because	our	

camps	were	 located	next	 to	 each	other.	After	 the	 festival	 ended,	we	 stayed	 in	 contact.	We	became	

friends	and	FB	invited	me	into	his	universe	of	creative	thoughts,	ideas	and	frustrations.	As	a	student	

at	 Copenhagen	 Business	 School	 studying	 creative	 business	 processes,	 this	 was	 a	 very	 interesting	

world	to	enter,	and	the	more	he	shared,	the	more	curious	I	became.	The	case	of	FB	and	my	interest	in	

the	music	industry	and	the	creative	processes	herein,	was	spot	on	as	I	could	draw	a	lot	of	parallels.	A	

combination	of	the	friendship	that	evolved	between	FB	and	I	and	the	fact	that	his	frustrations	of	the	

industry	increased,	gave	my	request	of	getting	access	to	his	world	for	research	purposes,	a	positive	

reaction.	 I,	as	an	overt	researcher,	was	welcomed	to	the	closed	settings	of	FB’s	world.	He	was	fully	

aware,	that	in	all	situations	during	these	twelve	months,	I	was	observing	him,	his	reactions,	his	way	

of	 living,	 his	 decision-making,	 etc.	However,	when	participating	 in	meetings,	 events	 and	 situations	

where	other	participated,	my	role,	as	a	researcher	was	covert,	as	they	were	not	informed	that	I	was	

observing.		

	

My	relationship	to	FB	yields	my	relationship	in	the	field	and	made	my	role	as	researcher	in	relation	

to	FB	and	the	social	settings,	a	partially	participating	observer.	My	degree	of	involvement	was	limited	

to	 function	 as	 a	 sounding	 board	 and	 helping	 out	 with	 the	 more	 business	 oriented	 tasks.	 By	 not	

participating	in	or	contributing	to	any	of	the	artistic	work,	but	only	participating	in	the	business	and	

administrative	 parts	 of	 the	 activities,	 the	 role	 of	 being	 a	 partial	 participant	 observer	 still	 exhibit	

greater	 reliance	 on	 observation	 rather	 than	 only	 interviewing	 and	 examination	 of	 documents	

(Bryman	 2012).	 However,	 being	 a	 participating	 observer	 carry	 the	 risk	 of	 over-identification	 and	

“going	native”,	but	offer	 the	opportunity	 to	get	close	 to	people	and	 thereby	glean	a	more	complete	

and	 intense	 understanding	 of	 their	 culture	 and	 values	 (ibid.).	 By	 only	 actively	 participating	 in	 the	

business	oriented	parts	and	excluding	 the	artistic	work,	 the	 identification	process	and	the	sense	of	

being	a	researcher	is	kept.	However,	because	of	FB’s	willingness	to	share	and	involve,	the	importance	

of	 reminding	my	 self	 not	 to	 lose	 sight	 of	my	 position	 as	 a	 researcher	 that	 has	 to	 develop	 a	 social	

scientific	 angle	 on	 the	 collection	 and	 analysis	 of	 data,	 has	 been	 of	 great	 significance	 during	 the	

research	period.								

	

The	 ethnography	 is	 designed	 to	 convince	 the	 readers	 of	 the	 “reality”	 of	 the	 events	 and	 situations	

described,	 and	 the	 plausibility	 of	 the	 ethnographer’s	 explanations,	 which	 simply	 means	 that	 the	

researcher	 presents	 an	 authoritative,	 dispassionate	 account	 that	 represents	 an	 external,	 objective	

reality	(Van	Maanen	2011).		The	ethnography	of	FB	is	permeating	by	stylistic	and	rhetorical	devices	

to	persuade	the	reader	to	enter	the	shared	framework	of	facts	and	interpretations,	observations	and	

reflections.	Thus,	the	most	prevalent	form	of	ethnographic	writing,	the	realist	tale	is	applied	to	give	a	

third-person	account	of	FB	and	the	culture	behind.			
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2.3.3	SEMI-STRUCTURED	INTERVIEWS	

Key	phenomena’s	of	the	researched	field	such	as	communication	understanding	and	power	structure	

can	be	difficult	to	observe	and	measure,	which	is	why	qualitative	interviews	will	be	adopted	to	seek	

an	in-depth	understanding	of	the	individual	interviewees’	perspective	(Belk	et.al.	2013)	Thereby,	it	is	

investigated	how	the	different	associates	within	the	music	industry	perceive	their	own	role	as	well	as	

how	strategic	decisions	affects	the	artists	and	the	entire	industry.	I	want	rich	and	detailed	answers	

from	 the	 interviewees	 and	 the	 qualitative	 interview	makes	 it	 possible	 to	 gain	 knowledge	 of	 how	

record	companies,	artists	and	radio	stations	communicates	and	further,	why	they	do	it	the	way	they	

do.	Moreover,	it	makes	it	possible	to	hear	how	the	relationships	change	and	develops	over	time.	I	as	a	

researcher	 get	 an	 insight	 in	 the	 interviewee’s	 world,	 learn	 about	 their	 experiences,	 emotions	 and	

attitudes	towards	the	industry	that	they	are	a	part	of.	It	is	from	the	interviewee’s	own	point	of	view	

and	it	makes	it	possible	for	me	to	obtain	deep	reflections	(Bryman,	2012),	develop	an	understanding	

of	the	interviewee’s	perspective	and	thereby	investigate	this	specific	processes	being	questioned	in	

the	research	(Daymon	&	Halloway,	2011).		

	

All	three	interviews	were	conducted	as	semi-structured	interviews.	Semi-structured	interviews	are:	

“Used	so	that	the	researcher	can	keep	more	of	an	open	mind	about	the	contours	of	what	he	or	she	needs	

to	know	about,	so	that	concepts	and	theories	can	emerge	out	of	the	data”	(Bryman,	2012).	In	addition,	

an	 interview	guide	was	prepared	as	a	guideline	throughout	the	 interviews.	However,	 the	 interview	

guide	was	not	to	be	followed	strictly	because	the	aim	was	to	understand	the	individual	interviewees’	

perspective,	but	still	give	the	opportunity	to	ask	a	few	questions	during	the	interviews	and	thereby	

ensure	 that	 I	would	 collect	 similar	 types	 of	 data	 from	 respectively,	 René	Madsen	 from	 the	 record	

company,	 the	 artist	 FB	 and	 the	Music	 Director	 Lars	 Trillingsgaard	 from	 P3	 (Daymon	&	Halloway,	

2011).		

	

It	 was	 important	 that	 the	 interviews	 were	 conducted	 in	 settings	 that	 was	 comfortable	 for	 the	

interviewees	 in	 order	 for	 them	 to	 behave	 as	 normally	 as	 possible	 and	 thereby,	 to	make	 them	 say	

exactly	 what	 came	 to	 their	 minds.	 Furthermore,	 the	 interviews	 were	 audio-recorded	 as	 it	 was	

important	for	me	as	a	researcher,	to	be	able	to	hear	the	interviews	again,	in	order	to	transcribe	these	

and	use	the	transcription	to	further	analysis	as	well	as	it	was	important	for	me	to	not	only	hear	what	

the	interviewees	said	but	also	to	hear	the	notion	of	how	everything	was	said.	The	interviewees	was	

informed	 about	 the	 recordings	 and	 further,	 the	 interviewees	 were	 informed	 about	 why	 the	

interviews	were	recorded	in	order	for	them	to	feel	comfortable	(Bryman,	2012).		

	

Throughout	the	interviews,	I	was	very	aware	to	actively	listen	to	the	interviewee	as	it	is	as	important	

as	mastering	 the	 specific	 questioning	 techniques.	 By	 listening	 carefully	 gave	me	 an	opportunity	 to	
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ask	some	follow-up	questions	as	a	tool	to	gain	a	deeper	insight	in	the	interviewee’s	social	world	and	

to	perceive	their	understanding	of	the	social	world	of	the	music	industry.	I	consciously	started	up	all	

of	 the	 interviews	 with	 a	 couple	 of	 minutes	 of	 small	 talk	 and	 some	 general	 questions	 about	 the	

interviewees/the	company’s	role	within	the	industry	as	well	as	some	general	questions	about	their	

former	professional	and	educational	background	in	an	attempt	to	create	an	informal	atmosphere.	It	

was	important	to	me	that	the	interviews	did	not	seem	like	an	interrogation,	but	was	done	in	such	a	

relaxed	atmosphere	as	possible.		

	

The	 sampling	 strategy	 for	 interview	 participants	 was	 very	 purposive	 as	 the	 research	 question	 is	

based	on	 the	 relationship	between	 the	 record	company	and	 the	artist.	Moreover,	 as	P3	 is	being	so	

influential	 to	 the	 Danish	 music	 industry,	 an	 interview	 with	 the	 music	 director	 of	 P3	 was	 also	

conducted.	 The	 participants	 selected	 for	 the	 semi-structured	 interview	 is	 therefore:	 Artist	 Francis	

Bowie,	 responsible	 for	 catalogue,	 sales	 and	 licensing	 at	Warner	Music	Denmark	René	Madsen	 and	

finally	Music	director	at	P3	Lars	Trillingsgaard.			

	

2.3.4	DOCUMENTARY	EVIDENCE	

Documentary	evidence	was	gathered	to	help	understand	the	Danish	music	industry	and	the	decision	

making	within	it,	the	relationship	between	record	company	and	artists	and	finally	the	influence	from	

other	associates	within	the	Danish	music	industry	such	as	the	radio	stations	and	other	professionals.	

The	 documentary	 data	 drawn	 on	 was	 formal	 and	 informal	 as	 both	 aspects	 are	 important	 to	 gain	

understanding	of	 the	social	settings	within	the	Danish	music	 industry.	Both	the	scientific	 literature	

and	 the	 articles	 and	 discussions	 collected	 from	 newspapers	 and	 Politiken.dk	 have	 been	 used.	

However,	the	importance	of	being	critical	to	the	professional	standards	of	the	books,	the	writers	of	

the	articles	and	the	sources	of	the	debates	from	Politiken.dk	has	been	significant.	Yet,	a	lot	of	articles	

brought	in	Politiken.dk	are	employed	throughout	the	thesis,	because	it	addresses	a	public	debate	that	

makes	it	necessary	to	employ	the	sources	from	here	in	order	to	gather	the	latest	information,	as	such	

information	 cannot	 be	 retrieved	 through	 academic	 books.	 By	 applying	 these	 sources,	 it	 has	 been	

necessary	 to	 look	 at	 the	 discussion	 as	 objectively	 as	 possible	 as	 the	 opinion	 expressed	 typically	 is	

based	on	people’s	subjective	opinion.	It	has	been	chosen	to	use	the	documentary	data	such	as	articles	

and	public	discussions	to	present	the	most	up-to-date	arguments	and	attitudes	towards	the	industry.	

These	 positions	 based	 on	 different	 values	 are	 therefore	 not	 representative,	 but	 just	 examples	 on	

positions	in	the	public	debate	to	illustrate	the	market.				
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CASE	STUDY	

3	

Previously,	I	would	have	said	yes	to	a	record	contract	right	away,	but	the	more	

insight	I	get	in	the	industry,	the	less	I	want	it.	But	of	course	there	are	good	record	

companies	out	there	and	there	are	good	people.	But	it's	all	about	the	premises	for	the	

cooperation	

	

Francis	Bowie,	Artist	

	

••••••••• 	

” 
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4.	CASE	STUDY	-	FRANCIS	BOWIE	
	

In	this	chapter,	an	introduction	and	argumentation	of	why	the	case	of	Francis	Bowie	has	been	applied	

will	be	presented.	The	case	serves	to	contribute	to	a	better	understanding	of	the	music	industry	from	

an	 artist’s	 perspective.	Moreover,	 the	 chapter	will	 provide	 an	 ethnography	 that	will	 enlighten	 the	

reader	and	give	insight	in	the	thoughts	of	an	artist	in	order	to	help	answering	the	research	question.		

		

The	ethnography	that	follows	gives	the	reader	an	incisive	portrait	of	Francis	Bowie	(FB).	It	is	based	

on	observations,	long	conversations	and	an	interview	made	in	situ.	I	met	FB	three	to	four	years	ago	at	

Roskilde	Festival,	but	have	not	until	 last	year	got	 insight	 in	his	view	on	the	Danish	music	 industry.	

The	study	has	been	conducted	over	the	year	of	2015.	The	first	three	weeks	of	this	time	was	spent	as	

full	time	participant	observation	on	a	trip	to	LA,	where	FB	recorded	a	new	record	and	had	meetings	

with	 his	 manager	 Michael	 Jones	 and	 radio	 promoter	 Larry	 Weir.	 Studying	 FB	 in	 action	 in	 my	

initiation	 phase,	 made	my	 fully	 participating	 role	 extra	 rewarding.	 During	 the	 trip	 and	 in	 year	 of	

study,	my	role	has	primarily	served	as	sounding	board	and	researcher	observing	his	daily	routines,	

during	his	work,	at	events	and	leisure	time.	From	the	outset,	my	role	as	a	researcher	was	explicit.	The	

conversational	 data	 is	 drawn	 primarily	 from	 naturally	 occurring	 happenstances	 with	 FB	 and	 his	

associates	while	the	formal	interview	were	conducted	in	a	much	more	staged	setting.	However,	the	

main	part	of	the	data	contained	here	arose	from	far	less	structured	situations.		

	

4.1	ETHNOGRAPHY	

4.1.1	BACKGROUND	

Francis	Bowie	(FB)	was	born	in	1985	and	named	Rasmus	Juul	Andreasen,	a	name	that	is	far	from	his	

artist-name	Francis	Bowie,	both	on	the	paper	as	well	as	mentally	for	FB.	He	almost	always	uses	the	

name	FB	when	introducing	himself	and	on	social	medias	like	Facebook	and	Instagram,	you	can	only	

find	him	under	the	name	FB	as	well.	Also	his	voicemail	on	his	cell	phone	says	that	you	called	FB.	Only	

his	 family	 and	his	 colleagues	 however,	 addresses	 him	 as	Rasmus.	His	 overall	 tenacity	 is	 pervasive	

and	 this	 chapter	 will	 therefore	 refer	 to	 him	 as	 Francis	 Bowie	 both	 before	 and	 after	 the	 name	

occurred.		

	

Since	FB	was	8	years	old,	he	has	been	singing	and	writing	his	own	songs,	but	he	never	received	any	

singing	 lessons.	He	has	 been	 engaged	 in	music	 ever	 since	 and	his	musical	 skills	 are	 self-taught.	 In	

2005	he	started	up	the	band	“A	Love	You”	with	the	producer	Ricko	and	two	other	musicians.	FB	was	

the	lead	singer	of	the	band	and	composed	all	of	their	songs.	“A	Love	You”	was	in	the	finale	of	a	music	
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contest	held	 for	upcoming	bands	at	 the	Danish	venue,	Vega,	but	unfortunately	 they	did	not	win.	 In	

2009,	after	the	contest,	the	band	split	up	because	of	several	reasons.	FB	was	frustrated	about	being	a	

part	 of	 a	 band	 where	 the	 members	 had	 different	 levels	 of	 ambitions	 regarding	 the	 desire	 for	

practicing	 and	 creating	new	music	 and	disagreements	 regarding	 the	 rights	 of	 the	music	 started	 to	

rise.	 It	 reached	a	point	where	FB	 felt	 that	he	was	more	ambiguous	about	 the	music	 than	 the	other	

band	members	and	that	compromising	on	practice	and	time	spend	on	the	music,	irritated	him.					

	

After	the	break-up,	FB	started	to	create	music	on	his	own	to	live	the	dream	that	burst	with	“A	Love	

You”,	but	not	under	the	name	Francis	Bowie	yet.	From	2009	to	2011	FB	spent	time	painting	art	and	

making	music	on	his	own,	however	without	releasing	any	of	 the	songs	he	made.	 In	that	period,	his	

painting	got	a	lot	of	attention	and	he	decided	to	go	on	a	stay	at	an	art	school	for	six	months	to	really	

engage	in	the	art.	In	this	period	he	only	made	music	in	the	weekends	where	he	cooperated	with	the	

musician	Michelle	Djarling,	who	functioned	as	sounding	board,	producer	and	pianist	on	several	of	his	

records.		

	

In	 the	 same	 period,	 the	 name	 Francis	 Bowie	 emerged.	 It	 was	 a	 tribute	 to	 the	 two	 creative	 icons,	

Francis	 Bacon	 (1909-1992)	 and	David	Bowie	 (1947-2016).	 The	 name	did	 no	 emerge	 because	 of	 a	

special	 engagement	 in	 the	 two	 icons	 as	 FB	 had	 experienced	 a	 lot	 of	 “aha	 moments”	 with	 many	

different	artists.	However,	the	combination	of	those	two	names	were	the	one	he	thought	sounded	the	

best.	His	 interest	 in	 the	 Irish	painter	 Francis	Bacon	 emerged	because	FB	 saw	a	documentary	with	

Bacon	where	 his	 reaction	 to	 the	 question:	 “Are	 you	 educated?”	was:	 “No,	 and	 thank	God	 I’m	 not”.	

Bacon	was	 a	 self-taught	 artist	 known	 for	 his	 post-World	War	 ll	 paintings	 and	 in	 general	 his	 bold,	

emotionally	 charged	 and	 raw	 imagery	 art	 (www.biography.com1).	 As	 the	 name	 arose,	 FB	was	 in	 a	

period	 in	his	 life	where	decisions	about	his	 future	had	to	be	taken.	FB	had	already	graduated	 from	

high	school	and	had	to	decide	whether	to	continue	to	university	or	if	not,	what	the	future	then	should	

bring.	 FB	however	 started	 to	question	 the	 choice	of	 attending	a	higher	education	at	 the	university	

because	he	did	not	like	the	fact	that	a	decision	had	to	be	made,	where	he	felt	that	his	future	would	be	

fixed	 in	 a	 certain	 direction.	 Overall,	 his	 concern	was	 to	 start	 at	 the	 university	 and	 lock	 his	 future	

within	one	specific	area	that	demanded	at	least	three	to	five	years	of	school	before	a	regular	9-5	job	

was	 lurking	 around	 the	 corner.	 The	 social	 aspect	 of	 going	 to	 university	 was	 the	 only	 part	 that	

appealed	to	FB,	especially	because	the	majority	of	his	own	social	set	chose	that	direction.	Though,	his	

gut	 told	 him	 not	 to	 put	 himself	 into	 that	 box	 and	 he	 deselected	 university	 and	 put	 all	 his	 focus	

towards	his	music	and	painting,	a	reality	where	he	was	in	charge	himself	and	where	he	thought	only	

his	imagination	and	creativity	would	determine	his	success	and	future	but	without	considering	how	

the	external	factors	of	record	companies	and	money	would	play	a	big	role.				
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The	other	source	of	inspiration	was	the	iconic	David	Bowie	who	was	known	as	a	musical	chameleon	

for	his	ever-changing	appearance	and	sound	(www.biography.com2).	David	Bowie	surprised	his	fans	

and	 audience	 several	 times	by	making	 a	new	album	 in	 a	 complete	different	 genre	 than	previously	

made	and	even	more	groundbreaking,	it	deviated	from	what	people	expected	from	him.	Throughout	

his	 carrier,	 David	 Bowie	withstanded	 some	 knocks,	 but	managed	 to	maintain	 his	 fans	 and	 in	 FB’s	

opinion,	this	it	what	has	makes	him	so	unique	and	successful	as	he	was	being	true	to	himself.	Exactly	

this	was	what	captured	and	inspired	FB	to	adopt	the	name	Bowie	as	FB	has	always	had	several	“hats”	

on	by	making	music,	painting	and	writing	poems.	When	he	was	younger,	he	also	did	a	lot	of	theatre,	

but	as	he	got	older	there	has	not	been	time	for	it.	FB	has	always	liked	to	dress	up	and	identify	himself	

with	different	characters.	Not	 in	a	“schizophrenic”	way,	because	the	personality	and	opinions	of	FB	

are	 always	 obvious,	 but	 in	 a	 sense	 that	 also	 symbolizes	 his	 attitude	 towards	 being	 labeled	 as	 an	

artists	within	one	specific	genre.	He	does	not	believe	in	the	fact	that	fans	will	only	stay	fans	if	staying	

within	the	same	genre	and	David	Bowie	was	an	excellent	example	of	this.		

	

The	 pastiche	 of	 the	 two	 icons	 then	 created	 the	 name	 Francis	 Bowie	 to	 celebrate	 their	 attitudes	

towards	education,	creativity,	art,	and	most	importantly,	their	ways	of	living	their	life.	Each	of	them	

symbolized	 some	 very	 strong	 opinions	 about	 self-control,	 which	 is	 the	 primary	 reason	 for	 FB	 to	

celebrate	them	through	his	stage	name.	It	was	therefore	not	because	of	the	art	and	music	they	made,	

but	more	 their	 decisions	 of	 making	 their	 own	 choices	 of	 how	 their	 life	 should	 be	 and	 not	 letting	

anybody	else	define	it.	

	

4.1.2	THE	ARTIST	FRANCIS	BOWIE		

As	mentioned,	FB	is	a	multi-facetted	artist	who	dedicated	his	life	to	creative	projects	of	music,	art	and	

writings.	Already	when	 looking	at	him,	most	people	would	get	 the	 impression	 that	FB	 is	a	creative	

type.	The	first	thing	to	notice	is	probably	his	long	dreadlocks.	Some	of	them	are	in	periods	colored,	

not	in	any	particular	eye-catching	color	or	because	of	any	particular	reason,	but	sometimes	because	

some	painting	accidentally	came	on	it	while	he	was	painting	a	picture	or	simply	just	because	he	felt	

like	it.	Glitter	is	also	often	a	part	of	his	look,	either	on	his	nails	or	if	he	is	dressing	up,	he	puts	it	in	his	

head.	He	is	often	wearing	long	colorful	necklaces	and	strings	of	pearls,	especially	if	he	is	dressing	up.	

Finally,	 he	 is	 almost	 always	 wearing	 a	 black	 bowler	 hat.	 The	 hat	 he	 always	 wore,	 had	 been	 his	

granddads,	but	a	couple	of	years	ago,	he	lost	it	at	Roskilde	Festival	and	had	to	buy	himself	a	new	one	

without	any	heritage.	Sadly,	as	FB	think	that	things	with	a	story	become	much	more	interesting.	So	as	

it	can	be	imagined,	FB	is	a	person	you	notice	in	a	crowd,	and	a	lot	of	people	certainly	do.	He	creates	a	

lot	of	attention	by	his	appearance	and	when	going	for	a	walk	with	him,	he	meets	a	 lot	of	people	he	

knows	from	the	streets,	but	a	lot	of	people	also	reach	out	to	him.	Especially	the	period	where	he	was	
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living	at	Nørrebro,	he	was	 in	contact	with	a	 lot	of	people	during	a	day.	He	was	exhibiting	 in	a	 little	

gallery	called	Galleri	Symbol	right	next	to	where	he	lived,	and	as	he	could	not	smoke	in	the	apartment	

he	 lived	 in	 or	 in	 the	 gallery,	 he	 also	 spend	 some	 time	 in	 the	 front	 of	 his	 home,	 talking	 to	 people	

passing	by.	“Det	Frie	Gymnasium”	is	not	far	from	the	apartment	and	every	Thursday	night,	he	met	a	

group	 of	 young	 people	 who	 he	 talked	 to.	 The	 students	 started	 calling	 him	 “Jesus	 med	 Dreads”	

because	of	his	dreadlocks,	and	within	a	short	time,	people	 from	the	gymnasium	started	calling	him	

that.	Also	on	the	annual	festival,	Roskilde	Festival,	a	lot	of	people	know	who	he	is	because	of	his	look.	

A	journalist	who	wrote	an	article	about	him,	but	never	actually	met	him,	recognized	him	because	she	

had	seen	a	picture	of	him.	If	he	had	been	a	fashion	blogger,	the	situation	would	have	been	different,	

but	as	FB	himself	 reaches	out	 to	a	 lot	of	people	and	his	appearance	and	attitude	seems	so	 friendly	

and	obliging,	it	fore	sure	is	contagious.				

	

FB	 has	 for	 the	 last	 ten	 years	 lived	 in	 Copenhagen,	 both	 on	 Amager	 and	 on	 Nørrebro.	 Though,	 six	

months	ago	he	moved	to	Bagsværd,	north	of	Copenhagen,	in	an	art	community	called	The	Visionship	

or	 Skibet.	 It	 is	 a	 joint	 of	 approximately	 ten	 people.	 Some	 of	 them	have	 their	 own	 apartments	 and	

others	just	have	their	own	room	and	then	share	the	kitchen	and	the	bathrooms.	FB	is	having	his	own	

room	at	The	Visionship	and	then	shares	kitchen	and	bathrooms	with	the	other	persons	he	lives	with.	

It	is	a	quite	large	room	he	has,	so	there	is	space	for	him	to	paint	and	make	music.	His	own	paintings	

adorn	the	walls	in	his	room	and	those	that	are	not	exhibited	in	the	gallery	at	the	moment,	are	stacked	

up	against	the	walls.	His	room	can	be	considered	as	his	place	of	living	as	well	as	his	atelier.	It	is	the	

artist	XXX	who	have	started	up	The	Visionship,	Originally,	 the	 idea	of	 the	 joint	was	that	everybody	

living	 there	 should	 be	 creative	 and	 have	 an	 interest	 in	 making	 art,	 however	 as	 the	 rooms	 and	

apartments	were	 being	 rented	 out,	 some	 of	 the	 cohabitants	 came	 in	 to	 The	 Visionship	 because	 of	

relations	 to	 some	 of	 the	 existing	 residents.	 It	 is	 obvious	 that	 FB	 is	 enjoying	 the	 company	 of	 his	

roommates,	but	he	repeatedly	expressed	that	he	think	it	is	a	shame	that	the	idea	of	gathering	creative	

artistic	people,	 fell	 to	the	ground,	not	because	he	does	not	 like	non-creative	people,	but	because	he	

hoped	 that	 they	 could	 have	 created	 a	 community	 where	 they	 could	 inspire	 each	 other	 or	 maybe	

collaborate	on	some	common	projects.		

	

FB	is	a	regular	exhibitor	at	the	gallery,	GalArtery,	at	Frederiksberg	that	opened	up	in	June	2015	His	

mother	 owns	 the	 gallery	 and	 the	 first	 exhibition	 consisted	 of	 paintings	 and	 sculptures	 made	 of	

ceramics	and	wood	by	FB	and	sculptures	of	steel	made	by	his	brother	who	is	a	blacksmith	that	goes	

under	the	artist	name,	Urban	Steel.	FB	and	his	brother	Simon	are	very	close	related,	and	has	several	

times	 co-operated	 on	 exhibitions	 in	 different	 galleries.	 The	 fact	 that	 both	 his	 brother	 is	 doing	 art	

himself	and	his	mother	is	interested	in	art	means	a	lot	to	FB.	He	is	spending	a	lot	of	time	in	the	gallery	

and	he	likes	to	talk	to	the	people	that	are	coming	to	look	at	the	exhibitions	and	he	appreciates	to	get	a	
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nice	talk	about	the	art	in	the	gallery	if	the	visitors	likes	to.	If	he	is	not	at	the	gallery,	he	is	spending	a	

lot	of	his	time	at	home,	at	The	Visionship.	 I	can	feel	that	he	likes	the	place.	Not	only	because	of	the	

atmosphere	 and	 the	 great	 amount	 of	 space	 he	 got,	 but	 also	 because	 it	 is	 very	 cheap,	 and	 the	 can	

spend	his	money	on	his	painting	and	his	music	instead	having	a	small	room	and	an	expensive	rent	in	

the	center	of	Copenhagen.	His	mothers’	interest	in	art	and	the	opening	of	the	gallery	makes	it	easier	

for	FB	to	handle	the	business	perspective,	as	he	does	not	have	to	respond	to	the	cooperation	in	the	

same	way,	as	if	it	was	solely	a	business	relation.	Thereby	she	is	not	only	providing	understanding	but	

also	resources	in	form	of	exhibiting	his	art	at	preferential	prices,	which	is	a	huge	help	in	his	already	

tight	budget.		

	

The	time	FB	is	spending	at	home	is	not	passing	with	relaxation	and	laziness.	As	mentioned	his	home	

is	his	atelier,	and	he	is	therefore	always	spending	his	time	on	something	related	to	his	art,	music	or	

his	writings.	For	many	years,	FB	have	had	an	idea	of	making	a	big	event	called	“The	Trinity”	where	a	

record,	an	art	exhibition	and	a	collection	of	poems	would	have	its	release.	He	knows	that	it	is	a	huge	

project	and	that	it	takes	a	whole	lot,	not	just	to	prepare	and	create	the	music,	the	art	and	the	book,	

but	also	to	establish	the	event,	and	probably	most	importantly	to	promote	it.	This	“Trinity”	takes	up	a	

lot	of	his	mind,	and	almost	everything	he	does	creatively	is	with	this	in	mind.	However,	FB’s	mind	is	a	

very	open	mind	where	new	ideas	pop	up	very	easily.	This	can	be	a	very	positive	thing,	but	in	some	

situations	it	can	also	stop	him	from	realizing	some	of	the	great	ideas	he	comes	up	with,	as	a	new	idea	

pops	up	before	he	has	 finished	or	 carried	out	 the	one	he	was	 already	working	on.	His	deficient	 in	

organizing	his	projects	does	not	seem	like	a	problem	to	FB,	as	he	is	good	at	adjusting	and	adapting	to	

the	 different	 situations.	 However,	 it	 is	more	 reflected	 in	 projects	where	 he	 has	 to	 cooperate	with	

other	 people,	 especially	 when	 incorporating	 other	 in	 his	 project	 “The	 Trinity”,	 as	 it	 has	 so	 many	

elements	and	because	FB	has	 imagined	this	project	 for	so	many	years	and	only	has	his	 ideas	 in	his	

head.	No	project	specification	has	been	made	and	nothing	has	been	written	down,	which	means	that	

he	has	 to	present	 the	project	over	and	over	 to	everyone	he	 thinks	 could	be	helpful	 in	 the	process,	

which	also	means	it	 is	not	the	same	story	that	will	be	told	every	time	and	the	understanding	of	the	

project	 may	 therefore	 differ	 from	 time	 to	 time.	 Moreover,	 it	 becomes	 even	 more	 complex	 as	 it	

involves	 three	 different	 art	 forms	 and	 most	 professionals	 have	 only	 specialized	 in	 one	 of	 the	

industries.	 Involving	professionals	 from	the	 three	different	 industries	can	 therefore	complicate	 the	

project,	as	one	of	the	three	elements	easily	can	dominate	and	maybe	obscure	the	two	other	elements	

and	 create	 a	 misbalance	 between	 the	 three	 different	 art	 forms	 if	 one	 of	 them	 has	 been	 more	

successful	or	if	an	element	has	been	promoted	better	than	the	others.		

	

The	absence	of	organizing	thus	seems	to	be	a	part	of	FB’s	personality.	It	is	reflected	in	his	work	but	

also	in	his	personal	life	it	shines	through.	FB	does	not	have	a	day-to-day	job.	He	works	at	a	home	for	
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learning	disabled	people,	and	his	working	hours	differ	from	day	to	day	and	week	to	week.	Some	days	

he	works	 a	 24-hour	 shift	 that	 ends	 up	 giving	 him	 a	 70-hour	workweek,	 other	weeks,	 he	 does	 not	

work	which	gives	him	the	flexibility	to	do	his	music	and	art.	Another	thing	is	his	sleeping	and	eating	

habits.	 Typically,	 FB	 is	 doing	 a	 lot	 of	 his	work	 at	 night,	 as	 there	 is	 time	 to	 immerse	without	being	

interrupted	and	as	he	does	not	stop	if	a	good	idea	for	a	song	or	a	painting	comes	up.	Often	he	does	

not	go	to	bed	before	after	3	or	4am,	and	then	off	course	he	does	not	get	up	until	a	little	later	at	the	

day.	This	unstructured	way	of	 living	 also	 affects	his	 eating	habits	 and	 the	 structured	way	of	 living	

where	people	have	 regular	 times	where	 they	eat	 and	 sleep,	 is	not	a	 concern	of	FB’s.	The	 choice	of	

living	his	life	like	this,	goes	well	in	hand	with	the	inspiration	from	Francis	Bacon	and	the	choice	of	not	

wanting	 other	 people	 and	 the	 society	 to	 define	 his	 way	 of	 living,	 even	 though	 it	 obviously	 is	 not	

simulated,	it	is	just	what	comes	naturally	to	him.				

	

4.1.3	THE	MUSIC	

In	2014	FB	made	contact	with	the	American,	California	based	A&R	Jeff	Blue.	Blue	is	a	multi	platinum	

music	 producer,	 songwriter	 and	 lawyer	who	 currently	 is	working	 for	 Atlantic	 Records	 as	 an	 A&R	

consultant,	where	he	is	responsible	for	discovering,	signing,	co-writing	and	producing	for	new	artists	

(www.jeffbluemusic.com).	 Previous	 artists	 in	Blue’s	 portfolio	 include	Macy	Gray	 and	Linking	Park.	

The	deal	between	FB	and	Blue	 regarded	 three	 songs;	 “Sunny	Day”,	 “Number	One”	 and	 “Sex,	Drugs	

and	Thrilling”.	FB	paid	Blue	an	amount	of	$30.000,	which	included	rent	of	the	studio,	recordings	and	

mixing	of	the	three	songs	with	the	engineer	Justin,	and	promotion	and	pitching	to	radio	stations	and	

movies	etc.	Later,	FB	also	made	contact	with	the	manager	Michael	 Jones	from	the	label	D’Generate.	

D’Generate	 is	discovering,	developing	and	delivering	great	new	electronic	and	alternative	music	 to	

fans	 and	 other	 consumers	 worldwide	 using	 a	 variety	 of	 technology	 platforms	

(www.dgeneraterecords.com).	FB	and	D’Generate	signed	a	contract	on	 the	 three	songs	recorded	 in	

LA	and	Jones	became	the	manager	of	FB	handling	promotion	and	the	practical	concerns	of	releases,	

distribution	 to	streaming	and	download	services	such	as	Spotify	and	 iTunes	as	well	as	 legal	 issues	

such	as	rights	and	royalties.	The	three	songs	were	quite	successful	in	the	US	and	were	played	a	lot	on	

different	 American	 radio	 stations.	 All	 three	 songs	 have	 been	 topping	 the	 most	 added	 charts	 for	

several	of	the	first	weeks	after	their	releases	(Appendix	4).	Moreover,	the	American	Los	Angeles	and	

New	York	 based	 ”The	 Independent	Music	Network”	 nominated	 FB	 in	 the	 two	 categories	 ”Favorite	

Male	Artist”	and	”Favorite	International	Artist”.	The	independent	Music	Network	is	a	company	that	

helps	independent	artists	to	create	attention	about	their	music.	Their	goal	is,	in	their	own	words,	to	

help	“level	the	playing	field”	by	getting	the	best	independent	artists,	bands	and	their	product	out	to	

the	entire	music	world	(www.independentmusicnetwork.com).	Though	FB	did	not	win	the	categories	
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in	which	he	was	nominated,	but	it	created	some	exposure	and	awareness	on	his	singles	and	FB	as	an	

artist.			

	

4.1.4	THE	AGREEMENTS		

As	 mentioned,	 FB	 made	 agreements	 with	 both	 the	 A&R	 manager	 Jeff	 Blue	 and	 the	 record	 label	

D’Generate	on	the	three	songs	recorded	and	distributed	in	LA.	However,	FB	never	signed	a	contract	

with	Blue,	it	was	only	made	as	an	oral	agreement.	Through	the	30	days	FB	spend	in	LA	recording,	he	

felt	 that	 the	 money	 invested	 in	 Blue	 paid	 off	 and	 he	 was	 very	 satisfied	 with	 the	 masters	 of	 the	

recordings.	 Though,	 the	 agreement	 of	 Blue	 pitching	 the	 three	 songs	 to	 record	 companies,	 radio	

stations	and	movies	etc.	did	not	have	the	intended	effect	that	FB	had	imagined	and	the	deal	with	Blue	

did	not	yield	the	hoped	exposure	leading	to	a	record	contract.	

	

Even	though	FB	is	a	person	that	speaks	up	for	him	self	and	express	if	he	is	not	satisfied,	he	did	not	do	

much	about	his	dissatisfaction	with	Blue.	They	corresponded	via	e-mailed	back	and	forth	a	couple	of	

times,	but	then	FB	chose	to	search	for	other	opportunities	and	found	the	record	label	D’Generate.	The	

founder	 of	 D’Generate	 is	 the	 “crazy”	 kind	 of	 guy,	 Jones	 who	 previously	 was	 manager	 for	 other	

successful	American	artists.	He	and	FB	seemed	like	a	good	match	as	both	of	them	has	a	bit	of	that	“X”	

factor.	For	a	period	of	 time	 they	made	a	good	 team.	D’Generate	and	FB	signed	a	deal	on	 the	 three	

numbers	recorded,	and	the	songs	were	released	under	the	label	D’Generate	with	Jones	represented	

as	FB’s	manager.	The	contract	signed	stated	both	D’Generate	and	 Jones’	position	clearly	and	at	 the	

same	 time,	 it	 assigned	 D’Generate	 a	 part	 of	 the	 rights	 to	 the	 three	 recordings.	 Although	 the	

corporation	went	well	in	the	beginning,	the	distance,	the	“X”	(some	would	argue	“crazy”)	factor	and	

the	lack	of	stability	in	Jones’	engagement	and	management	style,	created	some	frustrations	with	FB	

and	he	started	to	question	Jones’	ability	of	being	able	to	help	FB	succeed	with	the	three	records.	Due	

to	the	distance,	FB	corresponded	back	and	forth	with	Jones	on	e-mail	and	Skype	to	make	it	work.	As	

the	relationship	between	FB	and	Jones	were	not	just	professionally	related,	but	had	also	turned	into	a	

friendship	after	the	time	FB	spent	in	LA	living	with	Jones.	However,	the	doubts	were	suddenly	a	two-

way	street	because	Jones	also	started	question	the	direction	and	type	of	FB	as	an	artist.	During	the	

meetings	and	correspondence	between	the	two,	Jones	unexpectedly	wanted	FB	to	be	more	“classy”.	

Especially	concerning	future	exposure	and	live	performances,	Jones	wanted	FB	to	suit	up.	He	felt	that	

the	quirky	style	of	FB	created	a	confusion	of	style	and	a	misperception	of	him	could	happen	with	the	

audience.	Because	of	this,	Jones	expressed	that	his	job	of	promoting	FB	was	hard	and	that	he	thought	

the	 change	 was	 needed	 before	 he	 could	 do	 his	 job	 well.	 Because	 of	 this,	 FB	 decided	 to	 end	 the	

cooperation	due	to	lack	of	understanding	between	him	and	Jones	as	well	as	the	feeling	FB	had	that	

Jones	had	a	lack	of	interest	in	him	as	an	artist.		
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These	two	situations	give	an	indication	of	FB	as	a	person.	Taken	them	into	consideration	as	well	as	

observations	 made	 throughout	 the	 past	 year,	 FB	 is	 generally	 not	 a	 fan	 of	 the	 entire	 business	

perspective	within	 the	music	 industry.	He	does	not	 really	want	 to	 be	 too	 involved	 in	 the	business	

decisions,	 but	 anyways	 the	 frustrations	 about	 how	 significant	 the	 business	 perspective	 is	 in	 the	

music	industry,	takes	a	lot	of	his	attention.	The	deal	he	made	with	Blue	did	not	contain	any	contract,	

which	 most	 people	 would	 swoon	 about,	 if	 paying	 a	 professional	 that	 amount	 of	 money	 for	 an	

undefined	service.	In	some	sense,	FB	agrees	in	the	abovementioned	and	regret	the	money	spend	on	

Blue,	but	as	he	is	saying	himself,	it	cannot	be	changed	now,	and	by	turning	his	head	over	it	again	and	

again,	is	 just	making	him	crazy.	Nevertheless,	the	frustrations	became	enough	and	FB	got	relieve	of	

his	 feelings	by	writing	a	 song	about	Blue	and	his,	 at	 times,	 soft-soap.	For	a	 long	 time,	FB	has	been	

considering	 whether	 to	 send	 Blue	 the	 song	 and	 express	 how	 he	 felt	 about	 the	 job	 he	 did	 for	 FB.	

Though,	FB	decided	not	to	send	it	and	instead	he	wrote	him	a	long	email,	questioning	if	Blue	really	

thought	that	he	carried	out	the	job	they	agreed	upon	well.		

	

The	thing	about	FB	is	that	even	though	he	 is	mad	or	disappointed	at	people,	he	may	in	some	cases	

mention	 it,	but	he	does	not	get	angry	and	he	 is	 still	holding	a	note	 in	 the	discussions	he	may	 take,	

even	 though	 he	 thinks	 that	 the	 situation	 is	 unfair.	 This	 is	 probably	 also	 what	 makes	 him	 such	 a	

likeable	person.	The	correspondence	back	and	 forth	between	FB	and	Blue	was	 in	a	decent	 tone.	At	

first	Blue	defended	himself	by	stating	that	the	music	industry	is	a	tough	industry	where	millions	of	

songwriters	and	artists	compete	to	get	their	music	out.	He	refers	to	FB’s	songs	as	quirky	and	unique	

songs,	that	not	everyone	gets.	He	argues	that	FB	have	to	understand	that	the	record	companies	spend	

millions	and	millions	of	dollars	trying	to	discover	the	next	big	thing	and	that	the	they	are	lucky	if	one	

out	of	the	20	artists	they	handpick	breaks.	Due	to	this,	Blue	argues	that	neither	him	nor	anyone	else	

can	guarantee	anything	and	states	that	he	was	crystal	clear	about	that.	FB	is	well	aware	of	the	things	

that	Blue	writes	and	he	knows	that	it	is	a	tough	and	uncertain	business,	but	the	real	problem	in	this	

case	is	that	FB	does	not	have	any	idea	of,	what	Blue	actually	did	back	then,	to	promote	and	pitch	the	

three	songs.	One	reason	 for	 that	 is	FB’s	 ignorance	 towards	 the	 job	and	 the	business	perspective	of	

being	 an	 artist	 that	wants	 to	 live	 of	 your	music.	 As	mentioned	 earlier,	 he	 is	 not	 aware	 of	 how	 to	

succeed	with	his	music,	but	he	expects	that	when	he	pays	that	amount	of	money	for	it,	he	would	have	

gained	more	 from	it.	Unfortunately,	his	 lack	of	understanding	and	perhaps	some	 lack	of	 interest	 in	

the	business	part	can	be	misunderstood	and	people	who	do	not	know	FB	may	think	that	he	does	not	

fully	care	about	the	outcome.	Because	of	the	missing	knowledge	from	FB’s	side,	him	and	Blue	has	not	

evaluated	 on	 the	 process.	 This	 off	 course	 rests	 on	 both	 shoulders,	 as	 it	 can	 be	 argued	 that	 a	

professional	like	Blue	should	have	taken	responsibility	of	informing	FB,	what	was	going	on	and	what	

the	 reaction	 was	 on	 his	 songs,	 as	 well	 as	 FB	 should	 have	 followed	 up	 on	 his	 project	 and	 their	
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agreement.	 The	 other	 reason	 for	 this	 clash	 is	 the	 absence	 of	 the	 contract.	 If	 a	 contract	 had	 been	

signed,	 it	would	have	been	clearer	what	Blue’s	exact	 job	was	and	 it	may	have	changed	his	sense	of	

responsibility	 towards	 the	 job	 he	 did	 for	 FB.	 Hereby	 not	 said	 that	 Blue	 did	 not	 try	 to	 meet	 the	

agreements	of	the	deal,	however	without	succeeding,	but	it	has	not	been	rendered	visible	to	FB	what	

he	actually	did,	to	whom	he	pitched	the	songs	and	which	radios	he	was	in	contact	with	etc.		

	

After	FB	resumed	the	contact	to	Blue	who	pitched	the	songs	to	some	record	company	and	some	radio	

stations	in	LA,	who	found	two	of	them	very	interesting.	In	the	email	Blue	send	FB,	he	agrees	with	him	

that	 the	music	business	 is	 a	 “sad”	business	 that	develops	 in	 the	wrong	direction	where	 artists	 are	

being	more	 and	more	 controlled	 by	 record	 companies.	 After	 FB	 received	 this	 email	 from	 Blue,	 it	

seemed	that	he	changed	his	attitude	towards	Blue.	This	is	exactly	the	feeling	that	frustrates	FB,	and	

having	a	professional	stating	the	same,	definitely	makes	an	impression	on	FB.	Moreover,	the	positive	

response	on	the	songs	created	some	excitement,	even	though	it	also	creates	some	doubt	about	how	

much	Blue	did	at	the	first	time,	as	FB	as	mentioned	never	received	any	reaction	from	him.	Another	

reliable	explanation	is	that	Blue	always	said	to	FB	that	if	they	made	a	deal,	he	would	keep	trying	and	

that	FB	could	always	contact	him	if	he	thought	that	Blue	could	do	anything	for	him.	In	this	situation,	

Blue	has	been	as	good	as	his	word.			

	

Another	recent	situation	reminds	a	lot	of	the	one	with	Blue.	FB	made	a	deal	with	a	Danish	promotion	

office	on	his	song	“Sunny	Day”.	They	should	promote	it	to	the	Danish	radio	stations,	but	again	FB	did	

not	feel	that	he	received	what	he	paid	for.	He	contacted	them	later,	and	asked	them	if	they	thought	

they	had	done	the	job	he	had	paid	for,	as	he	never	saw	any	radio	reports	or	statistics	on	the	rotations	

from	the	radio	stations	he	was	air	played	on.	FB	corresponded	back	and	forth	with	their	employee	

Laura,	who	assured	that	they	had	done	what	they	had	been	paid	for,	but	apologized	that	he	never	had	

received	 the	 reports.	 Again,	 no	 evaluation	 is	 done	 from	 either	 FB’s	 or	 the	 promotion	 office’s	 side,	

which	 makes	 the	 cooperation,	 end	 in	 a	 frustrating	 battle	 where	 unnecessary	 issues	 are	 being	

questioned.					

	

4.1.5	STATUS	QUO	

Until	 now,	 all	 expenses	 on	 recordings	 and	 promotion	 have	 been	 paid	 by	 FB	 him	 self	 as	 no	 record	

label	have	signed	him	yet.	It	should	now	be	clear,	that	it	is	not	because	FB	has	not	been	trying	to	get	

in	contact	with	any	record	companies,	but	because	all	of	the	record	companies	either	do	not	respond	

to	 the	 records	 that	 has	 been	 presented	 to	 them	 or	 because	 they	 do	 not	 have	 time	 at	 the	 given	

moment	to	take	new	artists	in.	FB	is	therefore	finalizing	his	debut-album	here	in	Copenhagen,	at	the	

studio	 King	Kong	 on	 Frederiksberg.	 However,	 even	 though	 it	 is	 a	 long	 and	 tough	 battle,	 FB	 is	 not	
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giving	up.	He	has	been	working	hard	towards	succeeding	for	a	long	time	now,	but	the	break	through	

has	not	happened	yet.	It	seems	that	his	ignorance	and	lack	of	interest	in	the	business	part	trips	him	

up	again	and	again.	Still,	it	is	not	changing	his	attitude	towards	it.	Throughout	the	observation	period,	

I	 have	 read	 academic	 articles	 that	 are	 questioning	 the	 exact	 same	 things	 as	 FB.	 I	 have	 tried	 to	

introduce	him	to	the	articles	as	I	think	he	would	find	them	very	interesting,	but	as	soon	as	he	finds	

out	that	they	are	academic	or	have	a	business	perspective,	he	shuts	down	and	immediately	you	can	

see	in	his	eyes,	that	he	has	absolutely	no	interest	in	it.	The	same	thing	happens	when	talking	about	

future	 plans	 about	 any	 of	 his	 projects,	 as	 soon	 as	 asking	 him	 to	 make	 a	 project	 description	 for	

example;	the	project	is	brought	to	a	standstill,	as	he	cannot	cope	with	it	even	though	it	seems	that	he	

want	 to.	 This	 may	 also	 explain	 why	 it	 is	 so	 hard	 for	 him	 to	 understand	 why	 it	 is	 so	 hard	 for	 a	

professional	to	promote	him,	as	it	seems	that	he	is	having	a	hard	time	to	see	objectively	and	beyond	

his	own	great	idea	in	a	business	perspective.			
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4	

As	a	record	company	we	have	a	responsibility,	we	must	deliver	music	with	quality	to	

show	that	we	act	as	some	sort	of	filter	and	find	it	marketable	because	the	record	has	

that	something	extra.	Because	of	that,	I	think	you	should	see	the	record	companies’	

role	in	the	music	industry	as	a	gatekeeper	who	picks	up	the	talent,	process	it	and	

prepare	it	to	be	introduced	to	the	rest	of	the	world	

	

Rene	Madsen,	Warner	Music	Denmark	

	

••••••••• 	

” 
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4.	THEORETICAL	FRAMEWORK	
	

Having	set	the	methodological	 framework	for	this	thesis	 in	chapter	2,	 I	will	now	provide	a	detailed	

presentation	of	the	theoretical	aspects	relevant	to	answer	my	research	question.		

	

4.1	THEORY	PART	1:	PESTL	-	MAPPING	THE	DANISH	MUSIC	ENVIRONMENT	
	

The	 music	 industry	 is	 a	 large	 and	 dynamic	 business	 environment	 composed	 of	 many	 different	

creative	and	non-creative	elements	 that	contribute	 in	 the	process	of	making	music	available	 to	 the	

consumers.	The	term	“music	industry”	will	in	the	environmental	analysis	refer	to	all	of	the	activities	

involved	 from	 the	 creative	 input	 by	 the	 artist	 to	 production,	 promotion,	 selling,	 distribution	 and	

consumption	 of	 music	 including	 the	 governmental	 decisions	 that	 affect	 the	 development	 and	

existence	of	the	industry.	Because	of	the	many	areas	creating	the	“landscape”	from	the	creative	input	

and	throughout	the	entire	process	till	a	record	reaches	the	audience,	the	position	and	dependence	of	

others	within	the	music	industry	is	illustrated	very	clearly	by	Richard	Caves:	

	

The	 music	 industry	 is	 seen	 as	 a	 part	 of	 a	 larger	 umbrella	 of	 industries	 referred	 to	 as	 the	 “creative	

industries”	or	“cultural	industries”	in	which	products,	services,	or	experiences	within	the	market	contain	

“an	element	of	artistic	or	creative	endeavour.”	(Caves,	2000)	

	

Caves’	 (2000)	 reference	 to	 the	 structure	 of	 the	 umbrella	 is	 applied	 to	 illustrate	 how	 the	 different	

areas	within	the	music	industry	cooperates	around	a	shared	vision	of	making	an	artist,	a	record	or	a	

band	 succeed,	 however	with	 different	 perspectives	 of	 success,	 which	will	 be	 elaborated	 on	 in	 the	

discussion.	 The	 umbrella	 is	 symbolizing	 the	 environment	 that	 affects	 the	music	 industry	 and	will	

support	the	idea	of	the	symbiotic	relationship	between	the	associates	of	the	compound	industry.	The	

complexity	 of	 the	 industry	will	 be	 illustrated	 and	 analysed	 through	 the	 environmental	 framework	

PESTEL,	to	give	the	reader	an	overview	and	a	better	understanding	of	the	external	factors	that	affect	

the	fate	of	both	artist	and	record	company,	as	both	are	very	depended	of	the	environment.	PESTEL	

will	 be	 used	 as	 a	 tool	 to	 analyse	 a	 broader	 perspective	 of	 issues	 and	 trends	 within	 the	 political;	

economic;	 social,	 technological	 and	 legal	 business	 environment	 that	 affects	 the	 music	 industry	

(Johnson,	Whittington,	and	Scholes,	2011).		

	

Usually	there	are	six	aspects	in	PESTEL;	however,	the	environmental	aspect	has	been	eliminated,	as	

it	 is	 not	 relevant	 in	 this	 case.	 Applying	 the	 PESTL	 framework	 will	 help	 investigate	 and	 map	 the	

current	environment	and	the	influence	the	external	factors	have	on	the	artists	and	record	companies	
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and	their	decision	making	in	the	process	of	creation,	production,	signing	and	promotion	as	especially	

the	record	companies	are	a	business	with	profit	in	focus.	This	analysis	will	provide	the	reader	with	

knowledge	 necessary,	 for	 the	 reader	 to	 understand	 the	 power	 structure	 throughout	 the	 filtering	

process	 and	 the	 pre-selection	 system	 a	 record	 undergoes	 to	 reach	 the	 audience.	Moreover,	 it	will	

provide	 a	 foundation	 to	 the	discussion	of	 the	 case	of	 Francis	Bowie	 and	 the	possible	 frictions	 that	

rises	when	 a	multifaceted	 artist	 like	him	 is	 trying	 to	break	 through	 in	 a	 complex	 industry	 like	 the	

music	industry.		(Johnson,	Whittington,	and	Scholes,	2011)	

	

The	 PESTL	 framework	 usually	 represents	 the	 five	 areas	 in	 the	 aforementioned	 order,	 but	 will	 in	

through	 the	analysis	be	made	 in	 the	 following	order:	Legal-,	 economic-	 technological-	political	 and	

finally	the	social	aspect.	This	approach	will	illustrate	how	trends	and	issues	derive	from	the	different	

areas	of	the	environment	and	impact	the	rest	of	the	industry,	typically	being	expressed	through	the	

social	 environment,	 which	 is	 also	 why	 the	 scientific	 approach	 of	 social	 constructivism	 and	

perspectivism	has	been	chosen	for	the	thesis.		

	

4.2	THEORY	PART	2:	THE	PRESELECTION	SYSTEM	
	

Hirsch’s	(1970)	filter-flow	model	and	his	concept	of	 the	preselection	system	are	applied	to	analyze	

how	 the	many	 layers	 and	 gatekeepers	 of	 the	 filtering	 process	 determine	 the	 fate	 and	 success	 of	 a	

recording.	Hirsch	(1970)	is	referring	to	the	cultural	industry	by	defining	recordings	as	cultural	items	

because	they	are	non-material	in	the	sense	that	they	serve	a	less	obvious	utilitarian	purpose	than	for	

example	 foods	 and	 detergents.	 The	 preselection	 system	 has	 developed	 due	 to	 this	 classification,	

because	 the	 conventional	 market	 research	 procedures	 are	 unreliable	 and	 advanced	 planning	 is	

difficult	as	cultural	items	have	the	characteristic	of	appealing	to	popular	taste	and	to	the	consumer’s	

esthetic	 preferences	 (Hirsch,	 1970).	A	 typical	 situation	within	 the	 cultural	 industry,	 and	 especially	

within	 the	 music	 industry,	 is	 that	 the	 number	 of	 recordings	 far	 exceeds	 the	 number	 that	 can	 be	

successfully	marketed	 through	 the	 traditional	 environmental	 forces	 such	as	 record	 companies	 and	

radio	stations.		

	

However,	technology	and	digitalization	have	made	it	possible	for	an	artist	to	be	more	independent,	

because	of	sources	like	Youtube,	Spotify	and	Apple	Music	etc.	that	all	makes	it	easier	for	an	artist	to	

distribute	their	own	music.	The	streaming	and	download	services	have	made	it	possible	for	an	artist	

to	detach	and	bypass	the	filters	and	traditional	channels	of	the	record	companies	as	well	as	it	is	now	

possible	 to	promote	and	succeed	with	a	song	without	reaching	airtime	on	the	radio	because	of	 the	

phenomenon	of	social	medias.	This	have	made	the	promotion	process	for	both	artist	and	the	record	
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companies	more	accessible	and	 thereby	easier,	which	also	contribute	 in	making	 the	process	 to	 the	

audience	 less	 filtered	whether	 going	 “the	 dependent	way”	 or	 “the	 independent	way”	 to	 reach	 the	

audience.			

	

Due	to	this,	some	changes	have	been	made	of	Hirsch’s	(1970)	original	filter-flow	framework	to	make	

it	 more	 updated	 and	 relevant.	 The	 framework	 is	 now	 divided	 into	 two	 “ways”	 of	 which	 a	 record	

reaches	 its	 audience	 through,	 respectively	 “The	 dependent	way”	 and	 “The	 independent	way”.	 The	

filters	through	the	dependent	way	via	the	record	companies	have	slightly	been	updated	and	adjusted	

to	the	Danish	music	industry,	but	is	overall	having	the	same	functions	as	in	the	original	framework.	

Through	the	dependent	way,	the	artist	and	the	producer/A&R’s	represent	the	input	sector	which	is	

very	 product	 oriented,	 leading	 the	 record	 on	 to	 the	 throughput	 sector	where	 the	 record	 company	

executives	and	policymakers,	promoters	and	distributors	are	filtering	the	material	in	order	to	try	to	

maximize	sales.	Finally,	the	influential	sector	represents	the	radio	stations	and	Spotify	and	ultimately	

airtime	on	P3	and	the	Spotify	Top-50	chart	that	generates	exposure	and	ads	status	to	a	record.	The	

independent	 way	 has	 been	 replacing	 the	 phases	 of	 “Sponsors”	 and	 “Advertising	 Agencies”	 with	

respectively	“Downloading/Streaming	Services”	and	“Promotion	through	social/mass	media”.	These	

will	 not	 be	 referred	 to	 as	 filters	 throughout	 the	 analysis	 because	 of	 the	 low	 almost	 non-existing	

barriers	of	entry,	but	more	as	“pushers”	if	used	properly	by	the	artist	and	eventually	their	manager.		

	

FIGURE	2:	The	organization	of	the	music	industry	-	Reconstructed	(Hirsch,	1970)	

	
Source:	Authors	own	creation,	reconstruction	from	Hirsch,	1970		
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According	to	Hirsch	(1970),	all	of	the	filters	through	the	preselection	system	are	perceived	as	“value	

adding”	in	the	sense	that	the	record	reaches	the	audience	by	favorably	having	been	processed	at	each	

of	 the	 preceding	 filters,	 respectively.	 The	 value	 added	 is	 simply	 the	 increased	 probability	 of	 a	

successful	 outcome,	 because	 of	 this	 favorable	 processing	 it	 is	 led	 through.	When	 an	 artist	 and	 his	

record	bypasses	the	filters	of	the	record	company,	the	value	added	is	generated	through	acceptance	

and	approval,	directly	created	by	 the	audience.	 If	an	artist	 is	not	having	 the	support	 from	a	record	

company,	he	may	be	more	vulnerable	to	bad	reviews,	as	he	relies	on	the	attention	from	the	audience	

to	reach	airtime	on	the	radio	stations	etc.	Through	”the	independent	way",	it	is	completely	out	of	the	

artist’s	hands,	and	a	 risk	of	 loss	 in	value	rises	because	of	 the	 incontrollable	 forces	of	 the	audience,	

where	no	opposition	can	be	given	 through	airtime	 to	counterbalance	 the	unfavorable	attitude.	The	

dependent	 way	 is	 therefore	 more	 certain	 regarding	 the	 added	 value	 during	 the	 filtering	 process,	

whereas	 the	 independent	 way	 can	 both	 increase	 and	 decrease	 the	 value	 of	 a	 record	 through	 the	

phases.		
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You	do	not	always	want	to	know	the	process	behind	the	production	of	music,	you	

just	want	to	enjoy	the	result.	If	you	know	the	process	behind	producing	the	music,	

then	it	becomes	more	difficult	to	enjoy	the	result	

	

Lars	Trillingsgaard,	Music	Director	at	P3	

	

••••••••• 	

” 
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5.	ANALYSIS	
	

In	 the	 previous	 chapters,	 the	 methodical	 and	 theoretical	 framework	 has	 been	 clarified	 and	 the	

following	chapter	will	be	dedicated	 to	 the	analysis.	The	 two	parts	 that	 the	analysis	 is	divided	 into,	

will	intend	to	answer	two	of	the	three	supplementary	questions	that	assist	in	answering	the	research	

question.	Based	on	the	sub-conclusions	of	the	two	parts	of	the	analysis,	it	will	be	possible	to	answer	

whether	the	record	companies,	their	corporate	strategies	and	financial	position	are	suppressing	the	

artists	and	their	creativity	in	the	Danish	music	industry.	

	

5.1	ANALYSIS	PART	1	-	MAPPING	THE	DANISH	MUSIC	ENVIRONMENT	
The	PESTL	 framework	will	 through	 the	 following	 analysis	map	 the	Danish	music	 industry	 and	 the	

associates	herein	in	order	to	understand	the	complexity	of	the	industry	and	the	relations	that	form	

the	basis	of	the	decisions	made	through	the	preselection	system.	

	

5.1.1	THE	LEGAL	ASPECT	

The	 purpose	 of	 making	 music	 can	 be	 seen	 from	 different	 perspectives.	 Both	 arguments	 of	 music	

being	an	artistic	scope	as	well	as	being	a	business	like	in	any	other	industry	is	met.	However,	if	artists	

and	record	companies	do	not	earn	profit	on	the	music	they	produce,	the	music	industry	would	be	at	

the	point	of	extinction.	For	artists	and	record	companies,	the	legal	matters	of	copyright,	publishing,	

contracts,	licencing	and	royalties	are	the	carrying	security	of	their	existence	as	those	aspects	assures	

payment	of	the	work	provided.	In	2014	the	turnover	on	recorded	music	in	Denmark	was	DKK	2.625	

million,	which	illustrates	not	only	the	size	of	the	industry	but	also	the	impact	of	the	legal	matters.	The	

amount	of	the	DKK	2.625	million	is	generated	because	of	the	legal	matters	discussed	in	this	chapter.				

	

The	 legal	aspects	within	the	music	 industry	consist	of	different	matters	concerning	the	artist	and	a	

record	company’s	future	rights	in	terms	of	material	produced	and	revenues.	It	may	be	the	area	of	the	

external	environment	that	is	furthest	away	from	the	actual	creative	process	between	the	artists	and	

the	 record	 company,	 but	 is	 still	 of	 significant	 importance	 as	 it	 is	 expected	 to	 affect	 the	 rights	 of	

respectively	 the	 artist’s	 project	 of	 passion	 and	 the	 record	 company’s	 search	 for	 profit.	 If	 the	 legal	

matters	 are	 not	 in	 place	 in	 terms	 of	 copyright,	 publishing,	 contracts,	 licencing	 and	 royalties	

(www.law-arts.org)	disagreements	between	the	artist	and	record	company	can	rise.		

	

The	 entire	music	 industry	 relies	 on	 royalties	 generated	 by	 the	 licensing	 of	 copyrighted	 songs	 and	

recordings.	Due	 to	 this,	 issues	of	contracting	and	 thereby	copyright	can	have	a	huge	 impact	on	 the	
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artists	 and	 the	 record	 companies	 and	 the	 relationship	 between	 them.	When	 considering	 the	 legal	

terms	within	 the	music	 industry,	 it	 is	 important	 to	 realize	 that	 there	 are	 two	 types	 of	musicians,	

namely	 the	 composers	 of	 a	 song	 or	 melody	 and	 the	 performing	 artists,	 which	 holds	 two	 distinct	

copyrights.	The	songwriters	holds	the	copyright	of	the	lyrics	of	a	piece	of	music	and	the	performing	

artists	hold	the	rights	to	a	particular	recording	of	a	song,	which	is	called	the	master	recording.	Yet,	

one	artist	can	hold	both	the	copyrights	of	the	composing	and	the	performance.	When	contracts	are	

negotiated	and	rights	are	being	shared	between	artists	and	record	companies,	Gramex	and	Koda	are	

the	 leading	 authorities	 of	 administrating	 the	 financial	 funds.	 The	 two	 associate	 non-profit	

organizations	Gramex	and	Koda	are	both	approved	by	the	Danish	Ministry	of	Cultural	Affairs	and	are	

administrating	 the	 financial	 rights	 of	 the	 composers,	 performing	 artists	 and	 the	 record	 companies	

under	Article	68	of	 the	Danish	Copyright	Act	(Gramex;	Koda).	The	two	organizations	distribute	the	

funds	 received	 from	 TV	 and	 radio	 broadcasting	 as	 well	 as	 other	 public	 performances	 to	 their	

members.		

	

The	membership	of	Gramex	is	free	of	charge	and	is	for	performing	artists	and	record	companies.	As	

an	artist,	the	requirement	for	a	membership	at	Gramex	is	to	have	performed	on	a	sound	recording	as	

a	 singer,	musician	 or	 conductor.	 To	 become	 a	member,	 Gramex	 need	 a	 fulfilled	 application	 and	 a	

complete	 discography	 to	make	 sure	 that	 they	 have	 all	material	 registered	 right	 to	 ensure	 that	 the	

correct	payments	are	being	disbursed	to	respectively	the	artists	and	the	record	companies.	Gramex	

offer	both	regional	and	worldwide	memberships,	which	makes	them	able	to	collect	remuneration	in	

all	 the	 territories	 where	 they	 have	 an	 agreement.	 A	 regional	 membership	 is	 for	 the	 territory	 of	

Denmark	alone	(Gramex).				

	

The	other	authority,	Koda,	is	distributing	royalties	to	the	composers.	They	represent	approximately	

40.000	Danish	composers,	songwriters	and	music	publishers	and	through	reciprocal	contracts	with	

rights	 societies	 in	more	 than	115	 countries,	 they	offer	 the	 entire	world	 repertoire	of	music	 in	one	

single	 agreement	 (Koda).	 Besides	 managing	 and	 administering	 copyrights	 for	 music	 creators	 and	

publishers,	Koda	is	actively	represented	in	the	Danish	music	industry.	Every	year	they	grant	10	pct.	

of	 their	 annual	 revenues	 to	 development	 of	 Danish	music	 as	 cultural	 funds.	 Furthermore,	 Koda	 is	

involved	in	initiatives	such	as	Danish	Music	Award,	SPOT	Festival	and	Nordic	Musicdays	etc.	which	is	

encouraging	Danish	musical	talent.		

	

When	a	song	is	being	played	on	the	radio	or	on	TV,	royalties	are	being	paid	to	both	Koda	and	Gramex.	

Koda	administers	the	royalties	paid	to	the	composer	and	in	some	cases	the	publisher	where	Gramex	

administers	the	royalties	assigned	to	the	rest	of	the	performing	artists	 in	for	example	a	band,	or	to	

the	owner	of	the	master,	which	in	most	cases	are	the	record	companies.	Authorities	like	Gramex	and	
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Koda	 are	 therefore	making	 sure	 that	 the	 artists	 and	 the	 record	 companies	 are	 being	 paid	when	 a	

record	is	being	played	in	public	space.			 		

A	typical	legal	issue	that	is	seen	between	artist	and	the	record	company	is	regarding	the	rights	to	the	

master	 of	 a	 record.	When	 a	 record	 company	 is	 signing	 an	 artist,	 a	 lot	 of	 risk	 is	 taken	 from	 both	

perspectives.	 The	 record	 company	 is	 making	 a	 huge	 financial	 investment	 in	 the	 artist	 in	 form	 of	

recordings,	music	videos	and	marketing	etc.	Usually	an	 investment	 in	a	new	artist	 is	between	DKK	

750.000	and	1.500.000	where	the	record	company	will	have	to	have	a	presumption	about	the	rate	of	

return,	however	without	any	guarantee	(Interview,	Madsen231).	The	precaution	is	therefore,	 for	the	

artist	 to	 submit	 the	 rights	 of	 the	master	 of	 the	 recording	 to	 the	 record	 company,	 as	 their	 form	 of	

“payment”	for	the	financial	investment	the	record	company	is	making	in	the	artist.	From	the	artist’s	

perspective,	 giving	 the	 rights	 up	 as	 payment	 can	 be	 the	 only	 opportunity	 when	 seeking	 a	 record	

contract.	René	from	Warner	Music	expresses:		

	

“Of	course,	we	as	a	record	company	need	something	in	return	for	the	investment	we	are	doing.	It	can	be	

expressed	in	the	sense	of	us	buying	the	rights	as	a	guarantee,	because	we	have	no	idea	if	the	record	will	

break	 or	 not.	 Sometimes	 you	 hear	 stories	 about	 “stupid	 record	 companies”	 that	 will	 not	 return	 the	

master	rights	to	the	artist,	but	focus	is	never	on	the	risk	the	record	company	carried	out	when	signing	

and	investing	in	the	artist”		(Interview,	Madsen237).	

	

When	an	artist	is	signing	with	a	record	company,	it	is	typically	because	they	cannot	afford	to	pay	the	

expenses	of	producing	and	promoting	themselves,	as	a	significant	amount	of	capital	is	usually	needed	

to	 gain	 success.	 However,	 the	 underlying	 process	 of	 the	 investment	made	 by	 the	 record	 company	

when	signing	an	artist	is	not	in	public	sight,	as	it	is	an	investment	made	internally,	like	in	any	other	

business.	 It	 is	 a	 risk	 that	 is	 taken,	 where	 the	 reaction	 from	 the	 audience	 cannot	 be	 measured	 in	

advance.	When	a	contract	between	an	artists	and	a	record	company	 is	signed,	 the	record	company	

bears	 the	risk,	and	cannot	 return	 to	 the	artist	and	ask	 for	a	 refund	of	 the	money	 invested,	 like	 the	

artist	 is	doing	 if	 requesting	 the	rights	 to	a	master	of	a	record	back.	The	submission	of	 the	rights	 is	

seen	as	the	payment	of	the	investment	that	the	record	company	is	making	in	the	artist,	which	is	also	

why	it	is	expressed	as	a	record	company	“buying”	the	rights	to	a	song	from	an	artist	and	leads	to	the	

economic	environment	within	the	music	industry.			

	

5.1.2	THE	ECONOMICAL	ASPECT	

The	legal	environment	is	typically	the	basis	for	the	economic	profitability	of	both	artists	and	record	

companies	 in	 form	 of	 royalties	 generated	 by	 the	 licensing	 of	 copyrighted	 songs	 and	 recordings.	

However,	 also	 other	 sources	 generate	 revenues	 in	 the	 music	 industry.	 The	 report	 “Dansk	 Musik	
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Omsætning	 2014”	 is	 a	 classic	 sector	 statistic	 that	 counts	 the	 financial	 value	 of	 the	 Danish	 music	

industry	in	2014.	The	distribution	looks	as	follows:	

	

TABLE	1:	Revenues	divided	on	area	

Area	 Revenues	(mill.	DKK)	

Live	music	 3.901	

Recorded	music	 2.625	

Other	 276	

Total	 6.802	

	-	Export	 567	

Source:	Report	“Dansk	Musik	Omsætning	2014”	

	

The	 table	 illustrates	 that	 live	music	 is	 the	biggest	contributor	of	 revenues	within	 the	Danish	music	

industry.	Revenues	from	live	music	include	ticket	sales,	turnover	from	the	audience,	live	music	B2B,	

export	 of	 concerts	 and	music	 tourism.	 The	 impact	 of	 the	 live	music	 is	 significant	 on	 the	 economic	

aspect	of	 the	environment,	which	also	 indicates	 the	 importance	of	 concerts	and	 live	performances.	

Not	only	is	live	music	important	economic	vice,	but	it	is	also	an	easy	and	cheap	way	of	exposure	and	

promotion	of	an	artist.	If	an	artist	is	not	doing	live	performances	such	as	concerts	and	performing	at	

TV-shows	 etc.,	 the	 record	 company	 will	 have	 financial	 expenditures	 on	 exposure	 and	 promotion	

elsewhere	to	make	the	artist	break.	René	from	Warner	Music	stresses:		

	

“Concerts	and	live	performances	are	extremely	important.	If	you	want	to	break	as	a	new	artist	and	be	

“the	 talk	of	 the	 town”,	 then	you	have	 to	keep	your	name	warm	continuously.	As	 soon	as	an	artist	has	

been	away	from	the	spotlight	 for	a	 longer	period,	people	 forget	them	because	so	many	new	artist	are	

constantly	competing	for	attention.”		(Interview,	Madsen438)	

	

This	illustrates	the	importance	of	strategic	planning	when	a	record	company	decides	to	sign	an	artist.	

An	artist	can	be	exposed	in	many	different	ways,	but	it	is	important	for	a	record	company	to	utilize	

the	 opportunities	 of	 exposure	 and	 promotion,	 created	 by	 concerts	 and	 live	 performances.	 If	 not	

exploiting	 this	opportunity,	 investments	will	have	 to	be	placed	 in	other	 resources,	 to	promote	and	

expose	 the	artist.	Like	any	other	business,	profit	must	be	maximized	at	 the	 lowest	expenditures	as	

possible	and	strategic	planning	of	release	dates,	forms	of	releases,	tour	plans	and	appearance	of	the	

artists	 is	 significant	 to	 increase	 the	 success	 of	 the	 artist.	 The	 revenues	 generated	 from	 live	music	

therefore	boost	the	engendering	of	revenues	generated	on	recorded	music	because	of	the	exposure	
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and	promotion	that	live	music	is,	typically	being	a	part	of	the	strategic	plan	of	creating	a	successful	

artist.	

	

The	revenues	generated	from	recorded	music	accounts	for	a	total	of	DKK	2.625	millions	of	which	the	

share	of	profit	earned	on	TV/Radio	and	streaming	is	noteworthy,	as	it	counts	for	respectively	36	pct.	

and	25	pct.	(Dansk	Musikomsætning,	2014).	The	revenues	generated	on	TV/Radio	and	streaming	is	

by	 far	 the	 largest	when	 looking	 at	 the	numbers	 from	2014	and	 are	 collected	 and	delivered	by	 the	

aforementioned	associated	organizations	Gramex	and	Koda	in	form	of	royalties	from	licensing	paid	

to	artists,	record	companies	and	publishers.		

	

FIGURE	3:	Recorded	music	total	revenues	DKK	2.625	mill.	in	2014		

	

Source:	Authors	own	creation	based	on	the	report	“Dansk	Musik	Omsætning	2014”	

	

Comparing	with	the	same	statistics	from	2012	illustrated	in	figure	4,	an	obvious	development	in	the	

share	 of	 almost	 all	 of	 the	 areas	 is	 seen.	 First	 of	 all,	 the	 revenues	 generated	 on	 streaming	 have	

increased	 from	12	pct.	 to	25	pct.	 from	2012	 to	2014.	Moreover,	 revenues	 from	TV/Radio	DK	have	

also	increased	from	33	pct.	to	36	pct.	during	the	same	period,	which	is	noteworthy	as	the	streaming	

services	such	as	Spotify	and	Apple	Music	has	gained	share	of	the	total	revenues	and	is	argued	to	be	

the	 radios	 biggest	 competitor.	 However,	 physical	 sale	 has	 from	 2012	 till	 2014	 experienced	 a	

remarkable	loss	in	revenues	from	a	share	of	20	pct.	in	2012	to	11	pct.	in	2014.	The	relocation	in	the	

share	of	 revenues	 is	 consistent	with	 the	current	 technological	development	of	digitalization	by	 the	

decrease	 in	 shares	 of	 revenues	 generated	 from	 physical	 sale	 and	 increases	 in	 revenues	 generated	

from	streaming	and	download.			

	

	

Physical	sale		
11%	

Download	
8%	

Streaming		
25%	

Export	of	recorded	
music	
2%	

Recorded	music	-	
B2B	
16%	

TV/Radio	
etc.	-	DK	
36%	

TV/Radio	etc.	-	
Export	
2%	



	 Page	40	of	127	

	FIGURE	4:	Recorded	music	total	revenues	DKK	2.442	mill.	in	2012		

	

	

	

	

	

	

	

	

	

	

	

Source:	Authors	own	creation	based	on	the	report	“Dansk	Musikstatestik	2012”	

	

The	data	from	the	reports	illustrate	that	TV/Radio	and	streaming	has	a	lot	of	influence	on	the	music	

industry	 because	 of	 the	 revenues	 generated	 through	 licensing	 and	 royalties.	 If	 the	music	 released	

from	the	artists	and	record	companies	is	not	reaching	airtime	on	the	radio	and	plays	at	the	streaming	

services,	revenues	at	the	record	companies	will	decrease	and	that	will	have	significant	influence	on	

their	existence.	The	relocation	in	share	of	revenues	has	influenced	the	focus	of	the	record	companies	

from	 primarily	 reside	 at	 the	 radios	 till	 now	 focusing	 on	 the	 radio	 as	 well	 as	 the	 streaming	 and	

download	services,	who	is	advancing	to	be	a	new	powerful	player	within	the	music	industry.		

	

5.1.3	THE	TECHNOLOGICAL	ASPECT	

The	 technological	 development	 and	 the	 new	 digital	 dominance	 is	 therefore	 another	 significant	

external	factor	affecting	the	music	industry.	In	2014,	82	pct.	of	the	record	company’s	total	revenues	

from	recorded	music	was	earned	from	digital	sources.	The	noticeable	about	these	data	published	by	

the	record	companies	professional	association	IFPI,	are	the	share	of	revenues	yield	from	streaming,	

accounting	 for	 63	 pct.	 of	 total	 sales	 in	 2014,	 which	 has	 caught	 the	 record	 companies	 attention	

(Interview,	Madsen172).		
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FIGURE	5:	Share	of	total	sale	at	the	record	companies	

	

																																		2011	 	 	 												2014	

									 	

	 	

	 	

	 					

	

	

	

	

	

Source:	Authors	own	creation	based	on	numbers	from	IFPI’s	“Digital	Dominans	i	Musikbranchen”	

	

Especially	Spotify	has	affected	the	digital	dominance	and	relocated	the	focus	of	the	record	companies	

from	primarily	being	at	reaching	airtime	on	the	radio	to	now	being	shared	between	reaching	airtime	

on	 the	 radio	 stations	 and	 plays	 at	 the	 streaming	 services	 because	 the	 increased	 consumption	 of	

streaming	 services	 has	 implied	 a	 drop	 in	 radio	 listeners	 (Table	 2).	As	P3	 is	 perceived	 as	 the	most	

important	 radio	 station	 in	 Denmark	 for	 record	 companies	 when	 breaking	 new	 artists	 (Interview,	

Madsen278),	it	is	noteworthy	to	notice	the	drop	in	the	audience	ratings	from	2011	where	Spotify	was	

launched	to	2015.	The	following	tables	illustrate	a	drop	in	weekly	listeners	in	1.000s	from	2.314	to	

2.274,	which	is	a	decrease	of	40.000	listeners.			
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TABLE	2:	Weekly	listeners	at	the	Danish	national	radio	stations	

	

																													2011	–	week	47	 		 	 																		2015	–	week	47	

	

	

	

	

	

	

	

	

	

	

	

	

	

	

	

Source:	TNS	Gallup	Radio-Meter,	2015	

	

René	from	Warner	music	stresses:		

	

“The	split	of	the	audience	between	the	radio	and	the	streaming	services	is	equivocal.	Formerly,	when	a	

record	company	managed	to	get	a	record	played	at	P3,	we	knew	that	it	would	reach	the	entire	target	

group,	as	 the	radio	was	 the	source	 for	 the	consumers	 to	discover	new	music.	Now,	 the	consumers	are	

spread	 on	 different	 platforms	 and	 P3	 will	 only	 reach	 maybe	 60	 pct.	 whereas	 the	 last	 40	 pct.	 of	 the	

listeners	are	using	Spotify	and	Apple	Music	e.g.”	(Interview,	Madsen284)	

	

Several	aspects	now	support	the	importance	of	increased	awareness	towards	the	streaming	services	

and	especially	Spotify.	The	data	in	figure	6	presents	the	distribution	of	digital	music	sales	in	Denmark	

in	2013,	broken	down	by	format.	
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FIGURE	6:	Distribution	of	recorded	digital	music	sales	in	Denmark	in	2013,	by	format	

	

Source:	Statista.com	(based	on	data	provided	from	IFPI)	

	

Especially	 two	points	 in	 figure	6	 supports	 the	 importance	of	 the	 increased	 focus	on	 the	 streaming	

services.	First	of	 all,	 according	 to	 the	data	provided	by	 IFPI,	 subscriptions	accounted	 for	43	pct.	 of	

digital	music	sales	in	Denmark	in	2013.	It	is	argued,	that	if	people	choose	to	buy	a	subscription	on	a	

streaming	service,	 it	 is	because	they	use	it	regularly	and	thereby	prioritize	their	time	on	streaming	

music,	 whereas	 that	 amount	 of	 time	 previously	 was	 spent	 on	 listening	 to	 the	 radio.	 The	 other	

noteworthy	 number	 from	 these	 data	 is	 the	 18	 pct.	 of	 the	 digital	music	 sales	 that	 is	 ad-supported	

which	 confirms	 the	 statement	 from	 Warner	 Music	 and	 the	 importance	 of	 promotion	 as	 Madsen	

stresses:		

	

“Formerly,	the	radio	stations	had	the	ultimate	power.	Today,	it	is	to	a	minor	extend	because	Spotify	has	

gained	a	huge	impact.	We	can	immediately	see	the	effect	every	time	we	have	been	running	a	campaign	

and	 it	 confirms	 that	 promotion	 on	 this	 platform	 creates	 awareness	 and	 plays.	 On	 the	 other	 hand,	 as	

soon	as	we	stop	campaigning	on	the	platform,	a	drop	in	plays	and	clicks	happen.”	(Interview,	Madsen163)		

	

However,	 it	 is	not	 enough	 for	 the	 record	 companies	 to	 just	 relocate	 their	 attention	 from	primarily	

focusing	 on	 the	 radio	 to	 focus	 on	 both	 radio	 and	 the	 streaming	 services,	 as	 the	 listeners’	 music	

preferences	differs	depending	on	what	platform	is	being	used.	The	technological	development	have	

through	streaming	services	like	Spotify	created	new	opportunities	for	both	artists	and	consumers	to	

have	a	more	diversified	musical	profile	which	is	supported	by	the	distribution	of	revenues	generated	

from	plays	through	royalties,	illustrated	in	figure	7.		
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FIGURE	7:	Share	of	revenues	from	chart	music	divided	on	area	

Source:	Authors	own	creation	based	on	the	report	“Musikselskaber	2014	–	Tal	og	Perspektiver”	

	

Figure	 7	 illustrates	 the	 share	 that	 the	 50	 best	 selling	 releases	 in	 2014	 account	 for	 of	 the	 total	

economy	 within	 the	 areas	 of	 respectively	 streaming,	 download	 and	 physical	 sale	 of	 albums.	 The	

share	of	revenues	generated	from	the	50	best	selling	releases	in	2014	only	accounts	for	15,9	pct.	of	

total	 revenues	 on	 the	 streaming	 area,	which	 is	much	 lower	 than	 the	 shares	 on	 the	 download,	 and	

album	area	at	respectively	26,4	pct.	and	42,6	pct.		Because	streaming	services	like	Spotify	is	so	easy	

accessible,	 both	 artists	 and	 record	 companies	 are	 able	 to	 upload	 music	 to	 Spotify	 and	 make	 it	

accessible	to	the	consumer	without	having	to	pass	any	filters	or	gatekeepers	like	when	attempting	to	

reach	airtime	on	the	radio.	When	a	consumer	is	using	Spotify,	nobody	dictates	what	music	 is	being	

played.	 The	 consumers	 decide	 themselves	 what	 to	 play	 and	 Spotify	 will	 then	 suggest	 artists	 and	

songs	 that	 could	 suit	 their	 preferences	 based	 on	 the	 songs	 they	 actively	 listen	 to.	 Because	 of	 this,	

diversity	is	created	on	the	streaming	services	and	music	from	the	charts	accounts	for	a	reduced	share	

on	streaming.		

	

The	 accessibility	 on	 Spotify	 is	 of	 course	 playing	 a	 significant	 role	 within	 the	 trends	 that	 Spotify	

generates,	but	initiatives	like	Spinnup	is	also	contributing	to	the	experimenting	tendencies.	Spinnup	

is	an	 initiative	that	recognizes	the	difficulties	of	being	an	artist	 trying	to	be	discovered	by	 industry	

professionals.	Spinnup	was	created	by	Universal	Music	and	is	connected	with	Spotify,	iTunes	and	all	

major	streaming	stores	worldwide.	It	helps	Universal	Music	to	discover	the	best	new	unsigned	and	

undiscovered	artists.	Spinnup	is	having	scouts	that	are	a	diverse	group	of	 industry	insiders	looking	

for	the	best	new	talent	across	all	genres.	The	scouts	therefore	function	as	 intermediary	picking	out	

their	favourite	Spinnup	artists	and	help	them	promote	and	develop	their	careers	by	pitching	them	to	

the	A&R’s	of	Universal	Music,	whom	they	regularly	are	having	meetings	with.	Spinnup	is	a	platform	

that	makes	it	possible	for	an	artist	to	upload	his	or	her	music	without	having	a	record	deal.	When	the	

music	is	uploaded,	it	will	be	online	and	ready	to	be	played	within	24	hours	and	all	royalties	is	being	

26,40
%	

Download	Top-50	

42,60
%	

Album	Top-50	

15,90
%	

Streaming	Top-50	



	 Page	45	of	127	

disbursed	to	the	artists	themselves.	(Spinnup	Distribution,	2015)	Initiatives	like	this	generate	more	

variation	 in	 the	 music	 selection	 on	 the	 streaming	 platforms	 because	 the	 process	 for	 an	 artist	 of	

releasing	 a	 record	has	been	 simplified,	which	 is	 also	promoting	 the	diversity	 in	music	preferences	

with	the	consumers.		

	

The	technological	development	and	the	increase	in	digitalization	are	also	affecting	the	radio	stations	

because	of	the	competition	rising	from	the	streaming	services.	However,	the	radio	is	not	only	affected	

by	the	competition	from	the	streaming	services	but	also	political	decisions	are	having	an	impact	on	

P3	and	the	rest	of	Danish	radio	operators,	which	will	be	elaborated	on	in	the	next	section.		

	

5.1.4.	THE	POLITICAL	ASPECT			

Even	 though	 the	political	 aspect	 does	 not	 necessarily	 turn	 ones	mind	 towards	 the	music	 industry,	

political	 decisions	 affect	 several	 areas	 regarding	 the	 radio	 stations	 and	 their	 operators.	 This	

continuously	 stirs	 things	 up	 in	 the	 Danish	 music	 industry	 because	 the	 radio	 is	 an	 important	

gatekeeper	 for	an	artist	and	the	record	companies	when	trying	to	reach	their	audience.	First	of	all,	

the	 remarkable	market	 leaders	 illustrated	 above	 in	 table	 2,	 namely	 P4	 and	 P3,	 are	 public	 funded	

radio	stations,	which	means	that	a	set	of	requirements	are	set	through	the	media	agreement	between	

The	 Danish	 Ministry	 of	 Culture	 and	 DR	 (DRs	 Public	 Service-Kontrakt	 for	 2015-2018).	 DR’s	 radio	

stations	have	to	live	up	to	these	requirements	and	present	a	detailed	account	of,	if	the	requirements	

have	been	met,	every	year.			

	

Table	2	illustrates	the	number	of	weekly	radio	listeners	at	the	Danish	national	radio	market	based	on	

the	Danish	population	from	the	age	12	years	and	above,	corresponding	to	4.798.000	persons.	P4	and	

P3	have	by	far	the	largest	market	share	respectively	at	34,7%	and	18,0%	in	November	2015.	The	gap	

to	 the	 third	 largest	 market	 share	 is	 significant	 and	 is	 also	 assigned	 to	 a	 public	 funded	 DR	 radio	

station,	namely	P1	with	7,2%.	All	 the	commercial	radio	stations	have	a	much	smaller	market	share	

and	appear	further	down	the	list.	What	is	noticeable	about	these	data,	is	the	dominance	of	the	public	

service	radio	stations,	thus	DR’s	radio	stations.	The	public	service	radio	stations	market	share	have	a	

total	of	76,4	pct.,	whereas	the	share	of	the	commercial	radio	stations	sum	up	in	a	total	of	23,6	pct.	All	

of	the	commercial	radio	stations	are	owned	by	Bauer	Media	and	only	NOVA,	Pop	FM	and	The	Voice	

reaches	more	than	1	pct.	of	total	market	share	with	respectively	4,6	pct.,	2,9	pct.	and	1.1	pct.	The	fact	

that	the	market	share	is	divided	like	this	does	not	immediately	rise	as	an	issue	when	looking	at	the	

surface,	 but	 recent	 debates	 in	 especially	 the	 Danish	 newspaper	 Politiken	 (Politiken1-12),	 argues	

differently.	These	debates	are	criticizing	DR	and	especially	P3	of	being	too	commercial	and	not	living	
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up	 to	 the	 requirements	 of	 the	media	 agreement	 and	 the	 responsibility	 that	 follows	when	 being	 a	

market	leading	state	funded	radio	station.	

	

The	most	remarkable	and	measurable	requirement	set	by	the	Danish	Ministry	of	Cultural	Affairs	in	

the	media	agreement,	is	for	1)	DR	to	play	at	least	43	pct.	Danish	music	on	average	across	DR’s	radio	

stations.	 Additionally,	 they	 have	 to	 2)	 stimulate	 the	Danish	music	 stage	 and	 3)	 focus	 on	 a	 diverse	

musical	 profile	 (DRs	 Public	 Service-Kontrakt	 for	 2015-2018).	 The	 political	 influence	 is	 therefore	

primarily	related	to	DR’s	radios	stations.		

	

The	 link	 between	 the	 affection	 of	 decisions	 made	 within	 the	 political	 environment	 and	 the	

relationship	between	 the	 record	 companies	 and	 the	artists	 is	 connected	 to	 the	 legal	 and	economic	

aspects,	because	of	 a	 record	 company’s	dependence	of	 revenues.	Even	 though	a	part	of	 the	 record	

company	 is	 engaged	 with	 a	 lot	 of	 creative	 people	 and	 is	 an	 experimenting	 and	 passion	 driven	

business,	 it	 is	 at	 the	 end	 of	 the	 day	 about	 profit	 (Interview,	 Madsen228).	 One	 way	 for	 a	 record	

company	to	earn	revenues	is	when	the	music	produced	is	reaching	airtime	on	the	radio.	If	the	radio	is	

playing	the	music,	revenue	 is	generated	through	 licensing	and	thereby	royalties.	Moreover,	airtime	

creates	awareness	and	a	bandwagon	effect	(Johnson	2011,	p.	222)	that	makes	the	listener	stream	or	

download	the	music,	which	is	why	the	record	companies	have	the	radio	stations	and	especially	P3	in	

mind,	when	signing	and	striving	to	break	new	artists	(Interview,	Madsen289).		

	

Yet,	the	cultural	industry	makes	forecasting	of	success	difficult	because	of	the	unpredictability	of	the	

audiences’	preferences.	Because	of	P3’s	market	share	and	significant	influence	on	the	Danish	music	

industry	 they	 experience	 accusations	 of	 determining	 the	 fate	 and	 success	 of	 an	 artist,	 based	 on	

whether	they	play	their	music	or	not.	The	powerlessness	can	therefore	sometimes	be	expressed	in	a	

bitter	tone	where	the	gatekeepers	are	being	set	in	an	unreasonable	position	of	being	more	than	just	a	

gatekeeper	and	where	the	political	point	of	departure	and	the	requirements	for	P3	to	live	up	to,	are	

used	as	an	approach	to	express	the	disappointment	in	a	more	impersonal	way.	In	situations	like	this,	

the	 Music	 Director	 of	 P3,	 Lars	 Trillingsgaard,	 is	 the	 one	 man	 taking	 the	 bullet.	 He	 is	 ultimately	

responsible	 for	 the	music	being	playlisted	at	P3	 (Interview,	Trillingsgaard66),	 and	 is	 therefore	 also	

one	of	the	main	reasons	for	a	lot	of	the	debate	that	abounds	regarding	the	musical	profile	at	P3	and	

thereby	the	general	development	of	the	Danish	music	market	because	of	P3’s	significant	role.		

	

Several	 reasons	 can	 be	 listed	 for	 accusations	 and	 issues	 like	 these	 to	 occur.	 First	 of	 all,	 only	 the	

restriction	of	43	pct.	of	Danish	music	to	be	played	is	a	measurable	requirement,	whereas	the	other	

requirement	of	stimulating	the	Danish	music	stage	and	focus	on	a	diverse	musical	profile	is	a	matter	

of	 perspective,	 as	 no	 further	 definition	 has	 been	made.	 The	 decisions	 in	 the	 selection	 process	 and	
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thereby	 the	 musical	 profile	 at	 P3	 music	 is	 exclusively	 in	 the	 hands	 of	 the	 music	 director	 Lars	

Trillingsgaard.	To	 support	Trillingsgaard,	 four	 radio	hosts	 exists	 as	 the	playlist-committee	 and	are	

functioning	 as	 a	 filter	 by	 listening	 to	 the	music	 being	 sent	 to	 P3.	When	 they	 have	 listened	 to	 the	

music,	 they	will	 recommend	 it	 or	 notify	 about	 it,	 and	 they	will	 have	 a	 discussion	 about	 it,	 before	

Trillingsgaard	will	make	 the	 final	 decision	 of	whether	 the	music	 is	 going	 on	 air	 or	 not	 (Interview,	

Trillingsgaard66).	The	four	members	of	the	playlist-committee	will	typically	hold	the	position	for	six	

months	at	a	time,	as	being	a	part	of	the	committee	develops	an	advanced	musical	preference	for	the	

members	 because	 of	 the	 intensity	 during	 the	 period.	 By	making	 rotations	 every	 sixth	month,	 the	

selection	process	is	made	more	immediate,	which	is	important	as	the	music	profile	at	P3	is	dedicated	

to	the	passive	listener	that	has	an	immediate	reaction	to	the	music	they	hear.	If	it	is	too	complex,	the	

level	 of	 difficulty	 in	 switching	 to	 another	 radio	 station	 equals	 almost	 zero	 (Interview,	

Trillingsgaard97).	Furthermore,	Trillingsgaard	is	very	aware	of	P3’s	role	and	responsibility	according	

to	artist-building,	whereas	the	hosts,	because	of	their	immediate	reaction	to	new	music,	tends	to	be	

exited	 about	 new	 releases	 and	 rather	 wants	 to	 play	 that,	 instead	 of	 the	 songs	 of	 an	 artist,	 P3	 is	

building	up.	He	 is	very	aware,	 that	 the	name	and	brand	of	 an	artist	 is	not	 strong	enough	after	1½	

single,	and	that	if	the	artist	building	they	are	doing	should	have	any	effect,	it	is	a	process	that	takes	

time	(Interview,	Trillingsgaard69).		

	

Additionally,	 music	 controlling	 has	 increased	 with	 the	 technological	 development.	 Everything	 has	

gone	digital,	which	not	only	makes	the	physical	process	a	lot	easier,	but	it	have	also	made	the	process	

of	 how	 a	 song	 reaches	 airtime	 on	 the	 radio	 more	 transparent.	 Once,	 the	 record	 companies	 were	

buzzing	around	at	P3	all	the	time	approaching	the	hosts	and	persuading	them	to	play	their	artists	by	

using	payola1	(Interview,	Trillingsgaard29)	 in	 form	of	 inviting	 them	 to	 concerts	 and	musical	 events	

around	the	world.	To	tackle	this	problem,	a	decision	was	made,	that	Trillingsgaard	has	the	final	say	to	

make	sure	that	the	decision-making	process	is	identical	every	time	and	to	intensify	the	focus	of	what	

P3’s	musical	profile	and	brand	 is,	 so	 it	 is	not	 relying	on	 the	 individual	hosts	being	on	 the	different	

programs	on	the	radio	but	on	P3	as	a	brand	(Interview,	Trillingsgaard29)	Finally,	Trillingsgaard	is	the	

only	one	being	 steady	under	 fire,	when	 the	choice	of	 the	music	being	playlisted	 is	being	criticized,	

which	is	also	a	reason	why	he	is	having	the	final	say.	By	stating	the	final	decision,	it	is	easier	for	him	

to	argue	for	the	choice	he	made	(Interview,	Trillingsgaard57).	

	

Although	the	selection	process	of	the	music	being	played	at	P3	has	been	streamlined,	the	critique	is	

still	pointing	towards	the	fact	that	no	specific	guidelines	have	been	made,	for	a	song	to	reach	airtime.	

It	 is	 Trillingsgaard’s	 personal	 opinion	 and	 gut	 feeling	 that	 determines	 if	 the	 song	 is	 chosen	 for	

rotation	on	the	radio.	A	feature	on	DR’s	“Aftenshowet”	was	brought,	where	the	music	expert	Henrik	
																																								 																					

1	The	paying	of	cash	or	gifts	in	exchange	for	airplay	
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Marstal	questions	Trillingsgaard’s	 selection	process	as	being	based	on	blurred	restrictions	and	gut	

feeling,	which	according	to	Marstal	indicates	lack	of	music	professionalism.	The	critique	is	rooted	in	

the	political	decision	of	funding	a	radio	station	with	so	much	influence	on	the	Danish	music	industry,	

as	it	may	have	an	impact	on	the	record	companies’	choice	of	the	artists	they	are	signing	because	an	

exclusion	of	airtime	on	P3	can	have	negative	consequences	on	the	success	of	the	artist.	Marstal	think	

that	the	musical	profile	that	P3	has	created	on	behalf	of	Trillingsgaard’s	personal	preferences	and	gut	

feeling	 tends	 to	 be	more	 commercial	 and	 that	 it	 causes	 a	 lack	 in	 breakthrough	 for	 strong	 artistic	

profiles	(Aftenshowet,	April	2015).		

	

Taking	the	abovementioned	into	account,	it	can	be	argued	that	the	radio	field	is	an	open	market	and	

that	those	having	strong	opinions	about	what	is	professionally	correct	according	to	the	selection	of	

the	 music	 being	 playlisted,	 can	 maintain	 their	 position	 or	 alternatively	 launch	 their	 own	 radio	

station,	 where	 the	 decision	 of	 the	music	 being	 played	 is	 in	 their	 own	 hands.	 Former	 P3	 host	 and	

influential	key	figure	of	the	Danish	music	industry,	Le	Gammletoft,	recently	wrote	a	contribution	to	

the	debate.	 It	was	held	in	the	Danish	newspaper	Politiken	and	it	also	concerned	the	direction	P3	is	

leading	the	Danish	audience	and	in	general	the	entire	Danish	music	industry,	by	playing	the	popular	

commercial	 hits	 and	 not	 focusing	 more	 on	 experimenting	 and	 upcoming	 Danish	 hits	 and	 artists.	

Gammeltoft	 is	 questioning	 if	 P3	 meets	 the	 requirements	 of	 the	 media	 agreement	 regarding	 the	

stimulation	 of	 the	 Danish	 musical	 stage	 and	 its	 focus	 on	 a	 diverse	 musical	 profile.	 The	 debate	

however	rises,	as	these	requirements	are	not	further	defined,	and	clearly	are	interpreted	in	different	

perspectives	(Politiken1-12).	

	

Thus,	 the	 political	 influence	 is	 playing	 a	 much	 larger	 role	 in	 the	 music	 industry	 than	 what	

immediately	 is	 being	 exposed	 publicly,	 because	 the	 market	 leader	 P3	 is	 public	 funded.	 A	 further	

review	 of	 how	 political	 decisions	 regarding	 broadcasting	 opportunities,	 are	 affecting	 the	 radio	

market	and	thereby	the	rest	of	the	music	industry	is	made.			

	

In	Denmark,	three	different	opportunities	of	how	radio	is	broadcasted	are	possible,	respectively	FM-

radio,	DAB-radio	and	radio	played	online	on	 the	 Internet.	The	majority	of	 the	Danish	population	 is	

listening	to	radio	via	FM,	which	is	the	traditional	radio	where	the	reception	of	the	signal	is	received	

from	 an	 antenna.	 However,	 the	 Danish	 Ministry	 of	 Cultural	 Affairs	 has	 decided	 to	 disconnect	

broadcasting	via	FM	in	favor	of	an	exclusive	DAB-radio	availability	(Tillægsaftale	til	medieaftalen	for	

2015-2018).	 At	 first,	 an	 overall	 agreement	 between	 the	 parties	 of	 the	 ministry	 stated	 that	 the	

transition	should	happen	ultimo	2019,	if	at	least	50	pct.	of	all	radio	listening	included	radio	listening	

in	 cars,	 is	happening	on	digital	platforms.	Though,	 the	development	 is	not	progressing	as	planned,	

and	 the	 transition	 has	 been	 postponed	 until	 at	 least	 50	 pct.	 of	 all	 radio	 listening	 is	 happening	 on	
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digital	 platforms,	without	 any	 due	 date	 (Tillægsaftale	 til	medieaftalen	 for	 2015-2018).	 Each	 fall,	 a	

report	of	the	development	of	the	distribution	will	be	published	and	when	at	least	50	pct.	of	all	radio	

listening,	 included	 radio	 listening	 in	 cars,	 is	 happening	 on	 digital	 platforms,	 a	 decision	 of	 a	

determination	 date	 on	 the	 shut	 down	 of	 FM-broadcasting	 will	 be	 announced.	 However,	 the	 shut	

down	cannot	take	place	before	two	years	after	the	share	of	50	percent	of	digital-listeners	has	been	

registered.	In	2014,	21	percent	of	all	listeners	had	gone	digital	against	nine	percent	in	2009	(Om	DR,	

2016).	P4,	the	radio	station	in	Denmark	with	the	largest	share	of	listeners,	became	available	on	DAB	

on	March	the	3rd	2015.	Until	 the	final	transition	from	FM-radio	to	DAB-radio,	P4	is	playing	on	both	

platforms.		

	

The	broadcasting	of	Danish	radio	will	therefore	in	near	future	make	a	shift	from	FM-broadcasting	to	

digital	DAB-broadcasting.	On	one	hand,	 this	 is	 a	good	opportunity	 for	new	entries,	 as	 there	are	no	

more	available	 frequencies	on	 the	FM-net	 (DR	Temaer).	The	DAB-market	 is	divided	 in	13	areas	 in	

Denmark	and	16	licenses	can	be	issued	in	each	area.	If	a	new	nationwide	DAB-radio	station	is	to	be	

launched,	 an	 application	 for	 all	 13	 areas	must	 be	made,	 but	 it	 is	 possible	 to	 apply	 for	 any	desired	

number	 of	 areas.	 Though,	 there	 are	 some	 barriers	 that	 limit	 the	 number	 of	 new	 entrants,	 among	

others	a	significant	requirement	of	a	significant	amount	of	capital	that	must	be	placed	in	guarantee.	

	

To	gain	license	in	one	or	more	areas	on	the	DAB-market,	an	application	must	be	sent	to	the	Radio	and	

Televisions	 Committee,	 who	will	 then	 approve	 or	 disapprove	 the	 inquiry.	 The	 Danish	Ministry	 of	

Cultural	 Affairs	 determines	 the	 price	 of	 launching	 a	 new	DAB-radio	 station,	which	 at	 the	moment	

requires	 a	 financial	 guarantee	 of	 DKK	 250.000	 for	 one	 area	 (Bekendtgørelse	 om	 Radio-	 og	 tv-

nævnets	 udbud	 af	 tilladelser	 til	 program-virksomhed	 i	 den	 regionalt	 opdelte	 DAB-blok	 3).	 This	

means,	that	if	an	applicant	want	to	start	up	a	nationwide	radio	that	goes	on	air	to	all	of	the	13	areas,	a	

guarantee	of	DKK	3.250.000	must	be	placed.	 If	 the	permission	 is	approved	 the	guaranteed	amount	

will	be	released	after	the	license	is	issued.	However,	it	is	not	a	demand	for	a	start-up	radio,	to	enter	

all	of	the	13	areas	initially,	but	the	financial	demand	is	eliminating	the	majority	of	the	entries	on	the	

DAB-market.	 The	noteworthy	 about	 this	 shift	 from	FM	 to	DAB	 is	 the	 fact	 that	 potential	 new	 radio	

stations	can	emerge	in	order	to	challenge	the	near-monopoly	situation	that	takes	place	at	the	Danish	

radio	market	today	due	to	DR	and	to	a	limited	extend	Bauer	Media	holding	all	of	the	frequencies	on	

the	national	FM	net.	

	

The	political	influence	on	the	music	industry	is	therefore	primarily	going	through	the	radio	in	terms	

of	 subsidies	 and	 requirements	 regarding	broadcasting.	However,	 the	only	 reason	why	 the	political	

affairs	arise	as	an	issue	is	because	of	the	social	environment,	as	it	frequently	is	being	illuminated	and	

discussed	in	articles	and	debates	in	the	public.	
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5.1.5	THE	SOCIAL	ASPECT	

The	social	environment	summarizes	the	reactions	from	the	trends	and	issues	going	on	in	the	legal-,	

economic-,	 technological-	 and	 political	 areas	 all	 affecting	 the	 Danish	 music	 industry.	 Within	 an	

industry	like	the	music	industry,	the	rise	of	social	trends	and	issues	are	typically	a	reaction	of	what	is	

going	on	in	the	underlying	environments	that	mainly	professionals	within	the	areas	have	knowledge	

about.	Especially	the	media	and	the	artists	who	are	unsympathetic	towards	the	market	or	decisions	

made	 within	 the	 different	 environments,	 are	 the	 link	 to	 the	 public	 who	 in	 most	 cases	 are	 being	

presented	 to	a	biased	or	 filtered	presentation	of	what	 is	 really	going	on,	as	 it	 is	peoples	 individual	

opinions	that	is	expressed.		

	

Through	 the	 analysis	 of	 the	 Danish	 music	 environment,	 it	 should	 now	 be	 clear,	 that	 P3	 has	 a	

significant	 and	 recognized	 role	 within	 the	 Danish	 music	 industry.	 Their	 powerful	 position	 and	

gatekeeper-function	as	intermediary	between	artist/record	company	and	the	audience	implies	that	a	

lot	 of	 people	 are	 being	 affected	 by	 P3’s	 decision-making	 and	 therefore	 is	 having	 an	 opinion	 about	

their	way	of	operating	and	selecting	the	music	chosen	to	reach	airtime.	Particularly,	the	term	“music-

capability”	 has	 been	 a	 controversial	 centre	 of	 attention	 and	 especially	 the	 Danish	 newspaper	

Politiken	has	actively	taken	part	 in	the	debate	and	published	several	articles	written	by	 journalists	

from	 Politiken	 as	well	 as	 discussions	written	 by	 professionals	 and	 experts	 from	within	 the	music	

industry,	 including	 those	 already	 discussed	 by	 Henrik	 Marstal	 and	 Le	 Gammeltoft.	 More	 than	 10	

articles	and	discussions	has	been	brought	in	Politiken	within	the	past	ten	months,	criticizing	P3	for	

being	 too	 mainstream	 and	 not	 living	 up	 to	 the	 responsibility	 of	 having	 a	 diverse	 musical	 profile	

(Politiken1-12).	Trillingsgaard	expresses	the	following	about	P3’s	role	in	the	Danish	music	industry:			

	

“I	think	that	the	Danish	music	industry	sees	our	relationship	a	little	bit	like	the	relationship	you	have	to	

your	big	brother	or	younger	sister	-	sometimes	you	get	really	mad	at	each	other,	but	you	also	love	each	

other	unconditionally.	We	are	one	of	the	few	radio	stations	that	have	a	market	share,	where	it	actually	

makes	a	difference	 if	you	reach	airtime	or	not	because	we	are	one	of	 the	only	radio	stations	 that	can	

cause	an	effect	in	Denmark.”	(Interview,	Trillingsgaard3).		

	

Trillingsgaard	is	well	aware	of	the	impact	that	P3	is	having	on	the	Danish	music	 industry	and	even	

though	 P3	 is	 being	 criticised	 for	 being	 unpredictable	 when	 selecting	 which	 records	 should	 reach	

airtime,	P3	is	also	known	for	being	the	big	muscle,	that	is	able	to	break	new	Danish	artists	and	take	

chances	where	other	radio	station’s	market	share	is	too	small	to	make	a	difference.		

	

Furthermore,	P3	has	a	lot	of	features	and	events	that	promotes	upcoming	artists.	Among	others,	they	

have	one	track	every	week	called	“P3’s	Uundgåelige.	“P3’s	Uundgåelige”	is	a	recently	published	single	
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from	a	Danish	 artist	 played	 in	A-rotation	 together	with	 the	most	 played	 tracks	 on	P3.	The	 song	 is	

chosen	by	 the	music	direction	on	P3	and	 is	 typically	within	 the	genre	of	pop,	R&B,	 rock	or	hiphop	

genre.	It	is	usually	an	upcoming	artist	who	is	forecasted	to	have	great	potential.	Though,	it	can	also	

be	a	well-known	artist	who	has	released	a	new	single.		(Interview,	Trillingsgaards395)	

	

Another	 feature	 is	 “Karrierekanonen”	 which	 is	 a	 competition	 for	 upcoming	 artists	 having	 the	

opportunity	to	win	assistance	from	“Bandakademiet”	that	is	providing	support	to	upcoming	artists	to	

gain	more	 success.	 Also	 Smukfest	 is	 a	 part	 of	 the	 competition	 “Karrierekanonen”.	 They	 provide	 a	

stage	 and	 a	 scheduled	 time	 for	 a	 concert	 for	 the	 winning	 artist/band	 to	 perform	 at,	 at	 the	 next	

upcoming	Smukfest	 festival.	 It	 is	possible	 for	12	artists	 to	participate	 in	 the	 competition	and	P3	 is	

while	 the	 competition	 runs	 introducing	 the	 numbers	 on	 the	 radio.	 The	 three	 organizers,	 P3,	

Bandakademiet	and	Smukfest,	choose	the	winner	together	(DR	Karrierekanonen).	

	

Finally,	 P3	 is	 having	 the	 annual	 award	 show	 “P3	Guld”	 that	 has	 existed	 since	2001.	 It	 is	 an	 award	

show	 paying	 tribute	 to	 Danish	 artists,	 both	 upcoming	 as	 well	 as	 established	 artists	 whereas	 the	

winner	of	“P3	Prisen”	receives	a	check	of	DKK	100.000.	During	the	show	artists	and	music	from	the	

Danish	 music	 stage	 from	 the	 past	 year	 will	 be	 awarded	 with	 three	 different	 prices	 (interview,	

Trillingsgaard387):	

	

• P3	Prisen	(The	P3	Award)	

• P3	Talentet	(The	P3	Talent)		

• P3	Lytterhittet	(The	P3	hit	chosen	by	the	listeners)	
	

The	head	of	P3,	Christian	Ottenheim	states	the	following	about	P3	Guld:		

	

“It	is	the	13th	time	DR	and	P3	is	having	a	tribute	to	Danish	music	and	there	is	a	good	reason	for	doing	

this.	Not	just	because	the	massive	talent	on	the	musical	stage	in	Denmark,	but	also	because	the	artists	

are	under	a	lot	of	pressure	from	the	digital	world	and	therefore	needs	all	the	attention	they	can	get.	The	

audience	is	changing	their	habits	and	you	can’t	blame	them.	Therefore,	the	need	is	bigger	than	ever,	for	

DR	to	continue	to	engage	 in	the	role	of	stimulating	the	Danish	musical	stage.	We	do	that	by	having	a	

show	like	“P3	Guld”,	but	we	also	do	it	every	single	day	in	the	radio	and	TV	by	playing	and	presenting	the	

Danish	population	to	Danish	music	and	transmission.”	(Lange,	2014)	

	

Even	though	P3	is	being	challenged	a	lot	on	their	professionalism	according	to	the	music	they	decide	

to	play	on	the	radio,	 they	also	have	a	 lot	of	actions	 indicating	 that	 they	do	have	 focus	on	the	other	

music	 than	the	big	commercial	hits.	Moreover,	 it	 is	noteworthy	that	no	other	radio	station	 is	being	
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criticized	 to	 the	same	extend	as	P3	even	though	P3	 is	enterprising	 in	relation	 to	encourage	Danish	

talent.	Furthermore,	Trillingsgaard	fasten	up	on	that	those	people	actively	participating	in	the	debate	

and	criticizing	P3	are	not	people	within	their	target	group.	If	the	people	debating	and	criticizing	were	

people	within	their	target	group,	he	would	be	worried	(Interview,	Trillingsgaard414).		Additionally,	P3	

has	never	 received	so	much	 feedback	as	 they	are	doing	 today,	because	of	 technological	options	on	

social	media.	Trillingsgaard	stresses:		

	

“We	 have	 never	 received	 so	much	 feedback	 on	 our	 content	 and	 shows,	 as	we	 are	 doing	 today.	 It	 has	

become	so	easy	for	people	to	express	their	opinion	through	likes,	sending	a	thumbs-up	or	commenting	

on	our	Facebook	etc.”	(Interview,	Trillingsgaard154)			

	

Thereby	the	technology	and	social	media	is	making	it	easier	for	P3	to	constantly	have	an	indication	of	

their	audience’s	attitude	towards	their	content	and	the	music	being	played.	In	general,	a	huge	part	of	

the	social	environment	caused	by	the	technological	development	is	the	effect	of	social	media	and	the	

features	of	liking	and	sharing	content	with	others.	Because	the	technological	development	has	made	

it	possible	for	an	artist	to	upload	and	even	release	their	own	music	on	Youtube	and	Spotify,	they	can	

now	promote	 themselves	via	social	media	and	reach	a	comprehensive	 target	group	 in	a	very	short	

time	 and	 even	 for	 free.	 Moreover,	 the	 promotion	 and	 exposure	 via	 social	 media	 can	 generate	 a	

snowball	effect	because	likes	and	shares	make	the	posted	reach	a	third	part,	as	it	will	be	exposed	to	

the	person	liking	or	sharing	the	post’s	network	as	well.	It	can	be	perceived	as	a	digital	word	of	mouth.		

	

The	social	trends	are	therefore	contributing	when	defining	how	successful	an	artist	is,	as	views,	likes	

and	shares	are	an	indicator	of	the	popularity	of	a	song	or	an	artist.	Also	on	Spotify	success	is	being	

measured	in	several	ways.	For	many	years	the	music	industry	has	been	measuring	success	in	units.	

When	music	 was	 sold	 in	 a	 physical	 format,	 it	 made	 sense	 to	measure	 it	 in	 units,	 but	 as	 we	 have	

moved	to	digital	platforms	where	music	is	being	streamed	and	downloaded	online,	it	is	now	possible	

to	 take	 more	 data	 into	 consideration,	 such	 as	 how	 many	 people	 are	 listening	 to	 a	 song	 without	

downloading	 it,	what	 they	do	after	 they	have	heard	 the	 song	 the	 first	 time,	do	 they	add	 it	 to	 their	

playlist	and	do	they	share	 it	with	their	 friends?	Spotify	 then	created	the	Spotify	Viral-50	that	 takes	

streaming	 and	 user	 sharing	 into	 consideration,	 whereas	 the	 well-known	 Spotify	 Top-50	 simply	

shows	the	most	streamed	songs	on	Spotify.	Success	on	the	Spotify	Viral-50	chart	is	driven	by	passion	

that	leads	to	fans	sharing	music	that	they	want	others	to	discover	(Spotify	Viral	Top-50).							
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5.1.6	SUB-CONCLUSION	PESTL		

This	analysis	gives	the	reader	an	overview	of	how	the	Danish	music	industry	is	mapped.	It	should	be	

clear	that	the	interaction	within	the	industry	is	very	complex	and	is	not	very	easily	understood,	yet	it	

is	a	necessity	for	a	fuller	understanding	of	the	cultural	production	of	music.	All	of	the	involved	actors	

are	 defining	 the	 industry	 that	 provide	 a	 structure	 and	 set	 of	 business	 practices	 which	 frame	 and	

shape	how	music	and	artists	are	processed.	Because	of	this,	the	role	of	the	record	companies	in	the	

creative	process	needs	formulating	in	a	careful	way	and	is	therefore	argued	as	mediators	continually	

connecting	artists	and	audiences.			

	

5.2	ANALYSIS	PART	2	–	THE	PRESELECTION	SYSTEM	
	

This	 chapter	 of	 the	 analysis	will	 examine	 the	 process	 that	 a	 record	undergoes	 from	production	 to	

reaching	the	audience	and	how	the	process	will	affect	the	relationship	between	the	record	company	

and	the	artist.	As	mentioned	in	the	theoretical	framework	in	chapter	3,	the	preselection	system	is	an	

attempt	in	ordering	the	potential	chaos	that	typical	rises	in	cultural	industries.		

	

5.2.1	ARTIST/MANAGER		

Most	artists	are	having	dreams	of	how	popular	and	successful	their	music	can	be,	but	in	many	cases	

without	knowing	how	to	accomplish	them.	 In	such	cases,	a	manager	or	a	record	company	can	help	

manage	and	direct	 the	artist	 towards	their	dreams	by	handling	the	more	business	oriented	actions	

that	 an	 artist	 faces	 in	 the	process	 of	 releasing	 a	 record.	 It	 is	 therefore	 of	 great	 importance	 for	 the	

artist	to	assure	that	the	cooperation	with	a	manager	or	a	record	company	acts	in	the	interest	of	the	

artist	 to	make	 it	 inter-operate	 and	 to	make	 the	power	distribution	well	 balanced.	The	 artist	 is	 the	

provider	of	the	creative	input	that	throughout	the	preselection	system	will	go	through	a	number	of	

filters	 to	 be	 processed,	 packaged	 and	 marketed,	 to	 finally	 reach	 its	 audience.	 When	 reaching	 the	

audience	 the	outcome	should	be	 in	compliance	with	 the	artist’s	values	and	beliefs.	Communication	

and	 understanding	 between	 the	 counterparts	 is	 therefore	 significant	 throughout	 the	 following	

process.	Francis	stresses:		

	

“Sometimes	he	best	people	on	the	paper	are	 just	not	the	people	understanding	what	you	really	want.”	

(Interview,	FB108)	
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”THE	DEPENDENT	WAY”	

5.2.2	PRODUCER/A&R		

When	an	artist	has	created	a	record	or	an	album,	the	“discovering”	process	begins.	Through	the	first	

filter,	 the	artist	will	establish	contact	with	a	record	company	 to	promote	and	sell	 themselves	 in	an	

attempt	 to	obtain	a	 record	deal	 to	make	 the	dream	of	 releasing	an	album	possible,	as	 the	 financial	

expenses	typically	are	too	much	for	artists	to	carry	themselves.	However,	if	an	artist	actively	chooses	

to	 deselect	 the	 release	 of	 a	 record	 through	 a	 record	 company	 or	 does	 not	 succeed	 in	 obtaining	 a	

record	 deal,	 an	 alternative	 is	 to	 handle	 the	 entire	 production,	 distribution	 and	 promotion	 process	

themselves	or	in	collusion	with	a	manager	that	will	handle	the	process	in	the	interest	of	the	artist.		

	

Before	 the	 rise	 of	 both	 download/streaming	 services	 and	 social	 medias,	 the	 discovering	 process	

primarily	 started	 out	 with	 an	 artist	 reaching	 out	 to	 the	 record	 companies	 by	 sending	 a	 demo	

themselves	or	 through	 their	manager.	This	 scenario	 still	 happens	a	 lot,	 but	 alternatives	have	 risen	

because	of	the	technological	development	and	there	are	numerous	of	sources	that	an	artist	can	take	

advantage	 of	 if	 they	want	 to	 draw	 attention	 to	 their	work.	 The	 discovering	 process	 has	 therefore	

developed	 to	 a	 two	 way	 process	 where	 the	 record	 companies	 through	 their	 A&R’s	 are	 also	 the	

initiators,	proactively	searching	for	potential	new	artists	to	sign	before	another	record	company	will	

find	the	rising	star.	The	A&R	is	thus	operating	more	in	the	field	today.	If	an	A&R	is	getting	wind	of	a	

new	artist	or	band	who	is	reaching	likes	and	popularity	on	for	example	Spotify	or	social	medias,	they	

will	 typically	go	check	 it	out	at	a	 concert	 if	possible.	 In	 some	cases,	 the	A&R’s	contact	 the	artist	or	

band	beforehand	to	notify	about	their	presence	at	the	concert	and	in	other	cases	they	will	attend	a	

concert	as	a	passive	audience,	depending	on	how	interesting	the	artist	or	band	appears	(Interview,	

Madsen421).		

	

When	a	record	company	receives	a	demo,	the	first	and	primary	sorting	is	happening	and	the	majority	

of	the	artists	are	being	screened	out.	A	record	company	receives	approximately	10-15	demos	a	week	

and	is	only	signing	approximately	2-4	artists	a	year	(Interview,	Madsen494).	However,	the	artists	that	

the	record	companies	proactively	look	up	on	their	own	initiative,	must	be	added	to	the	10-15	demos	

received	 a	 week,	 which	 makes	 the	 competition	 even	 harder.	 All	 of	 the	 employees	 at	 a	 record	

company	from	the	receptionist	to	their	A&R	managers,	are	acting	as	a	filter	at	the	discovering	phase	

when	receiving	a	demo.	At	Warner	Music	Denmark,	the	first	filter	is	their	receptionist	screening	the	

demos	 to	 either	 reject	 it	 or	 pass	 it	 on	 to	 the	 A&R	 managers	 (Interview,	 Madsen328).	 When	 the	

receptionist	approves	a	demo	and	pass	 it	 “inside”	 the	record	company,	 it	will	 typically	be	 the	A&R	

managers’	job	to	evaluate	whether	or	not	to	proceed	with	an	artist.	If	the	A&R’s	believe	in	the	artist,	

their	aim	is	for	them	to	get	the	artist	approved	to	be	signed	by	the	executives	of	the	record	company,	
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both	at	the	national	level,	but	the	executives	in	charge	of	Warner	Music	international	will	also	have	to	

approve.		

	

At	the	Danish	record	companies,	the	employees	usually	have	different	areas	of	personal	interest	and	

expertise,	which	means	that	they	ask	each	other	for	advice	when	discovering	new	interesting	artists,	

even	though	it	will	involve	employees	from	departments	of	other	areas	of	expertise	like	for	example	

the	legal	department	(Interview,	Madsen257).	As	a	demo	has	been	approved	and	is	passed	on	by	the	

receptionist,	 several	 employees	 are	 therefore	 usually	 involved	 in	 the	 selection	 and	 evaluation	

process,	 to	make	 the	 probability	 of	 success	 larger,	 because	 no	 guarantee	 for	 success	 can	 be	 given	

within	the	music	industry.	Madsen	from	Warner	Music	Denmark	states:	

	

“It	is	not	one	man	alone,	taking	decisions	like	this	anymore.	A	lot	of	people	are	involved	in	the	process.	

They	are	all	listening	to	the	music	and	affecting	the	decision-making,	that	at	the	end	of	the	day	is	based	

on	our	gut	feeling.	You	cannot	plot	a	song	into	a	computer	and	ask	it	if	you	should	sign	the	artist	or	not,	

it	is	a	matter	of	knowhow,	previous	experiences	and	gut	feeling.”	(Interview,	Madsen257)		

	

Because	 of	 the	 unpredictability	 within	 the	 industry	 and	 the	 absence	 of	 procedures	 that	 ensures	

success,	 the	requirements	of	an	educational	background	for	an	A&R	is	non-existing	unlike	 in	many	

other	 industries.	The	A&R’s	responsible	 for	 the	process	during	 the	 first	 filter	are	 typically	passion-

driven	 and	 their	 knowledge	 about	 the	music	 industry	 and	procedures	within	 a	 record	 company	 is	

learned	 by	 doing,	 which	 also	 contributes	 in	 the	 process	 of	 making	 the	 music	 industry	 so	

unpredictable	 and	 indefinable.	 However,	 in	 an	 educational	 society	 like	 ours	 in	 Denmark,	 the	

education	“Music	Management”	from	the	Rhythmic	Music	Conservatory	is	becoming	more	and	more	

popular	 and	 gradually	 more	 of	 the	 A&R	 managers	 at	 the	 record	 companies	 are	 having	 this	

educational	 background	 (Interview,	 Madsen43).	 The	 education	 does	 not	 teach	 musical	 skills,	 but	

provides	 students	with	 expertise	 on	 areas	 of	 economy,	 legal	 issues	 and	 communication	within	 the	

music	business	to	corrode	them	to	the	industry.				

	

5.2.3	RECORD	COMPANY	EXECUTIVES	AND	POLICYMAKERS	

The	 executives	 are	 the	 company’s	 “policymakers”	 handling	 the	 strategic	 checkpoint	 in	 the	

preselection	 system.	 When	 a	 record	 reaches	 this	 filter,	 the	 A&R	 managers	 have	 considered	 the	

possible	 success	 and	 failure	 of	 a	 given	 record	 and	 evaluated	 that	 the	 assumed	 return	 that	 it	 will	

generate,	 is	 exceeding	 the	 investments	 necessary	 to	make	 in	 the	 artist,	 as	 a	 signing	 of	 an	 artist	 is	

about	how	saleable	the	artist	will	be.	Madsen	from	Warner	Music	Denmark	states:		
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“In	 reality,	 everything	 depends	 on	 whether	 the	 record	 companies	 think	 that	 the	 record	 will	 reach	

airtime	on	the	radio	and	will	be	played	at	Spotify.	It	needs	a	catchy	melody,	so	we	know	that	it	will	sell”	

(Interview,	Madsen228)			

	

The	approval	of	signing	an	artist	is	time	wise	the	smallest	part	of	the	strategic	work	of	the	executives.	

In	extension,	the	decisions	of	which	records	will	be	released,	the	dates	on	when	each	record	is	to	be	

sent	out	and	the	form	in	which	it	is	to	appear	(e.g.	as	a	single	or	as	a	part	of	an	EP	or	album),	has	to	be	

made.	Moreover,	because	of	 the	 imbalance	between	records	released	and	the	demand	of	records,	a	

very	important	part	of	the	executive’s	job	is	to	prioritize	which	records	are	to	be	heavily	promoted,	

as	promotion	and	exposure	are	essential	when	determining	the	success	of	a	record.	From	Madsen’s	

statement,	it	is	clear	that	airtime	on	the	radio	and	plays	on	Spotify	are	indicators	of	how	successful	

and	 thereby	 profitable,	 a	 record	 is.	 Airplay	 however,	 is	 constrained	 by	 the	 decision-making	 of	 the	

radio-personnel	 at	 especially	 P3,	 who	 only	 brings	 a	 limited	 amount	 of	 records	 to	 the	 audience.	

According	to	a	survey	made	by	Politiken,	the	number	of	various	artists	played	at	P3,	were	in	2011	at	

3964	artists	whereas	that	number	has	dropped	to	1612	artists	 in	2014.	Additionally,	29	pct.	of	 the	

1612	 artists	 was	 only	 played	 once,	 which	 means	 that	 the	 competition	 of	 reaching	 airtime	 is	

intensified	(Politiken11).	Moreover,	airplay	was	once	defined,	as	the	only	lifeline	of	a	record	company	

to	 reach	 the	 audience	 (Hirsch,	 1970).	 Today	 however,	 the	 record	 companies	 can	 no	 longer	 solely	

prioritize	their	attention	on	reaching	airtime	on	the	radio,	as	the	audience	today	is	split	on	different	

platforms.	Madsen	from	Warner	Music	stresses:	

		

“Formerly,	when	a	record	company	managed	to	get	a	record	played	at	P3,	we	knew	that	it	would	reach	

the	entire	target	group,	as	the	radio	was	the	source	for	the	consumers	to	discover	new	music.	Now,	the	

consumers	are	spread	on	different	platforms	and	P3	will	only	reach	maybe	60	pct.	whereas	the	last	40	

pct.	of	the	listeners	are	using	Spotify	and	Apple	Music	e.g.”	(Interview	Madsen287)	

	

The	 division	 of	 the	 audience	 means	 that	 the	 record	 company	 policymakers	 will	 have	 to	 consider	

exposure	on	both	radio	stations	and	streaming	services.	Exposure	on	the	radio	is	generally	out	of	the	

record	 company’s	 hands	 as	 it	 is	 exclusively	 about	 airtime,	which	 is	 a	 decision	made	 by	 the	music	

director	 at	 the	 radio	 stations.	 Marketing	 and	 exposure	 on	 the	 streaming	 services	 is	 however	

different,	as	it	is	a	matter	of	financial	capabilities.	A	record	company	is	able	to	buy	ads	on	streaming	

services	 like	 Spotify,	 to	 promote	 and	 expose	 a	 certain	 song,	 album	or	 artist.	 The	 challenge	 here	 is	

therefore	 not	 for	 the	 policymakers	 to	 create	 the	marketing	 product,	 but	 to	make	 an	 estimation	 of	

how	 much	 the	 artist	 will	 generate	 in	 revenues,	 to	 make	 sure	 that	 budgets	 and	 strategies	 are	 in	

balance.	Making	a	campaign	of	DKK	500.000	if	the	artist	will	only	generate	revenues	of	DKK	100.000	
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will	imply	a	huge	loss	for	the	record	company,	which	is	why	legal	matters	must	be	considered	during	

strategic	planning	as	well.	Madsen	from	Warner	Music	states:			

	

“An	artist	can	be	compared	to	stocks	 -	 some	artists	will	provide	a	better	return	than	others.	A	record	

company	is	investing	in	an	artist	in	form	of	recordings,	music	videos	and	promotion,	where	the	amount	

of	money	spent	quickly	sums	up	between	DKK	750.000-1.500.000.	That	is	a	lot	of	money,	that	a	record	

company	has	to	have	a	presumption	about,	will	be	generated	in	revenues.	To	sign	an	artist	is	therefore	

as	 big	a	 risk	 for	 a	 record	 company,	 as	 it	 is	 for	 an	artist	 to	 sign	with	a	 record	 company,	 as	 the	artist	

typically	 submit	 their	 rights	 or	 at	 least	 a	 part	 of	 them	 to	 the	 record	 company	 “in	 return”	 for	 the	

investment”	(Interview,	Madsen231).		

	

Incorporating	the	legal	rights	in	the	strategic	planning	is	significant	as	it	is	the	source	to	revenues	for	

the	record	company	in	form	of	royalties.	The	more	successful	the	artist	become,	the	more	revenues	

are	generated	because	of	royalties	through	licensing	from	airtime,	streams	and	downloads.	Passing	

the	rights	of	an	album	on	to	a	record	company	is	seen	as	the	artist’s	“payment”	for	the	investment.	

Moreover,	 the	 strategic	 planning	 within	 the	 record	 company	must	 undertake	 precautions	 of	 both	

success	 and	 failure	 of	 an	 artist.	 Through	 the	 contracts,	 the	 record	 companies	 are	 incorporating	

something	called	“options”,	which	they	can	draw	on	at	both	future	success	and	failure	depending	on	

the	desire	to	continue	or	end	the	cooperation	with	the	artist.	Typically,	the	record	company	and	the	

artist	have	committed	to	the	first	album	and	then	the	options	in	the	contract	are	made	on	the	second	

and	third	album.	If	the	debut	album	e.g.	does	not	live	up	to	the	expectations,	the	record	company	is	

not	 obliged	 to	 the	 second	 and	 third	 album	because	 of	 these	 options	 incorporated	 in	 the	 contracts	

(Artisten	Contract	Dictionary).			

	

“The	record	companies	must	select	their	artists	based	on	long-term	considerations	as	the	debut	album	

typically	is	an	unprofitable	undertake	which	will	establish	the	name	of	the	artist	and	position	them	and	

then	the	second	album	should	bring	in	profit”	(Interview,	Madsen248).			

	

If	 the	 release	 of	 a	 new	 album	 obtain	 the	 estimated	 level	 of	 success	 through	 artist	 building	 and	

positioning,	 the	 contract	 between	 artist	 and	 record	 company	 will	 typically	 continue	 on	 the	 next	

album,	 whereas	 the	 profit	 should	 then	 start	 to	 show.	 The	 ratio	 between	 the	marketing	 resources	

spend	on	artist	building	and	positioning	at	the	first	album	compared	to	the	amount	being	invested	in	

the	second	album,	where	the	name	of	the	artist	have	already	been	exposed	and	is	recognizable	to	the	

audience,	 should	be	 significant.	Nonetheless,	 the	 signing	and	 timeline	of	 a	 contract	 is	 an	uncertain	

situation	 for	 both	 the	 record	 company	 and	 the	 artist,	 because	 of	 the	 audience’s	 unpredictable	

attitude	 towards	an	artist	 and	 the	album.	All	 of	 this	means	 that	 the	 record	 company	policymakers	
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focus	is	to	control	the	internal	operations	to	create	the	best	point	of	departure	for	the	artist	and	the	

album.			

	

Finally,	the	record	company	policymakers	must	make	sure	that	the	requirements	of	a	radio	edit	are	

met,	 to	simplify	and	make	the	 job	of	 the	promoters	and	distributors	handling	the	next	 filter	easier,	

when	pitching	a	record	to	the	radio	stations.	Usually,	the	process	of	making	radio	edits	is	convenient	

because	of	the	standard	requirements	(Interview,	Trillingsgaard236).	However,	if	a	record	company	is	

asking	the	radio	station	personnel	for	advice	regarding	a	record	in	preparation	and	formation	of	an	

artist,	 in	endeavoring	to	adapt	to	what	is	thought	that	the	radio	stations	will	airplay,	Trillingsgaard	

stresses:					

	

“What	annoys	the	record	companies	is	that	I	never	comment	on	a	record,	because	I	don’t	know	how	they	

are	going	to	use	 it	and	present	 it.	Sometimes	the	record	companies	are	using	my	“advice”	against	 the	

artist,	when	I	actually	thought	we	had	a	professional	conversation	about	which	direction	and	shape	the	

track	could	be	pointed	towards,	having	in	mind	and	with	total	respect	of	the	supreme	decision	made	by	

the	artist	and	the	record	company.”	(Interview,	Trillingsgaard249).	

	

The	 filter	 of	 the	 record	 company	 policymakers	 an	 their	 attitude	 towards	 the	 creative	 input	 can	

therefore	be	a	focal	point	when	considering	the	interplay	between	the	record	company	and	the	artist,	

all	 depending	on	 the	presentation	of	 the	possible	 alterations	 that	 the	 record	 company	 is	having	 in	

mind	 according	 to	 the	 creative	 input,	 if	 any.	 Some	 artists	 are	 very	 dependent	 and	 needs	 the	

mentoring	 from	the	record	company	and	others	very	 independent	and	can	or	will	handle	 the	main	

part	of	the	production	and	formation	of	a	record	or	album	themselves.	The	importance	for	the	record	

company	executives/policymakers	 in	 this	 case	 is	 to	make	sure	 that	 the	 relationship	 to	 the	artist	 is	

collaborative	and	not	an	employment	of	an	artist.	It	is	therefore	important	for	the	record	company	to	

evaluate	what	 type	of	 artist	 they	have	 signed,	 to	 set	 the	 right	 frame	and	provide	 the	 resources	 for	

both	 the	 dependent	 and	 independent	 artist	 in	 order	 to	 utilize	 the	 potential	 of	 the	 artist	 in	 a	 best	

possible	way.			

	

5.2.4	PROMOTION/DISTRIBUTION		

Records	favorably	processed	by	the	executives,	have	reached	the	next	filter	during	the	preselection	

system.	At	this	stage,	a	record	will	stand	its	test	through	pitching	and	plugging	to	the	radio	stations	

and	marketing	campaigns	on	the	streaming	services	to	obtain	airtime	and	streams.	The	split	between	

the	 audience,	 respectively	 between	 radio	 and	 on	 the	 streaming	 services	 is	 also	 affecting	 the	

promotion	and	distribution	process,	as	 it	 is	two	completely	different	ways	in	which	promotion	and	
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marketing	needs	to	be	done.	Pitching	and	plugging	to	the	radio	can	be	a	brief	process	in	reference	to	

P3,	as	it	is	a	public	service	institution	that	must	not	accept	any	form	of	“sponsoring”.	Pitching	to	P3	is	

going	 through	 the	music	 director	 Lars	 Trillingsgaard	 and	 the	 playlist-committee	 and	will	 typically	

take	 place	 via	 e-mail	 correspondence	 (interview,	 Madsen1).	 The	 important	 thing	 for	 the	 record	

company	 is	 therefore	 to	 make	 sure	 that	 Trillingsgaard	 knows	 the	 name	 of	 the	 promoters	 of	 the	

record	company.	When	Trillingsgaard	review	his	mailbox	in	the	morning,	he	should	then	recognize	

that	when	 there	 is	 an	 email	 from	 “Jens	 Jensen”,	 it	 is	 from	Warner	Music	 and	 the	 record	 Jensen	 is	

pitching	has	been	processed	through	the	 filter	 that	 the	record	company	 is	acting	as,	and	they	have	

approved	that	the	record	is	saleable.	The	promoter’s	name	should	arouse	a	sense	of	credibility	that	

will	make	Trillingsgaard	want	to	listen	to	the	pitched	record	among	the	huge	amount	of	records	he	

receives	every	week.	The	record	company	must	be	critical	regarding	the	music	selected	to	P3,	by	only	

pitching	the	music	relevant	to	the	musical	profile	at	P3.	If	a	record	company	is	spamming	P3	every	

time	 they	 release	 a	 new	 record,	 even	 though	 the	 record	 is	 not	 suitable	 for	 P3,	 they	 may	 loose	

credibility	and	their	attempt	of	reaching	airtime	may	not	only	end	unsuccessfully,	but	risk	to	harm	

future	recording	pitched	to	P3,	if	an	impression	of	lack	of	qualifications	of	the	promoter,	is	aroused	at	

P3.		

	

However,	 if	 the	 traditional	 way	 of	 pithing	 a	 record	 to	 P3	 and	 the	 other	 radio	 stations	 ends	

unsuccessfully,	 Spotify	 has	 created	 a	 new	 opportunity	 for	 a	 record	 to	 reach	 airtime.	Madsen	 from	

Warner	Music	Denmark	stresses:			

	

“Spotify	is	a	help	for	the	record	companies	if	we	are	having	difficulties	getting	a	record	played	on	P3.	If	

the	 traditional	 channels	 via	 Trillingsgaard	 do	 not	 work,	 you	 can	 enter	 through	 the	 back	 door	 by	

creating	success	on	the	streaming	services.”		(Interview,	Madsen278)	

	

Even	 though	 the	 work	 of	 promotion	 and	 distribution	 for	 the	 record	 companies	 are	 more	

comprehensive	because	of	 the	 focus	being	divided	on	different	platforms	 instead	of	 just	one,	 it	can	

also	 be	 seen	 as	 beneficial	 in	 several	 aspects.	 First	 of	 all,	 it	 gives	 the	 record	 companies	 and	 their	

releases	 a	 second	 chance,	 if	 the	pitching	 to	 the	 radio	 stations	 fail.	 By	 succeeding	on	 the	 streaming	

services,	it	will	proof	the	value	of	a	song	as	the	breakthrough	and	approval	of	the	artist	has	already	

been	made,	which	will	minimize	the	risk	that	the	radio	has	to	carry.		

	

Moreover,	 the	 effect	 of	 promotion	 and	distribution	 through	 the	 online	 streaming	 services	 is	much	

more	measurable	than	the	indefinable	selection	process	of	pitching	to	the	radio	due	to	the	fact	that	

there	 is	 no	 clear	 instructions	 of	 what	 a	 record	 must	 contain	 and	 how	 it	 should	 be	 composed.	

Compared	 to	 the	 streaming	 services,	 it	 is	 not	 difficult	 for	 a	 record	 to	 be	 uploaded	 on	 Spotify	 e.g.	
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(Spotify	 Guides).	 However,	 due	 to	 the	 low	 barriers	 of	 entry	 for	 a	 record,	 the	 supply	 of	 music	 is	

enormous.	This	means,	that	promotion	is	very	important,	to	create	awareness	of	a	record	or	an	artist,	

to	 assure	 not	 disappearing	 in	 the	 crowd.	 Additionally,	 it	 is	 possible	 for	 the	 record	 companies	 to	

measure	the	effect	of	their	ads	and	marketing.	Madsen	from	Warner	Music	Denmark	stresses:		

	

“It	means	 a	 lot,	 that	when	 a	 user	 opens	 up	 their	 Spotify,	 then	 the	 ads	will	 be	 exposed	 “in	 their	 face”	

letting	 the	users	know,	 that	new	music	 is	 out	now.	The	user	 is	 then	 listening	 to	 the	new	music	 in	 the	

morning	and	their	own	playlists	in	the	afternoon.	From	our	data,	we	can	see	that	these	consumer	habits	

happen	a	lot	in	Denmark.	People	are	exploring	new	music	in	the	morning	and	are	listening	to	their	own	

playlists	in	the	afternoon.”	(Interview,	Madsen197)		

			

Information	 like	 this	makes	 it	 easier	 for	 a	 record	 company	 to	optimize	 and	 target	 their	marketing	

campaigns	by	adapting	their	campaigns	to	the	consumer	habits	drawn	from	the	data	generated	from	

Spotify.	When	 the	 data	 shows	 that	 the	 users	 are	more	 explorative	 in	 the	morning,	 the	marketing	

budget	 is	 utilized	 best	 on	 exposing	 campaigns	 during	 the	morning	 and	 not	 during	 the	 afternoon,	

where	 the	users	 tend	 to	 listen	 to	 their	own	playlists.	This	 is	 especially	noteworthy,	when	a	 record	

company	 is	 trying	 to	 promote	 an	 artist	 or	 a	 new	 release	 to	 reach	 the	 popular	 Top-50	 chart.	 It	 is	

mainly	well-known	artists	 like	Justin	Bieber	and	Lukas	Graham	etc.,	who	reaches	the	chart	without	

any	promotional	campaigns,	but	simply	 just	as	an	effect	of	 their	popularity	 (Interview,	Madsen180).	

Madsen	from	Warner	Music	Denmark	states:				

	

“On	Spotify,	the	Top-50	chart	is	extremely	popular.	Many	of	the	users	open	up	their	Spotify	and	play	this	

chart.	Through	 the	data	we	 receive	 from	Spotify,	 there	 is	 a	huge	drop	 in	number	of	plays	 from	 track	

number	50	that	appears	on	the	chart,	to	track	number	51	that	does	not.	This	means	that	our	job	is	to	try	

to	work	the	track	on	to	the	Top-50	chart.”	(Interview,	Madsen193)	

	

The	Top-50	chart	contains	 the	50	most	played	songs	on	Spotify	at	 the	given	moment,	divided	on	a	

global	 chart	 and	 one	 representing	 the	 Top-50	Denmark.	 The	way	 in	which	 a	 record	 company	 can	

direct	 a	 new	 song	 towards	 the	 Top-50	 chart	 is	 by	 attempting	 to	 generate	 plays	 through	 ads.	 If	 a	

record	company	manage	to	process	a	song	onto	the	Top-50	chart	due	to	marketing	campaigns,	 the	

forces	inherent	in	being	on	the	chart	will	help	generate	plays	for	a	song	to	develop,	if	the	song	has	the	

quality	and	hit-potential	necessary	to	stay	at	the	chart.	

	

Taking	the	number	of	songs	and	new	releases	into	consideration,	only	a	limited	percentage	will	reach	

a	position	on	the	Top-50	chart.	However,	as	illustrated	in	the	environmental	analysis,	the	significant	

position	 of	 the	 streaming	 services	 has	moderated	 the	 importance	 for	 a	 record	 company	 and	 their	
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potential	new	releases	to	reach	the	Top-50	chart.	Thus,	as	the	share	of	revenues	generated	from	the	

50	 best	 selling	 releases,	 accounts	 for	 a	 smaller	 proportion	 of	 total	 revenues	 generated	 from	

streaming	services,	than	on	the	download-	and	album	Top-50	areas	(Figure	7).	Even	though	the	Top-

50	chart	is	a	determinant	factor,	the	development	within	the	music	industry	and	the	decline	in	sales	

generated	from	Top-50	chart	music,	enables	a	relocation	of	resources	within	the	marketing	budget	

from	primarily	focusing	on	reaching	the	Top-50	charts	towards	promoting	a	more	diverse	spectrum.	

Because	of	the	rise	of	the	streaming	services	it	is	argued	that	promotion	has	become	easier	because	

of	the	measuring	tools	and	low	barriers	of	entry	and	because	of	the	increased	room	for	diversity.			

	

5.2.5	THE	RADIO/STREAMING	SERVICES	

This	filter	represents	the	two	dominating	and	very	influential	sources,	namely	the	radio	stations	and	

streaming	 services	 that	 a	 record	 company	 reaches	 their	 audience	 through	 (Interview,	Madsen163).	

This	is	where	the	fate	of	a	record	is	passed	on	from	the	record	companies	to	the	external	forces	of	the	

two	gatekeepers.	Because	of	the	gatekeeper	function	that	these	two	platforms	hold,	the	dependence	

of	the	record	companies	side	is	significant.	Especially	the	radio	stations	are	holding	a	power	that	the	

record	company	will	have	to	manage	and	process	through	a	convincing	business	relationship,	where	

tunings	and	amendments	of	a	record	are	sometimes	taken	into	consideration,	to	utilize	the	potential	

exposure	that	the	radio	stations	are	able	to	create.	The	streaming	services	with	Spotify	in	focus	is	a	

media	 simply	 holding	 the	 gatekeeper	 function,	 as	 the	 effect	 and	 possible	 success	 of	 a	 record	 is	

determined	by	the	 listeners	and	not	the	company	of	Spotify	 itself.	Hence,	Spotify	cannot	determine	

the	50	records	reaching	the	Top-50	chart,	but	they	can	affect	the	pricing	of	marketing	campaigns	and	

ads,	as	a	high	price	level	can	signify	a	reduced	amount	of	plays	and	streams	generated	due	to	limited	

marketing	and	ad	resources.		

	

When	looking	at	the	Danish	radio	market	and	the	share	between	the	different	radio	stations	in	table	

2	of	 the	PESTL	analysis,	 it	 is	clear	 that	 the	public	 funded	radio	stations	dominate	 the	Danish	radio	

market	with	a	 total	market	share	of	74,1	pct.	Even	though	trends	and	 issues	related	to	DR	and	the	

fact	that	they	are	state	funded	were	emphasized	through	the	PESTL	analysis,	their	dominance	is	here	

argued	 as	 an	 advantage	 for	 the	 Danish	 record	 companies,	 as	 the	 requirements	 set	 by	 the	 Danish	

Ministry	 of	 Cultural	 Affairs	 are	 made	 to	 encourage	 Danish	 music.	 By	 requiring	 that	 DR’s	 radio	

stations	have	to	play	at	least	43	pct.	Danish	music	on	average	contemporary	with	having	to	stimulate	

the	Danish	music	 stage	 and	 focus	 on	 a	 diverse	musical	 profile,	makes	 the	 probability	 of	 obtaining	

airtime	higher	for	the	Danish	record	companies,	when	pitching	a	record	to	the	Danish	radio	stations.	

If	 the	 commercial	 radio	 stations	were	more	 dominating	 at	 the	 Danish	 radio	market,	 a	 scenario	 of	

increased	competition	for	the	Danish	record	companies	could	rise,	as	the	selection	of	music	reaching	
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airtime	on	commercial	radio	stations	are	without	restrictions	contrary	to	DR’s	radio	stations.	Madsen	

from	Warner	Music	Denmark	stresses	the	following:	

	

“The	 commercial	 radio	 stations	 can	 pick	 and	 choose	 whatever	 they	 want	 to	 play.	 Their	 concern	 is	

pointed	towards	the	rest	of	the	content,	whereas	the	music	is	the	easy	part	for	them	because	they	have	

no	requirements	to	live	up	to,	regarding	their	choice	of	music.”	(Interview,	Madsen314)	

	

Thus,	 if	 the	 distribution	 of	 the	 market	 share	 between	 the	 Danish	 radio	 stations	 were	 differently	

divided	with	 a	 dominance	 of	 commercial	 radio	 stations	 instead	 of	 at	 DR’s	 radio	 stations,	 it	 could	

result	 in	a	higher	share	of	 international	artists	reaching	airtime	and	exposure	to	the	 listeners.	This	

would	 make	 the	 filter	 through	 the	 radio	 stations	 more	 challenging	 to	 pass	 through	 for	 a	 record	

distributed	by	a	Danish	record	company	because	of	the	increased	competition.	

	

Additionally,	the	record	companies’	ability	to	affect	the	radio	stations	differs	depending	on	whether	it	

is	 a	 state	 funded	 radio	 station	 or	 a	 commercial	 radio	 station	 being	 approached.	 The	 state	 funded	

radio	 stations,	 in	 this	 case	 primarily	 P3,	 will	 not	 and	 cannot	 accept	 amenities	 and	 their	 attitude	

towards	 it,	 is	 very	 strict	 (Interview,	 Madsen319).	 The	 commercial	 radio	 stations	 however,	 are	 a	

different	matter,	as	it	is	acceptable	for	them	to	accept	amenities	from	the	record	companies.	Though	

Madsen	 from	Warner	 Music	 Denmark	 states,	 that	 the	 aim	 is	 not	 to	 bribe	 the	 radio	 stations	 with	

football	tickets	e.g.,	to	guarantee	that	they	will	only	play	Warner	Music	tracks	the	following	week,	but	

more	to	assure	that	the	radio	stations	know	where	to	turn	to,	in	their	search	for	the	latest	releases.			

	

“Often,	the	radio	stations	do	not	know	whom	to	contact	at	the	record	companies	in	their	search	for	the	

latest	music.	To	rectify	this,	some	sort	of	a	“date”	is	initiated	at	our	office	or	theirs,	to	introduce	them	to	

new	music.	We	usually	introduce	them	to	our	5	strongest	songs	every	week.”	(Interview,	Madsen298)	

	

This	illustrates	the	importance	of	a	record	company	being	accessible	and	demonstrates	their	ability	

to	frame	the	pitching	to	the	radio	stations	in	a	service	message.	Additionally,	Madsen	adds:				

	

“This	is	how	business	works,	it	is	customer	relations.	You	try	to	find	a	nice	event	and	then	you	wrap	it	up	

in	 something	work	 related.	 For	 example	we	 can	 invite	 them	 to	 a	meeting	 and	 then	 take	 them	watch	

football	afterwards”	(Interview,	Madsen321)	

	

The	attention	pointed	towards	the	term	“customer	relations”	exemplifies	that	the	music	industry	is	

like	any	other	business.	Madsen	points	out	that	focus	on	customer	relations	are	a	necessity	to	survive	

in	the	music	industry.	If	the	record	companies	are	not	able	to	convince	the	radio	stations	to	play	their	
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music,	no	revenues	will	be	generated.	The	record	companies	are	therefore	putting	a	lot	of	effort	into	

pitching	their	records	to	the	radio	stations	during	these	events	and	making	the	process	as	easy	and	

accessible	as	possible,	to	please	the	gatekeeper,	the	radio	stations	acts	as.	Because	of	the	fact	that	P3	

does	not	accept	these	amenities,	the	relationship	to	them	must	be	nurtured	through	familiarity	and	

trust	to	not	fade	in	the	huge	amount	of	 inquiries	that	Trillingsgaard	receives	every	day,	as	clarified	

previously	in	this	chapter.		

	

5.2.6	AIRTIME	ON	P3/TOP-50	CHARTS	

The	 final	 influential	 phase	 is	 the	 ultimate	 attempt	 to	 reach	 popular	 acclaim	 for	 a	 record.	 The	

awareness	and	occasionally	hype	that	airtime	on	P3	and	a	spot	on	the	Top-50	chart	serves,	can	boost	

the	 success	 of	 a	 record	 because	 of	 the	 influence	 they	 have	 on	 the	 audience,	 illustrated	 in	 their	

significant	share	of	listeners.	Though,	as	illustrated	by	Madsen	from	Warner	Music	Denmark	earlier	

in	this	chapter,	a	record	company	may	be	able	to	process	a	song	in	the	direction	of	the	Top-50	chart	

through	marketing	and	ads,	but	the	position	cannot	be	maintained	if	the	record	is	not	a	hit	and	the	

audience	does	not	like	it	(Interview,	Madsen182).	Likewise,	Trillingsgaard	adds:		

	

“People	 and	 sometimes	artists	 think	 that	we	 can	 “make”	music	 successful	 by	playing	 it	 at	 P3,	 but	we	

can’t,	we	may	 be	 able	 to	 push	 it	 or	 help	 hype	 it,	 but	 if	 the	 song	 is	 not	 a	 hit,	we	 cannot	make	 a	 hit.”	

(Interview,	Trillingsgaard17)	

	

The	music	reaching	airtime	on	P3	is	controlled	by	the	selection	made	by	Trillingsgaard	and	the	songs	

reaching	 Spotify’s	 Top-50	 are	 to	 some	 extend	 affected	 by	 the	 marketing	 campaigns	 made	 by	 the	

record	 companies.	 The	 reason	 that	 exactly	 airtime	 at	 P3	 and	 Spotify’s	 Top-50	 is	 functioning	 as	

gatekeepers	are	because	of	their	significant	 influence	on	the	industry	due	to	their	massive	share	of	

listeners,	which	also	 engenders	P3	and	Trillingsgaard’s	 ability	 to	be	 selective	when	 choosing	what	

records	 should	 reach	 airtime.	 Their	 privilege	 of	 having	 such	 a	 significant	 influence	 on	 the	 Danish	

music	industry	is	however	seen	from	different	perspectives,	respectively	being	powerful	and	liable.	

The	critics	claim	that	P3	and	Trillingsgaard	are	violating	 their	power	by	being	too	commercial	and	

not	bringing	enough	diversity	to	the	audience	(Politiken1-12).	Trillingsgaard	however	counter	argues:					

	

”We	don’t	feel	that	we	are	powerful,	but	more	that	we	are	acting	responsible.	We	can	se	how	much	new	

music	 we	 break	 and	 how	 often	 we	 are	 affecting	 those	 interested	 in	 new	 music.”	 (Interview,	

Trillingsgaard507)		
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By	acting	as	such	an	influential	gatekeeper,	people	will	always	have	an	opinion	about	the	decisions	

being	 made.	 Because	 the	 points	 of	 criticism	 according	 to	 diversity	 and	 musical	 professional	

standards	 etc.	 have	 not	 been	 clearly	 defined,	 both	 can	 be	 argued	 to	 be	 right.	 Though,	 the	 record	

companies’	attitude	is	contributing	in	boosting	the	position	of	P3	being	placed	on	the	pedestal	as	the	

most	 important	player	 in	 the	Danish	music	 industry,	when	trying	 to	break	a	new	artist	 (Interview,	

Madsen282)	

	

This	statement	illustrates	how	important	P3	is	to	the	record	companies.	One	reason	for	that	is	their	

focus	on	artist	building	as	an	essential	part	of	the	responsibility	that	they	carry	by	being	a	mainstay	

to	the	Danish	music	industry,	which	also	support	their	statement	of	being	responsible	to	the	Danish	

music	 industry.	 An	 example	 of	 this	 is	 the	 case	 of	 Patrick	 Dorgan	 signed	 by	 Copenhagen	 Records	

whose	debut	single	was	chosen	as	“Ugens	Uundgåelige”.	When	a	record	is	going	in	rotation	through	

an	 initiative	 like	 “Ugens	 Uundgåelige”,	 enormous	 amounts	 of	 airtime	 is	 reached	 and	 that	 creates	

essential	exposure.	Typically,	people	are	not	convinced	 to	a	 track	 the	 first	 time	 they	hear	 it,	but	as	

music	 tends	 to	 grow	 on	 people	 through	 repetition	 (interview,	 Trillingsgaard	 9:45),	 airtime	 in	 this	

caliber	is	priceless	for	an	artist	and	the	record	company.	Moreover,	in	the	case	of	Patrick	Dorgan,	P3	

was	aware	of	the	responsibility	that	follows	when	building	up	an	artist,	and	did	not	abandon	Dorgan	

after	 the	 single	was	no	 longer	 “Ugens	Uundgåelige”.	Even	 though	some	may	argue	 that	 there	were	

more	interesting	tracks	than	the	following	record	by	Dorgan,	P3	adhered	to	their	statement	of	being	

responsible	to	artist-building	in	Denmark	(interview,	Trillingsgaard69)		

	

This	 final	 influential	 phase	 can	 have	 a	 significant	 impact	 on	 the	 audience.	 Trillingsgaard	 and	 the	

record	companies	agree	that	the	foundation	of	the	acclaim	from	the	audience	is	only	happening	when	

dealing	with	hits.	That	being	said,	it	is	completely	up	to	the	audience	to	determine	whether	or	not	a	

record	will	become	a	hit.	This	is	one	of	the	circumstances	that	give	rise	to	the	interminable	question	

of	whether	airplay	on	P3	and	a	Top-50	position	is	creating	a	record’s	popularity	rather	than	simply	

reflecting	it	on	behalf	of	the	choice	of	the	audience,	because	of	today’s	opportunities	of	discovering	

and	listening	to	music.		

	

“THE	INDEPENDENT	WAY”	

If	 an	 artist	 do	 not	 obtain	 a	 contract	 with	 a	 record	 company	 or	 voluntarily	 choose	 to	 produce,	

distribute	 and	 promote	 a	 record	 by	 themselves	 or	 in	 collaboration	with	 a	manager,	 channels	 like	

Spotify	and	Youtube	e.g.	and	promotion	through	social	and	mass	media,	are	fast	and	powerful	ways	

to	 reach	 the	 audience.	 Because	 of	 the	 technological	 development	 an	 artist	 is	 capable	 of	 making	

independent	actions	through	these	sources	and	possibly	succeed	without	the	support	from	a	record	

company.			
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5.2.7	DOWNLOAD/STREAMING	SERVICES	

When	bypassing	 the	 record	 company,	 the	 artist	 and	manager	will	 have	 to	 arrange	production	 and	

distribution	 of	 their	 music	 themselves.	 Again	 because	 of	 the	 technological	 development,	 lots	 of	

opportunities	 for	 recording	 and	 production	 have	 risen.	 Many	 artists	 are	 recording	 their	 music	 at	

home	or	renting	themselves	in	to	one	of	the	many	studios	that	eventually	exist	today,	either	to	record	

or	mix	 their	music.	Regarding	 the	distribution,	 an	artist	 can	always	distribute	 their	music	 through	

Spotify	and	receive	royalties	for	the	streams	of	their	music.	However,	they	cannot	upload	the	music	

to	Spotify	themselves	as	 it	must	be	delivered	by	a	 label	or	distributor	(Spotify	Guides).	Most	 likely,	

when	an	artist	is	bypassing	the	record	company	they	do	not	have	a	deal	with	a	label	or	distributor.	

However,	Spotify	offers	a	number	of	alternatives	that	an	artist	can	deliver	their	music	through,	such	

as	 the	 initiative	Spinnup	mentioned	 in	 the	PESTL	analysis,	which	makes	 it	possible	 for	an	artist	 to	

distribute	their	music	to	Spotify	through	them.	The	service	Spinnup	handle	licensing	and	distribution	

for	an	annual	fee,	priced	based	on	the	number	of	records	delivered	through	the	service.	If	the	annual	

fee	is	not	paid,	the	deal	is	not	renewed	and	the	music	will	be	removed	from	Spotify	again.	

	

When	an	artist	and	the	manager	choose	to	go	”the	independent	way”	and	release	their	music	directly	

through	online	download	and	streaming	services,	the	record	will	however	not	obtain	the	same	added	

value	as	a	record	processed	through	the	record	company	and	the	stages	of	the	pre-selection	system.	

However,	 the	 filters	 generating	 the	 added	 value	 of	 ”the	 dependent	 way”	 can	 be	 compensated	 for	

through	 forces	 from	 the	environment	via	views,	plays,	 likes	and	shares.	This	 can	 to	a	great	extend	

spread	 and	 promote	 a	 record	 through	 the	 bandwagon	 effect2	and	 in	 that	 sense	 add	 value	 to	 the	

record.	 If	 a	 radio	station	 like	P3	can	see	 that	a	 song	has	been	able	 to	 reach	 thousands	of	views	on	

Youtube	or	if	streams	on	Spotify	are	increasing	rapidly	and	regularly	appears	on	social	medias,	some	

value	 has	 been	 added	 in	 the	 sense	 of	 an	 approval	 from	 the	 audience,	 before	 the	 radio	 has	 even	

presented	the	song	to	the	audience.	This	phenomenon	is	quit	new,	and	was	seen	in	Denmark	for	the	

first	 time	 in	2011	as	Cheff	Records	was	established	(Interview,	Trillingsgaard371).	The	 independent	

record	label	did	not	pitch	their	songs	to	the	radio,	but	they	grew	their	success	through	Youtube	and	

social	media,	which	resulted	in	airtime	on	the	radio	because	of	their	significant	appearance	in	public.	

The	 reason	 for	 this	 explosive	 exposure	 was	 based	 on	 recommendations	 and	 approval	 from	 the	

audience	 reflected	 in	views,	plays	and	shares.	Trillingsgaard	expresses	 the	 following	 regarding	 the	

value	added:			

	

“If	one	of	your	friends	says:	“listen	to	this	track,	it’s	amazing”,	it	will	matter	10	million	times	more,	than	

what	we	are	playing	on	the	radio,	because	your	friend	has	already	convinced	you	that	he	have	a	decent	

musical	taste”	(Interview,	Trillingsgaard484)	
																																								 																					

2	Phenomenon	of	people	doing	something	primarily	because	other	people	are	doing	it.	
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The	phenomenon	of	views,	likes	and	shares	has	derived	from	the	world	of	social	media,	but	have	as	

mentioned	in	the	PESTL	analysis	impacted	Spotify	and	their	ways	of	measuring	success	through	the	

development	of	the	updated	Viral	Top-50	chart	based	on	exactly	these	measures.	If	an	artist	does	not	

have	the	financial	support	derived	from	signing	a	contract	with	a	record	company,	it	may	be	hard	to	

reach	the	Top-50	chart	on	Spotify,	as	 it	 is	 typically	the	most	popular	pop	stars	with	a	proven	track	

record	dominating	this	chart	(Spotify	Guides)	compared	to	the	Viral	Top-50	chart,	where	music	being	

recommended	by	users	through	shares	and	streams	not	necessarily	appears	to	be	a	well-known	or	

recognized	name	(Spotify	Viral	Top-50).		

	

Through	the	independent	road,	the	record	is	not	governed	or	affected	by	anyone	else	than	the	artist	

and	 perhaps	 the	 manager,	 and	 opinions	 about	 which	 direction	 an	 artist	 should	 go	 is	 completely	

unaffected	from	corporate	strategies	and	constrains	made	to	fit	into	the	radio	etc.	A	record	will	not	

itself	undergo	any	change	as	it	flows	through	the	system	of	exposure	on	the	download	and	streaming	

services	and	social	media.	

	

5.2.8	SOCIAL/MASS	MEDIA		

When	an	artist	chooses	the	independent	way	to	release	a	record	without	cooperating	with	a	record	

company,	one	significant	 limitation	 is	 the	 financial	 constraints.	By	not	having	 the	 financial	 support	

from	 a	 record	 company,	 the	 artist	 can	 have	 a	 hard	 time	 collecting	 money	 for	 promotion	 and	

marketing	 to	 create	 the	 awareness	 that	 is	 a	 substantial	 part	 of	 the	 process	 of	 gaining	 plays	 and	

streams.	 However,	 as	 already	 evaluated,	 the	 technological	 development	 has	 given	 rise	 to	 several	

opportunities	within	the	world	of	media,	for	both	record	companies	and	artists	to	take	advantage	of.	

Especially	for	an	artist,	platforms	like	social	media	have	made	the	process	of	promotion	without	the	

support	from	a	record	company	easier	and	more	accessible.	It	is	a	very	useful	and	powerful	tool	that	

contributes	in	creating	awareness,	and	additionally	 it	 is	 free	of	charge.	Four	of	the	most	prominent	

and	useful	platforms	for	an	artist	within	social	media	are	Facebook,	Twitter,	Youtube	and	Instagram	

because	of	 their	massive	 amount	of	 users	 (GWI	Social	 Summary,	Q3	2015).	On	Facebook,	Youtube	

and	Instagram,	it	is	possible	for	an	artist	to	upload	pictures	and	videos,	whereas	Twitter	is	a	platform	

primarily	 used	 to	 express	 ones	 opinion	 and	make	 statements	 as	well	 as	 sharing	 links	 directing	 to	

websites	 containing	 pictures	 and	 videos.	 The	 table	 below	 illustrates	 the	 top	 15	 social	 platforms,	

elucidating	the	amount	of	members,	visitors	and	active	users.	The	four	aforementioned	platforms	are	

all	ranged	in	top	six,	whereas	Facebook	and	Youtube	show	a	remarkable	higher	share	of	visitors	than	

any	of	the	other	social	platforms.		
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TABLE	 3:	 Top	 15	 social	 platforms:	 Membership,	 visitation	 and	 active	 usage	 in	 percentage	 of	 the	

global	Internet	audience3	

	
Source:	Global	Web	Index;	GWI	Social	Summary,	Q3	2015	

	

The	noteworthy	about	the	social	medias	are	the	opportunities	implying	that	an	artist	is	able	to	reach	

more	people	 than	 their	actual	 fan	base	 through	 likes	and	shares,	 if	 their	 fan	base	believes	 that	 the	

artist	 and	 their	 song	 is	 entitled	 to	 it.	 An	 artist	 is	 able	 to	 create	 “earned”	 media	 when	 their	 fans	

willingly	 promote	 a	 post	 or	 music	 video	 etc.	 by	 liking	 and	 sharing	 it	 with	 their	 friends	 on	 social	

medias	(Edelman,	2011).	This	does	not	only	make	the	consumers	a	part	of	the	process	of	promotion,	

but	is	also	-	like	the	filters	of	the	“dependent	way”	through	the	preselection	system	-	value-adding	in	

the	 sense	 that	 an	approval	 of	 the	 song	has	been	made,	when	 the	 consumer	 is	 choosing	 to	 share	 it	

with	 their	 friends.	 Social	 media	 is	 therefore	 a	 great	 tool	 for	 the	 artist	 to	 bypass	 the	 issue	 of	 the	

financial	 constraints	 and	 the	 traditional	 “paid”	 media,	 originally	 used	 by	 companies	 when	 doing	

marketing,	like	when	record	companies	are	buying	ads	on	Spotify	to	promote	an	artist	or	a	record.				

	

Moreover,	 social	 media	 makes	 it	 possible	 for	 an	 artist	 to	 create	 continual	 awareness	 about	 their	

name.	They	do	not	have	to	try	to	sell	or	promote	themselves	to	any	magazine	or	other	forms	of	media	

to	ensure	press	releases	etc.,	as	they	through	Facebook,	Youtube,	Twitter	and	Instagram	are	able	to	
																																								 																					

3	GWI	Social	is	made	by	GlobalWebIndex	and	represents	90	pct.	of	the	global	Internet	audience	within	
34	global	markets	in	the	three	areas:	Americas,	EMEA	and	APAC.		
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generate	 their	own	sort	of	 “press-releases”	and	share	 it	with	 their	 fans	and	possibly	create	earned	

media.	This	makes	it	possible	for	an	artist	to	stay	in	the	spotlight,	which	is	 important,	as	the	music	

industry	is	and	industry	where	new	artists	constantly	rise	and	compete	for	attention.	Madsen	from	

Warner	Music	Denmark	stresses:			

		

“As	 soon	 as	 an	 artist	 has	 been	 away	 from	 the	 state	 of	 the	media	 for	 too	 long,	 they	will	 be	 forgotten	

because	 so	 many	 new	 artists	 enters	 the	 stage	 constantly.	 It	 is	 all	 about	 keeping	 your	 name	 warm.”	

(Interview,	Madsen449)		

	

5.2.9	SUB-CONCLUSSION	ON	PRESELECTION	SYSTEM	

The	analysis	of	 the	preselection	system	and	 the	 filtering	process	 that	a	 record	undergoes,	examine	

each	 of	 the	 stages	 reviewing	 the	 conditions	 that	 apply	 in	 relation	 to	 an	 artists	 opportunities	 and	

challenges	in	search	of	obtaining	popular	acclaim.	The	same	applies	through	“the	independent	way”	

however,	 reviewing	 the	 conditions	without	 the	 support	 from	 a	 record	 company	 in	 relation	 to	 self	

distribution	and	exposure,	which	is	possible	due	to	the	rise	of	streaming	services	and	social	media..		

	

Having	stressed	the	business	considerations	presented	at	every	level	of	the	system,	it	should	now	be	

clear,	that	the	exposure	of	music	being	a	part	of	the	popular	culture	is	strikingly	commercial	and	is	

embracing	 the	 many	 profit-oriented	 characteristics	 of	 “the	 dependent	 way”	 of	 the	 preselection	

system	that	appears	in	stark	contrast	and	opposition	to	purely	artistic	considerations.	

		

The	 analysis	 illustrates	 how	 composed	 and	 dependent	 the	 elements	 of	 the	 music	 industry	 are,	 if	

going	 “the	 dependent	way”	 distributing	 the	 power	 on	 several	 holders.	 The	 free	 enterprise	 system	

creates	interaction	between	several	authorities	during	the	filtering	process,	making	the	gatekeepers	

of	the	radio	and	streaming	services	very	powerful,	as	they	are	the	link	to	the	audience.	Because	of	the	

technological	 development	 and	 the	 increase	 in	 opportunities	 of	 accessing	music,	 the	 audience	 has	

gained	a	significant	say	in	structure	of	power	within	the	Danish	music	 industry.	Additionally,	as	P3	

and	Spotify	is	firmly	on	the	share	of	listeners,	their	position	of	being	extremely	powerful	remains.		

	

Moreover,	the	analysis	illustrates	that	the	release	of	a	record	may	serve	different	purposes,	namely	

profit	and	art.	Through	“the	dependent	way”	a	polished	version	of	an	artist	or	a	record	is	introduced	

to	the	audience,	due	to	commercialization	and	profit-orientation.	This	makes	it	difficult	to	argue	that	

the	records	reaching	airtime	on	P3	and	positions	on	the	Top-50	chart,	is	determined	as	the	most	fit	

artistically	to	survive	through	this	process.	
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“The	independent	way”	however,	clarifies	that	the	technological	development	has	entailed	new	tools	

giving	the	artist	the	opportunity	of	being	the	ultimate	holder	of	the	power,	nonetheless	subjected	to	

the	power	held	by	the	audience.	By	not	signing	with	a	record	company	it	is	possible	for	an	artist	to	

avoid	potential	 compromises	 according	 to	 their	 artistic	 considerations	when	endeavoring	 to	 reach	

acclaim	from	the	audience.	However,	“the	independent	way”	completely	relies	on	the	artistic	content,	

as	deselecting	or	not	obtaining	a	contract	with	a	record	company	and	the	enhancing	advantages	of	

for	 example	 marketing	 campaigns	 and	 their	 already	 established	 networks	 within	 the	 industry,	

facilitating	 access	 to	 capacities	 that	 may	 not	 be	 possible	 for	 the	 artist	 to	 obtain	 himself.	 The	

importance	of	an	enormous	network	is	therefore	so	significant	when	trying	to	obtain	the	same	reach	

and	awareness,	as	the	record	companies	are	able	to.		
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DISCUSSION	

6	

Today,	management	at	the	record	companies	consists	of	people	focusing	on	

statistics,	sales	and	profit.	The	problem	of	having	this	focus	within	the	music	

industry	is	that	you	cannot	estimate	the	success	of	music	-	it	has	to	be	measured	in	

complete	different	parameters	than	"normal"	businesses.	It	requires	taking	chances	

and	thinking	in	a	different	way	than	other	companies	do	

	

Francis	Bowie,	Artist	

	

••••••••• 	

” 
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6.	DISCUSSION		
	

The	following	chapter	will	discuss	how	an	artist	like	Francis	Bowie	should	navigate	within	the	music	

industry	 to	 overcome	 his	 struggling’s	 and	 reach	 acclaim	 and	 gain	 success	 considering	 the	

environmental	construction	and	associations	herein.		

	

The	prerequisites	for	creating	a	thoroughly	discussion	has	been	to	ensure	a	full	insight	to	the	life	and	

world	 of	 FB,	 the	 construction	 of	 the	 music	 industry	 as	 well	 as	 considering	 the	 associations	 and	

interactions	taking	place.	It	is	important	to	clarify	what	can	cause	the	struggles	an	artist	experience,	

which	 is	why	the	ethnography	 is	made	and	both	PESTL	and	Hirsch’s	Preselection	System	has	been	

applied.	 Both	 PESTL	 and	 Hirsch’s	 Preselection	 system	 are	 employed	 to	 deliberate	 how	 the	

dependency	 and	power	distribution	 is	 affecting	 the	 relationship	between	 the	 record	 company	 and	

artist	 and	 how	 it	 sometimes	 engenders	 discrepancies.	 Intentionally,	 the	 aforementioned	 will	 help	

answering	the	question	of	which	relations	or	parts	of	the	environment	that	may	cause	the	struggles.	

On	behalf	of	that,	I	will	suggest	a	preferred	way	for	an	artist	like	FB	to	navigate	within	the	industry	to	

reach	acclaim	from	the	audience	in	order	to	gain	success,	without	succumbing	to	corporate	strategies	

of	the	record	companies,	suppressing	the	creative	development.		

	

6.1	HOW	PERCEPTIONS	OF	A	MARKETABLE	PRODUCT	CREATES	CLASHES	
It	has	been	illustrated	how	an	artist	and	the	record	companies	are	gaining	access	to,	participating	in	

and	being	 recognized	as	a	 cultural	producer,	 through	 the	 forces	of	 the	environment.	The	structure	

and	patterns	of	power	and	prejudice	are	shaped	by	the	underlying	environments	within	the	industry	

dependent	on	laws	and	rights,	economy,	technological	development,	political	decisions,	social	trends	

and	media	all	affecting	the	presentation	to	the	audience	of	what	is	thought	as	a	marketable	product.	

Exactly	 because	 of	 the	 phrase	 “what	 is	 thought	 as	 a	marketable	 product”	 the	 struggle	 emerges,	 as	

different	 perceptions	 of	 a	marketable	 product	 can	 cause	 frictions	 in	 the	 cooperation	 between	 the	

record	company	and	artist.		

	

The	 analysis	 of	 Hirsch’s	 Preselection	 System	 has	 illustrated	 that	 a	 record	 is	 processed	 through	 a	

number	of	filters	before	reaching	the	audience.	Through	what	was	defined	as	“the	dependent	way”,	

the	filtering	process	clarifies	what	a	record	company	considers	and	requires	in	order	to	releasing	a	

record.	The	overall	purpose	of	processing	the	records	through	these	filters	is	for	the	record	company	

to	 take	 precautions	 of	 possible	 failures.	 If	 a	 record	 will	 not	 generate	 a	 certain	 amount	 of	 profit	

through	the	royalties	that	plays	engenders,	it	is	not	perceived	as	a	success,	but	as	a	bad	investment	



	 Page	72	of	127	

and	thereby	not	defined	as	a	marketable	product.	A	marketable	product	from	the	perspective	of	an	

artist	however,	is	another	case.	FB	states:		

	

“Today,	management	at	the	record	companies	consists	of	people	focusing	on	statistics,	sales	and	profit.	

The	problem	of	doing	that	within	the	music	industry	is	that	you	cannot	estimate	the	success	of	music	-	it	

has	to	be	measured	in	complete	different	parameters	than	"normal"	businesses,	which	requires	taking	

chances	and	think	in	a	different	way	than	other	companies	do.”	(Interview,	FB5)		

	

FB	 is	 dissociating	 himself	 from	 the	 record	 companies’	 ways	 of	measuring	 success,	 reflecting	 their	

perception	of	a	marketable	product.	To	FB	a	marketable	product	 is	music	 that	 is	 real,	genuine	and	

authentic	 based	on	 feelings	 -	 all	 things	 that	 cannot	 be	measured	 and	 thereby	 cannot	 be	 estimated	

whether	the	audience	will	acclaim	it	or	not.	The	two	contradictory	perceptions	of	what	a	marketable	

product	 is	 can	 therefore	make	 the	 artist	 or	 their	 record	 a	 subject	 to	 filtration	 of	 the	 preselection	

system.	According	to	FB,	the	clash	between	the	record	companies	and	artists	happen	due	to	this:		

	

“The	artists	cannot	be	afraid	to	take	chances.	They	have	to	believe	that	music	should	not	be	produced	to	

earn	 profit	 but	 because	 it	 is	 genuine	 and	 authentic	 -	 that	 is	 what	works	 in	 the	 long	 run.	 The	music	

industry	has	put	 itself	 in	 this	 situation	because	 they	are	 so	desperate	 to	earn	profit.	They	 lose	control	

and	lose	creativity	and	the	desire	and	time	to	develop	because	it	has	to	bring	in	profit	 immediately.	It	

doesn't	make	sense	within	the	industry	of	art.	This	is	why	it	is	often	clashing.”	(Interview,	FB87)		

	

The	distance	between	the	two	perceptions	of	what	a	marketable	product	is,	can	due	to	the	burning	

desire	an	artist	have	to	succeed,	make	the	artist	compromise	the	value	of	what	they	do	 in	order	to	

obtain	 a	 contract	 with	 the	 a	 record	 company.	 In	 situations	 like	 this,	 negotiations	 of	 who	 to	

compromise	 will	 in	 most	 cases	 favour	 the	 record	 companies,	 as	 they	 are	 the	 ones	 holding	 and	

controlling	 the	 capital	 invested,	 which	 is	 a	 necessity	 for	 the	 artist	 according	 to	 production,	

distribution	and	marketing	campaigns.	 If	an	artist	had	the	capital	needed	to	make	his	music	break,	

the	cooperation	is	redundant.	FB	illuminates	it	in	the	following	statement:	

	

"The	artists	are	so	enthusiastic	about	their	music	and	that	makes	them	compromise	too	much,	so	their	

confidence	fades	because	they	want	it	so	bad.	It	ends	up	being	a	humility	that	by	the	industry	is	seen	as	

someone	being	happy	to	play	a	concert	for	free	to	be	exposed.	Their	value	is	degraded	by	not	standing	

up	for	the	importance	of	the	art."	(Interview,	FB131)		

	

Not	 only	 situations	 like	 this	 can	 have	 financial	 influence	 on	 the	 artist,	 because	 their	 eagerness	 to	

expose	 their	music	make	 them	willing	 to	compromise	on	e.g.	 salaries.	The	phrase	by	Mikael	Højris	
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from	Dansk	Musik	Forbund	commenting	to	DR	Kultur:	“The	artist	may	be	on	top	of	the	showcard,	but	

is	 placed	 at	 the	 bottom	 of	 the	 payroll”	 (Fischer,	 2015),	 illustrates	 this	 situation.	 The	 setup	 being	

divided	 like	 that,	 exemplifies	 the	exploitation	 that	 is	 seen	a	 lot	within	 the	music	 industry,	possibly	

engendered	based	on	the	diverged	opinions	of	the	marketable	product.	Nevertheless,	the	opinion	of	a	

marketable	product	is	not	only	reflected	in	the	salaries,	but	can	also	be	affecting	the	processing	of	a	

record.	 Because	 the	 record	 companies	 are	 not	 the	 direct	 link	 to	 the	 audience,	 their	 idea	 of	 a	

marketable	 product	 is	 based	 on	what	 they	 think	will	 reach	 airtime	 on	 the	 radio	 and	 plays	 on	 the	

streaming	and	download	services.	Madsen	from	Warner	Music	Denmark	stresses:				

	

“As	a	record	company	we	have	a	responsibility,	we	must	deliver	music	with	quality	to	show	that	we	act	

as	 some	sort	of	 filter	and	 find	 it	marketable	because	 the	 record	has	 that	 something	extra.	Because	of	

that,	I	think	you	should	see	the	record	companies’	role	in	the	music	industry	as	a	gatekeeper	who	picks	

up	the	talent,	process	it	and	prepare	it	to	be	introduced	to	the	rest	of	the	world.”	(Interview,	Madsen7)	

	

The	processing	that	Madsen	refers	to	depends	on	different	factors	at	different	levels.	Sometimes	the	

processing	is	more	detailed	than	other,	dependent	on	the	originality	of	the	artist.	FB	has	never	signed	

a	 contract	with	 a	 record	 company,	which	means	 that	none	of	his	music	has	been	processed	under	

direct	control	from	others.	However,	even	though	he	has	been	going	“the	independent	way”,	he	has	

experienced	the	constant	attempt	of	adjusting	to,	what	is	thought	the	filter	of	the	radio	stations	will	

assign	airtime	to,	as	well	as	what	is	thought	that	the	audience	will	acclaim.		

	

The	 discrepancy	 between	 FB	 and	 his	 former	manager	Michael	 Jones	 ended	 because	 Jones	 tried	 to	

change	the	profile	and	direction	of	what	FB	is.	Jones	wanted	FB	to	suit	up	and	be	classier	to	become	

more	approachable	to	the	audience,	in	fear	that	FB’s	quirkiness	is	becoming	too	big	a	distortion	to	his	

music.	As	described	in	the	ethnography,	the	different	conceptions	of	what	FB	represents,	made	him	

feel	misunderstood	 and	deprived	 of	 his	 freedom.	This	 regarded	 the	 physical	 radiation	 of	 FB	 as	 an	

artist,	 but	 cases	 like	 this	 happens	 to	 recordings	 as	well.	 Representatives	 from	 the	 three	 groups	 of	

respectively	the	artists	(FB),	the	radio	stations	(Trillingsgaard)	and	the	record	companies	(Madsen)	

agrees	 that	 music	 is	 becoming	 more	 and	 more	 constructed	 (Interview	 FB18;	 interview	

Trillingsgaard534&541;	 interview	Madsen23).	By	making	 art	 constructed,	 the	 immediacy	of	 the	 feelings	

put	 in	 the	 song	becomes	 limited,	 as	 it	becomes	more	 thoroughly	 considered.	The	more	considered	

and	constructed	a	record	become,	the	less	risk	is	taken.	FB	states:			

	

“In	art,	the	most	important	thing	is	to	risk	making	a	mistake;	if	you	dare	to	take	the	risk	this	is	where	

the	magic	happens.	The	record	companies	should	do	the	same.	They	should	trust	the	artist	when	they	

argue,	that	they	do	what	they	do	because	that's	what	makes	sense	to	who	they	are.	That	is	what	should	
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make	an	artist	successful	and	not	the	transformation	of	the	artist	into	somebody	they	are	not.	Make	the	

most	 out	 of	 the	 artist	 that	 they	 really	 are,	 by	 not	 shutting	 down	 what	 they	 are,	 by	 making	 them	

something	else.”	(Interview,	FB139)			

	

However,	 it	 can	 be	 argued	 that	 a	 negative	 risk	 is	 taken	when	 considering	 and	 constructing	music	

instead	of	creating	it	based	on	real	feelings.	Construction	of	music	is	typically	done	as	a	short-termed	

solution	to	earn	profit	immediately.	The	record	companies’	fear	of	not	reaching	airtime	on	the	radio	

is	what	drives	them	to	consider	and	construct	music	because	they	think	they	know	what	is	reaching	

airtime	on	 the	radio	 (Interview,	Trillingsgaard288).	The	reason	 for	 this	 to	be	considered	as	a	 risk,	 is	

because	these	constructed	records	are	typically	a	hit	for	a	very	short	period	of	time	because	it	does	

not	appeal	to	the	real	feelings	but	however	the	constructed	feelings,	which	means	that	it	can	easily	be	

replaced	 by	 new	 constructed	 music	 and	 feelings.	 The	 perception	 of	 what	 the	 associates	 of	 the	

industry	approves,	does	not	end	here	but	leads	to	the	gatekeeper	P3	who	does	the	same	as	the	record	

companies,	 just	 referring	 to	 what	 they	 imagine	 that	 the	 audience	 will	 acclaim	 (interview,	

Trillingsgaard477).	FB	responds:					

	

“P3	do	it	on	behalf	of	what	they	think	the	audience	wants,	but	that	doesn't	work.	You	need	to	give	people	

what	you	believe	 in	yourself.	You	should	not	 try	to	 figure	out	what	the	audience	wants.	Public	service	

should	exactly	elucidate	what	people	did	not	know	existed	or	liked.”	(Interview,	FB95)		

	

It	 is	 distinct	 that	 different	 perceptions	 of	 what	 a	 marketable	 record	 is	 have	 a	 significant	 role	 in	

causing	 discrepancies	 between	 the	 record	 companies	 and	 artists.	 Though,	 the	 perceptions	 are	 not	

solely	based	on	direct	 interaction	between	 the	 two,	but	are	affected	by	a	whole	 lot	of	other	actors	

within	the	environment,	determining	the	decisive	success	of	a	record.	My	intention	is	not	to	reduce	

the	 production	 of	 music	 (the	 marketable	 product)	 and	 the	 music	 industry	 to	 a	 series	 of	 social	

variables,	but	however	 to	emphasize	how	social	 constructions	are	an	 integral	part	of	 the	business,	

elucidating	how	commercial	decisions	have	become	an	important	part	of	the	processing	of	a	record.	

The	reason	why	one	musician	and	not	another	may	sign	a	recording	contract	with	a	record	company	

does	 not	 necessarily	 reflect	 the	 artistic	 level	 as	 well	 as	 it	 no	 longer	 only	 depends	 upon	 the	

judgements	of	record	companies	and	the	expertise	of	producers	and	other	gatekeepers	with	an	ear	to	

the	 audience.	 The	 music	 industry	 is	 shaped	 by	 the	 constant	 interaction	 within	 the	 environment,	

which	means	that	there	are	multiple	mediations	between	the	appearance	of	a	talented	artist	and	the	

recognition	by	the	audience.	FB	argues:		

	

“The	 focus	 of	 the	 record	 companies	 and	 the	 radio	 stations	 can	 be	 reflected	 in	 the	 society.	 Everybody	

thinks	that	somebody	 is	dominating	the	 industry,	but	 in	reality	 the	mentality	of	 the	society	engenders	
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the	 search	 for	profit.	 If	 even	 the	powerful	people	are	 subject	 to	restrictions,	what	power	do	 they	 then	

have,	 other	 than	 being	 slaves	 to	 the	 searching	 for	 profit?	 Our	 Society	 is	 creating	 its	 own	 restraints.	

Especially	when	artists	think	that	it	takes	a	record	company	to	succeed,	then	you	hand	over	the	power	

to	 them.	 But	 at	 the	 end	 of	 the	 day,	 they	 may	 not	 have	 the	 power	 to	 do	 what	 the	 artist	 needed	 to	

succeed.”	(Interview,	FB64)		

	

The	decisions	and	actions	made	by	 the	 record	companies	 lists	 sales	and	profit	higher	 than	 the	art.	

Through	the	 interviews	with	Madsen	and	Trillingsgaard,	general	questions	about	the	Danish	music	

industry	were	asked	and	their	focus	when	answering	were	noteworthy	pointed	towards	each	other	

as	being	the	most	important	actors	of	the	industry,	instead	of	towards	the	artists.	That	illustrated	a	

tendency	of	focusing	on	the	intermediaries	of	profit	instead	of	the	artistic	creator.		

	

It	 is	 therefore	argued,	 that	even	 though	 the	development	of	 the	music	 industry	 is	 substantiated	by	

the	technological	development,	the	profit-oriented	development	within	the	music	industry	actuates	

the	artists	to	go	“the	independent	way”	if	caring	about	their	art,	as	they	here	are	able	to	control	what	

is	delivered	as	the	marketable	product.	However,	“the	independent	way”	places	a	heavy	demand	on	

the	artist	regarding	a	whole	lot	of	other	things	than	the	art	of	the	music,	e.g.	all	the	business	oriented	

decisions	that	cannot	be	ignored	when	releasing	a	record.	“The	independent	way”	however	may	not	

suppress	 creativity	 to	 the	 same	 extent	 as	 through	 “the	 dependent	 way”,	 but	 can	 in	 some	 cases	

redirect	 focus	 from	 artistic	 development	 towards	 all	 the	 things	 wrapped	 around	 it	 when	 being	

released.	FB	stresses	the	following	regarding	his	previous	experiences:			

	

“I	would	definitely	have	spent	more	 time	on	the	music	 instead	of	all	 the	things	around	the	music.	But	

again	then	I	wouldn't	have	known	all	the	things	I	know	now.	I'm	glad	that	I'm	not	tied	up	to	a	contract	

now	but	that	I've	 learned	how	the	 industry	works.	You	need	to	see	 it,	 to	understand	how	it	works.	 I'm	

much	more	conscious	about	using	my	time	and	resources	on	the	music	instead	of	all	the	things	around	

it.	That's	freedom	in	itself.”	(Interview,	FB50)		

	

Thus,	when	an	artist	have	to	be	in	charge	of	everything	themselves,	the	general	and	strategic	view	of	

the	process	may	suffer	 from	the	eagerness	of	getting	 it	out	 there,	 reflected	 in	situations	where	 the	

artist	 appears	 naive	 as	 he	 or	 she	 jumps	 to	 conclusions	 of	 paying	 people	 to	 help	 throughout	 the	

process.	The	case	of	FB	exemplifies	how	short	termed	conclusions	are	also	being	made	through	“the	

independent	 way”.	 Often	 when	 FB	 comes	 into	 money,	 he	 reach	 out	 to	 professionals	 such	 as	 for	

example	producers	and	promoters,	who	he	thinks	have	the	capabilities	of	 improving	his	chances	of	

gaining	success.	The	situation	with	Jeff	Blue	cf.	chapter	4.1.4,	 is	an	example	of	a	decision	taken	and	
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acted	out	in	such	a	rush,	that	a	contract	were	not	even	signed,	even	though	it	regarded	a	great	deal	of	

money.	With	the	benefits	of	hindsight,	FB	stresses:		

		

“I	 just	 thought	 that	when	 I	 paid	 some	 competent	people,	 then	 it	 could	be	assumed	 that	 they	actually	

were	 competent.	 Then	 you	 can	 say	 that	 I	was	 naive,	 but	 it	 is	 only	 because	 I	wanted	 the	 best	 for	my	

music,	trying	to	make	it	sound	as	good	as	possible	by	working	with	the	best	people.	But	the	best	people	

on	the	paper	are	just	not	the	people	understanding	what	you	really	want,	exactly	because	of	the	profit	

rush.”	(Interview,	FB106)		

	

The	important	thing	when	looking	for	people	that	are	going	to	provide	expertise	through	the	process	

may	 therefore	not	be	 the	ones	with	 the	most	experience	or	 the	ones	who	have	been	working	with	

some	of	 the	most	popular	artists.	More	 importantly,	 it	must	however	be	someone	who	understand	

and	perceive	 the	 vision	of	 the	 artist	 in	 order	 to	direct	 both	 the	 artist	 and	 their	music	 in	 the	 same	

direction	towards	what	that	one	individual	recognizes	as	success.	

	

“Previously,	 I	would	 have	 said	 yes	 to	 a	 record	 contract	 right	 away,	 but	 the	more	 insight	 I	 get	 in	 the	

industry,	the	less	I	want	it.	But	of	course	there	are	good	record	companies	out	there	and	there	are	good	

people.	But	it's	all	about	the	premises	for	the	cooperation.”	(Interview,	FB36)		

	

People	 not	 having	 insight	 to	 the	 music	 industry	 may	 see	 the	 technological	 development	 as	 the	

fundamental	 reason	 of	 artists	 choosing	 “the	 independent	 way”.	 However,	 having	 analysed	 the	

industry	and	 the	 interactions	within	 it	 illustrates	 that	 the	development	of	 the	 industry	may	be	 the	

actual	 reason	why	 artists	 choose	 to	 avoid	 or	 reject	 a	 contract	with	 a	 record	 company	 in	 order	 to	

protect	their	creative	potential.	

	

6.2	WHY	STRUCTURING	OF	ART	IS	A	NECESSITY				
The	analysis	of	the	environment	and	the	preselection-	and	filtering	system,	is	applied	as	an	attempt	

to	 structure	 the	 potential	 chaos	 typically	 observed	 in	 the	 creative	 sectors	 because	 of	 the	 many	

mediators	a	record	must	be	processed	through	before	reaching	the	audience.		

	

FB	 is	 a	 fanciful	 and	 immediate	 artist	 whose	 behaviour	 and	 ways	 of	 living	 is	 illustrated	 in	 the	

ethnography	 that	 demonstrates	 his	 dissociation	 towards	 stereotypical	 frames	 but	 also	 how	 he	

tribute	and	support	 freedom	to	do	whatever	occurs	 to	him.	His	discourage	against	systemising	can	

unfortunately	be	mistaken	by	professionals	or	people	not	knowing	FB,	 through	perceptions	of	him	

being	 unfocused	 and	 diffused.	 His	 cultivation	 towards	 no	 boundaries	 and	 restrictions	 makes	 his	
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creative	mind	continuously	generate	a	 lot	of	new	 ideas	before	having	executed	 the	ones	already	 in	

progress.	 If	 not	 knowing	 FB,	 his	 mind-set	 may	 intimidate	 some,	 as	 his	 art	 can	 be	 difficult	 to	

categorize.	In	our	educational	society,	most	of	us	tend	to	have	a	pre-defined	mind-set,	which	makes	

FB	operating	outside	our	“comfort”	zone	because	difficulties	of	classifying	him	rise.	The	cooperation	

between	FB	and	his	former	manager	Michael	Jones	ended	due	to	Jones’	uncertainty	in	FB’s	style	and	

direction,	which	he	thought	would	have	consequences	when	exposing	him	to	the	audience	cf.	chapter	

4.1.4.		

	

Because	of	FB’s	own	lack	of	structure,	he	needs	someone	who	really	knows	him	and	that	 is	able	to	

structure	and	communicate	his	thoughts	without	restricting	them.	It	 is	not	the	optimal	solution	for	

FB	to	sign	a	contract	with	one	of	the	big	record	companies,	as	it	will	be	too	categorizing	for	his	type	

of	art.	He	needs	either	a	small	 independent	record	company	or	else	he	should	go	“the	 independent	

way”,	however	with	a	game	plan	to	stick	to.	The	reason	for	doing	that,	is	to	assure	that	sudden	ideas	

of	productions,	mixings	or	promotional	campaigns	etc.,	will	not	take	away	focus	and	resources	from	

the	overall	plan	of	actions,	needed	for	him	to	succeed	in	the	long	run.	Contrary,	it	is	important	for	FB	

to	understand	that	structure	not	necessarily	engenders	restrictions,	but	is	used	as	a	tool	to	preserve	

the	 overview	 of	 the	 process	 towards	 obtaining	 the	 success	 he	 is	 aiming	 at.	 A	 manager	 carefully	

chosen	to	mediate,	communicate	and	stage	the	external	environment	controlled	and	approved	by	the	

associates	(record	companies,	P3	etc.)	with	the	merging	of	FB’s	unclassified	form	of	musical	art.		

		

6.3	SUB-CONCLUSION		
From	an	artist’s	 perspective,	 the	optimal	 solution	 to	overcome	 the	 struggling	 that	may	 rise	on	 the	

way	to	success	would	be	 to	make	the	record	companies	redirect	 their	 focus	 towards	art	 instead	of	

profit.	This	however,	is	argued	as	a	long	shot	as	it	will	require	a	change	in	the	entire	music	industry	

as	it	is	affected	by	the	mind-set	of	the	record	companies	due	to	their	significant	position	and	power	

within	 the	 industry.	 Additionally,	 seen	 from	 the	 perspective	 of	 the	 record	 companies,	 profit	 is	 the	

foundation	of	their	existence.	Yet,	a	golden	mean	must	be	built	in	order	to	retain	the	“real”	art	within	

the	industry.	If	all	of	the	artists	that	is	going	“the	dependent	way”	through	the	record	companies	will	

compromise	their	artistic	scope,	art	will	in	the	long	run	vanish	in	the	search	for	profit.						

	

The	 important	 thing	 for	FB	 is	 therefore	to	perceive	“the	 independent	way”	as	a	chance	to	preserve	

the	 art,	 instead	 of	 perceiving	 it	 as	 an	 enforced	 way	 to	 go,	 due	 to	 the	 profit-oriented	 focus	 at	 the	

record	 companies	 that	 in	 some	 cases	 is	 suppressing	 the	 art.	 By	 not	 being	 able	 to	 affect	 the	 entire	

industry	in	one	day,	doing	this	will	be	FB’s	contribution	to	change	the	direction	that	the	industry	is	

heading	towards.			



	 Page	78	of	127	

	

CONCLUSION	

7	

I	am	a	success	if	I	can	convince	one	person	that	what	I	do	is	valuable	–	make	them	

understand	why	I	am	doing	what	I	do.	This	is	where	the	magic	happens,	when	people	

feel	you.	That	is	what	art	is	all	about	

	

Francis	Bowie,	Artist	

	

••••••••• 	

” 
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7.	CONCLUSION	
	

It	has	throughout	the	thesis	been	examined	how	the	construction	of	the	Danish	music	industry	and	

its	central	associates	are	constructing	and	determining	the	way	in	which	creativity	is	perceived	and	

handled	 through	 the	 process	 of	 producing	 and	 releasing	 a	 record.	 	 The	 empirical	 base	 in	 form	 of	

interviews	and	observations	has	been	analysed	within	 the	 theoretical	 frame	of	PESTL	and	Hirsch’s	

Preselection	System	and	will	be	based	on	the	combined	scientific	standpoint	of	social	constructivism	

and	perspectivism,	emerged	from	the	hermeneutical	reflections	towards	the	industry.	It	will	to	some	

extend	provide	a	breeding	ground	for	a	biased	conclusion.		

	

The	interaction	between	the	associates	within	the	Danish	music	industry	is	very	complex	but	are	all	

playing	 a	 significant	 part	 of	 the	 cultural	 production	 of	music.	 The	 central	 associates	 of	 the	 thesis,	

namely	 the	 record	 companies,	 the	artists,	P3	and	 the	 streaming	 services,	 are	defining	 the	 industry	

that	provides	the	structure	and	business	practices	framing	and	shaping	how	the	music	are	processed.	

Because	 of	 this,	 their	 role	 during	 the	 creative	 processes	 as	 filters	 and	 gatekeepers	 are	 also	

functioning	as	mediators	continually	connecting	the	artists	and	its	audiences.	 	The	reason	for	these	

authorities	 to	 hold	 the	 positions	 they	 do	 is	 their	 link	 to	 generating	 profit.	 The	music	 industry	 has	

developed	 in	 a	 commercial	 and	 profit-oriented	 direction,	 where	 creativity	 is	 determined	 by	 the	

amount	of	profit	that	a	record	is	able	to	generate.			

	

The	 two	scenarios	 typically	 taking	place	are	 throughout	 the	 thesis	defined	as	 “the	dependent	way”	

and	 “the	 independent	way”	 each	 determining	 how	many	 filters	 and	 gatekeepers	 a	 record	must	 go	

through	 to	 reach	 the	 audience.	The	more	dependent	 an	 artist	 is	 by	others	 typically	 reflects	 the	he	

amount	of	capital	invested	by	the	record	company.	As	soon	as	others	than	the	artist	have	invested	in	

the	music,	 their	 saying	must	 be	 taken	 into	 consideration	 as	 a	 requirement	 of	 the	 investment.	 The	

reason	 that	 the	 record	 companies	have	 an	opinion	about	 the	outcome	of	 a	 record	 is	because	 their	

perception	of	what	a	marketable	product	 is	differs	 from	 the	artist’s	perception,	namely	generating	

profit	 and	 art.	 The	 name	 “the	 dependent	way”	 reflects	 the	 position	 of	 the	 artist,	 not	 being	 able	 to	

succeed	without	the	financial	resources	provided	by	the	record	company,	which	forces	the	artist	to	

compromise,	if	going	“the	dependent	way”.			

	

If	 an	 artist	 on	 the	 contrary	 is	 taking	 “the	 independent	way”,	 all	 decisions	 regarding	 the	 record	 is	

controlled	by	himself	or	in	cooperation	with	a	manager.	Creativity	has	in	this	case	no	limits,	but	focus	

of	 the	 artist	 can	 possibly	 be	 redirected	 towards	 considerations	 regarding	 the	 business-oriented	

decisions	that	cannot	be	ignored	when	releasing	a	record.		
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The	record	companies,	their	corporate	strategies	and	financial	position	is	therefore	suppressing	the	

artists	and	their	creativity	in	some	cases,	depending	on	what	the	artist	have	to	negotiate	with	in	form	

of	 awareness	 and	 fans	 already	 established	 through	 previous	 records	 or	 self	 promotion	 and	 plays	

through	 social	 media	 and	 streaming	 platforms	 etc.	 The	 more	 artists	 have	 been	 able	 to	 create	 by	

themselves	 regarding	exposure,	 the	more	powerful	 they	become	during	negotiations	when	signing	

with	a	record	company.		
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9.	APPENDIXES	

APPENDIX	1	–	Radio	Tracking	report	
	

NATIONAL	RECORD	PROMOTION		

Radio	Tracking	Report				

12/17/14	
FRANCIS	BOWIE	
“Sex,	Drugs	&	Thrilling”		
(dGenerate)	
	
3rd	“Most	Added”	Top40/NRH!		
#15“Most	Added”	Top40/New	Music	Weekly!	
#29*	AC40	Main	Chart/NMW!	
#12*	AC40	Indie	Chart/NMW!	
#41*	Hot100	Chart/NMW!	
#157*	FMQB	Top200	Chart!	
4th	“Most	Increased”	AC40/NRH!		
#24*	AC40	Main	Chart/National	Radio	Hits!	
#4*	“By	The	Vote”	AC40/NRH!	
#16*	Mainstream	Chart/IMN!	
#2*	“Up	&	Coming”	Top40/NMW!	
#7*	“Next	Up”	Top40	Debut/NRH!	
	
WMXO/Olean,	NY	(7a)	
KLQQ/Cheyanne,	WY	(7a)	
WDEC/Americus,	GA	(5a)	
KGWL/Grand	Junction,	CO	(21-30)	
WQXQ/Owensboro,	KY	(10-14)	
KCHE/Sioux	City,	IA	(7-10)	
WWKF/Union	City,	TN	(5-10)	
WKNY/Kingston,	NY	(7-14)	
KZWY/Sheridan,	WY	(7-10)	
WAKQ/Paris,	TN	(7-12)	
WLVY/Elmira,	NY	(5-7)	
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WSQV/Lock	Haven,	PA	(7-10)	
WKKQ/London,	KY	(14-17)	
KSPI/Stillwater,	OK	(21-24)	
WJDR/New	Philadelphia,	OH	(14-21)	
FRANCIS	BOWIE	Tracking	Report	Continues…		
	
	
KEHK/Eugene,	OR	(10-14)	
WOCO/Green	Bay,	WI	(7-10)	
WKYA/Central	City,	KY	(10-14)	
KCHD/Cherokee,	IA	(78-8)	
KDEL/Arkadelphia,	AR	(7-7)	
KWYO/Casper,	WY	(15-22)	
WJER/Dover,	OH	(15-15)	
KQCR/Hampton,	IA	(14-14)	
WORG/Orangeburg,	SC	(7-7)	
KLMJ/Parkersburg,	IA	(14-14)	
KVRG/Palisade,	CO	(21-30)	
WIDE/Troy,	NY	(24-27)	
	
Total	Stations:	27	
Adds:	3	
Spins:		428	
Increase:	+110	
Week:	4	
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APPENDIX	2	–	Interview	Francis	Bowie	
	

Transcription	of	interview	-	Francis	Bowie	

October	25th	2016	at	Francis	Bowie’s	place		

	

J:	What	does	the	optimal	music	industry	in	Denmark	look	like	in	your	opinion?		1	

FB:	 Previously,	 in	 the	 seventies	 the	 people	 employed	 at	 the	 record	 companies	 to	 find	 new	2	

artists,	 were	 also	 artists,	 so	 the	 record	 companies	were	 controlled	 by	 eccentric	 people	who	3	

were	musicians	themselves,	who	may	not	have	acted	out	on	their	own	music	but	had	a	burning	4	

desire	 and	 passion	 to	 work	 with	 music	 and	 help	 others.	 Today	 management	 at	 the	 record	5	

companies	consists	of	people	focusing	on	statistics,	sales	and	profit.	The	problem	of	doing	that	6	

within	 the	 music	 industry	 is	 that	 you	 cannot	 estimate	 the	 success	 of	 music	 -	 it	 has	 to	 be	7	

measured	 in	 complete	 different	 parameters	 than	 "normal"	 businesses	which	 requires	 taking	8	

chances	and	think	in	a	different	way	than	other	companies	do.		9	

J:	What	parameters	should	they	look	at	then?	10	

FB:	That’s	a	tough	one,	because	you	cannot	calculate	it.	My	best	suggestion	is	that	it	is	people	11	

who	 really	 engage	 in	music	 that	 holds	 these	 jobs,	not	 just	 superficial	 but	 really	 engage	 in	 it.	12	

Who	 can	 put	 themselves	 in	 the	 place	 of	 the	 musicians?	I	 think	 the	 industry	 was	 more	13	

diversified	 back	 then.	 It	 requires	 taking	 chances,	 not	 because	 it	 will	 sell,	 but	 because	 the	14	

musicians	believe	in	it	themselves,	believe	that	it	is	real	-	instead	of	signing	an	artist	because	he	15	

can	sing,	and	then	hiring	professional	songwriters	to	write	meaningless	songs.	This	is	how	the	16	

pop	 industry	 is	 working	 today.	 Only	 very	 few	 of	 the	 big	 pop	 stars	 are	 writing	 their	 song	17	

themselves.	The	music	industry	becomes	more	and	more	constructed.	The	reason	why	we	are	18	

still	listening	to	old	music	is	because	it	is	real	and	not	constructed.	It	touches	the	real	feelings	19	

and	not	 the	 constructed	 feelings,	which	makes	 sense.	 It	 lasts	 in	 the	 long	 term.	 It	needs	 to	be	20	

real	and	there	is	no	formula	for	it.		21	

J:	Do	you	think	that	the	music	industry	is	excluding	or	restricting	artistic	development?	22	

FB:	 Yes,	 definitely.	 Some	 record	 companies	 are	of	 course	 more	focused	 on	developing	23	

artists,	but	in	general	I	think	the	industry	is	restrictive	and	limiting.		24	

J:	What	are	you	as	an	artist	thinking	of	the	words	strategy	and	structure?	25	

FB:	I	 think	that	 it	 is	not	necessarily	bad	words,	 I	 think	about	 it	myself	as	well.	You	have	to,	 if	26	

you	 as	 an	 artist	 are	 doing	 it	 yourself,	 without	 a	 record	 company.	 As	 long	 as	 what	 is	 being	27	

promoted	 is	 not	been	 changed	 to	 something	 that	 it's	 not.	 I	 think	 it's	 nice	 if	 you	 can	 create	 a	28	

good	strategy	that	is	connected	to	the	song.		29	

J:	Can	you	do	it	without	a	strategy?	30	
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FB:	Sure,	 I	 think	there	 is	a	 lot	of	 the	music	you	hear	 in	 the	radio	 that	do	not	have	a	strategy,	31	

besides	having	a	record	company	pushing	 it	 to	 the	radio.	You	 just	need	 to	write	a	good	song	32	

that's	 the	best	promotion	you	can	do,	and	you	can	see	 that	 it	works.	 If	you	can	write	a	good	33	

song	then	you	don’t	need	to	do	a	lot	of	promotion.	34	

J:	Would	you	like	to	cooperate	with	a	record	company?	35	

FB:	Yes	and	no.	Previously,	I	would	have	said	yes	to	a	record	contract	right	away,	but	the	more	36	

insight	you	get	in	the	industry,	the	less	I	want	it.	But	of	course	they	are	good	record	companies	37	

out	there	and	there	are	good	people.	But	it's	all	about	the	premises	for	the	cooperation.		38	

J:	How	would	the	optimal	corporation	with	the	record	company	look	like?	39	

FB:	That's	why	 it's	 tough	because	 I	want	 total	 freedom,	not	being	uncompromising	cause	 I'm	40	

open	for	suggestions	but	if	there	were	too	many	restrictions,	I	wouldn't	do	it.		41	

J:	Do	you	regret	any	of	your	previous	cooperation?	42	

FB:	Again	 yes	 and	no.	 You	 keep	 learning,	and	 of	 course	 there	 are	 things	where	 it	 could	 have	43	

been	 nice	 with	 a	 good	 advice.	 So	 I	 guess	 I	 do.	 But	 I	 don't	 have	 anything	 I	 really	 regret	 -	 I	44	

couldn't	have	done	 it	 differently.	 I	 did	 it	 because	 I	 believed	 in	 it	 because	made	 sense	at	 that	45	

point.	46	

J:	 When	 looking	 back,	 is	 there	 anything	 you	 would	 have	 done	 differently	 to	 make	 it	 more	47	

beneficial	to	you?		48	

FB:	The	only	 thing	 I'm	 frustrated	about	 is	 that	 the	 record	 I	have	 ready	now	could	have	been	49	

ready	two	or	three	years	ago	if	I	from	the	beginning	had	done	everything	myself	and	not	spend	50	

time	and	money	on	finding	people	to	cooperate	with.	I	should	also	have	listened	to	the	fact	that	51	

it's	important	to	have	time	to	do	the	music	and	do	that	instead	of	concentrating	on	by	whom	it	52	

should	be	published	etc.	 	I	would	definitely	have	spent	more	 time	on	 the	music	 instead	of	all	53	

the	 things	 around	 the	 music.	 But	 again	 then	 I	 wouldn't	 have	 known	all	 the	 things	 I	 know	54	

now.	I'm	 glad	 that	 I'm	 not	 tied	 up	 to	 a	 contract	 now	 but	 that	 I've	 learned	 how	 the	 industry	55	

works.	You	 need	 to	 see	 it	 to	 understand	 how	 it	 works.	 I'm	 much	 more	 conscious	 about	56	

using	my	time	and	resources	on	the	music	instead	of	all	the	things	around	it.	That's	freedom	in	57	

itself.	58	

J:	So	the	knowledge	that	you	have	created	over	time	gives	you	some	kind	of	freedom?	59	

FB:	 Yes	 it	 does.	I	 could	 have	 taken	 this	 freedom	 earlier	but	 then	 I	was	 still	 thinking	 of	what	60	

would	have	happened	if	I	did	this	or	that.		61	

J:	From	your	point	of	view,	who	is	controlling	the	Danish	music	industry?	62	

FB:	I	don't	know?	Of	course	the	radio	stations,	especially	the	public	service	stations	and	the	big	63	

record	 companies.	 But	 their	 focus	 can	 be	 reflected	 in	 the	 society.	 Everybody	 think	 that	64	

somebody	is	dominating	the	industry,	but	in	reality	the	mentality	of	the	society	engenders	the	65	

search	 for	profit.	 If	even	the	powerful	people	are	subject	 to	restrictions,	what	power	do	they	66	
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then	have,	other	than	being	slaves	to	the	ways	of	searching	for	profit.	Our	Society	is	creating	its	67	

own	restraints.	Especially	when	artists	 think	 that	 it	 takes	a	record	company	to	succeed,	 then	68	

you	hand	over	the	power	to	them.	But	at	the	end	of	the	day,	they	may	not	have	the	power	to	do	69	

what	the	artist	needed	to	succeed.		70	

J:	What	is	your	view	on	P3	and	the	role	in	the	Danish	music	industry?	71	

FB:	I	 don't	 listen	 to	 it,	but	 I	 think	 they're	boring.	We	may	question	why	 the	 radio	presenters	72	

play	the	music	they	do.	But	we	don't	know	how	much	control	they	are	subject	to.	It	seems	like	73	

everybody	is	losing	in	this,	everybody	is	suffering	from	this.	People	think	that	they	are	not	the	74	

one	 to	 break	 out	 of	 it,	 but	 someone	 have	 to,	 to	 change	 it.	We	 are	 in	 a	 "dead"	 period	 at	 the	75	

moment	-	a	trivial	period.	People	do	not	have	the	energy	to	fight	for	it,	people	are	having	the	76	

mindset	that	it	is	not	possible,	so	why	bother.	Hopefully	someday	people	will	do	it	anyways.	It	77	

is	 seen	 a	 little	 bit,	 but	we	 need	 the	 big	 players	 to	 lead	 the	way.	We	 need	 other	 things	 than	78	

statistics	 to	 control	 it,	 it	 is	 too	 short-termed.	 So	 I	 don't	 think	 that	 P3	 manage	 their	79	

responsibility	good	enough.		80	

J:	What	do	they	have	to	do	differently?	81	

FB:	They	need	to	practically	search	for	and	elucidate	new	music.	The	music	they	play	sounds	82	

the	same.	They	are	too	one-track	minded.		83	

J:	What	kind	of	development	would	you	like	to	see	to	make	sure	that	the	artists	does	not	have	84	

to	do	it	themselves?	85	

FB:	The	artists	cannot	be	afraid	to	take	chances.	They	have	to	believe	that	music	should	not	be	86	

produced	to	earn	profit	but	because	it	is	genuine	and	authentic.	That	is	what	works	in	the	long	87	

run.	The	music	 industry	has	put	 itself	 in	 this	 situation	because	 they	are	so	desperate	 to	earn	88	

profit.	They	lose	control	and	lose	creativity	and	the	desire	and	time	to	develop	because	it	has	to	89	

bring	in	profit	 immediately.	 It	doesn't	make	sense	within	the	industry	of	art.	This	 is	why	it	 is	90	

often	clashing.		91	

J:	What	do	you	think	of	the	critique	against	P3	and	their	ways	of	choosing	the	music	based	on	92	

gut	feeling?	93	

FB:	P3	do	it	on	behalf	of	what	they	think	the	audience	wants,	but	that	doesn't	work.	You	need	94	

to	give	people	what	you	believe	in	yourself.	You	should	not	try	to	figure	out	what	the	audience	95	

wants.	Public	service	should	exactly	elucidate	what	people	did	not	know	existed	or	liked.		96	

J:	What	is	success	to	Francis	Bowie?		97	

FB:	Since	I	ended	the	cooperation	with	my	manager	and	the	paid	producers,	 it	 just	 felt	really	98	

good	to	make	my	own	plan	and	stick	to	it.	It	was	actually	there	all	the	time,	but	just	not	unified.	99	

Actually	I	just	went	back	to	what	is	the	important	part,	which	is	success	enough	in	it	self,	and	it	100	

should	be	 the	most	natural	 thing	 to	do	 -	 that	you	 just	created	your	music	and	the	more	 time	101	

you	spend	on	it	and	the	more	you	engage	in	it,	the	more	happy	you	get	and	the	more	sense	it	102	
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will	make.	But	 that	 is	not	 success	on	 the	 surface,	but	 it	means	 that	 I	 know	what	 I	want	now	103	

which	is	really	important.	I	have	known	it	all	the	time,	but	I	just	thought	that	when	I	paid	some	104	

competent	people,	then	it	could	be	assumed	that	they	actually	were	competent.	Then	you	can	105	

say	 that	 I	was	naive,	but	 it	 is	only	because	 I	wanted	 the	best	 for	my	music,	 trying	 to	make	 it	106	

sound	as	good	as	possible	by	working	with	the	best	people.	But	the	best	people	on	the	paper	107	

are	just	not	the	people	understanding	what	you	really	want,	exactly	because	of	the	profit	rush.		108	

J:	So	success	to	you	is	not	to	earn	a	lot	of	money?	109	

FB:	It	would	be	nice	to	be	able	to	live	of	my	music,	I	hate	that	I	have	work	other	jobs	to	make	a	110	

living	 to	 afford	 to	 make	 music,	 when	 I	 rather	 just	 want	 to	 do	 the	 art.	 So	 sure,	 that	 is	 also	111	

success.	 And	 it	 is	 going	 to	 be	much	more	 crazy	 than	 it	 is	 now,	 I	want	 everybody	 to	 hear	 it.	112	

Otherwise	 I	would	 have	 quit	 a	 long	 time	 ago,	 because	 of	 all	 the	 shit	 that	 I	 have	 been	 going	113	

through.	 So	 talking	 about	 that	 kind	 of	 success,	 it	 is	 not	 a	 success	 until	 the	 whole	 world	 is	114	

convinced.	I	think	that	I'm	equally	good	at	painting,	making	music	and	writing,	but	it	is	a	crazy	115	

claim.	This	is	not	just	about	reaching	airtime	on	P3,	everybody	should	play	it	and	there	are	no	116	

boundaries	in	my	head	for,	how	much	I	can	obtain.	But	success	is	also	to	be	completely	reckless	117	

with	 the	 premises.	 If	 you	 start	 compromising,	 you	 will	 die	 in	 it.	 But	 that	 is	 exactly	 what	 is	118	

happening	if	you	want	to	create	a	career	to	make	a	living	-	then	you	have	to	take	your	chance	if	119	

they	rise.	It	is	not	that	I	don't	want	to	do	that,	but	I	need	to	be	able	to	look	myself	in	the	eyes.		120	

J:	So	Francis	Bowie	is	a	success	if	he	reaches	a	lot	of	people	instead	of	earning	a	lot	of	money?	121	

FB:	No,	I	am	a	success	if	I	can	convince	one	person	about	what	I	do	–	make	them	understand	122	

why	I	am	doing	what	I	do.	This	is	where	the	magic	happens,	when	people	feel	you.	That	is	what	123	

art	is	all	about,	and	that	is	what	all	the	constructed	music	cannot	do,	it	does	not	strike	people	124	

the	same	way.	It	makes	people	understand	each	other	even	though	we	are	totally	different.	The	125	

constructed	art	suppresses	the	real	art.	The	artists	are	so	enthusiastic	about	their	music	and	it	126	

makes	 them	compromise	 too	much	 so	 their	 confidence	 fades	because	 they	want	 it	 so	bad.	 It	127	

ends	up	being	a	humility	that	by	the	industry	is	seen	as	someone	being	happy	to	play	a	concert	128	

for	 free	 to	be	exposed.	Their	value	 is	degraded	by	not	 standing	up	 for	 the	 importance	of	 the	129	

art.	I	hope	 that	we	are	heading	 towards	a	period	where	everything	 is	much	more	gaudy	and	130	

alive,	we	need	to	be	more	alive.	The	artists	can	be	put	in	the	position	of	being	a	comic	figure	to	131	

laugh	at.	It	is	not	at	P3	you	hear	thoughts	of	what	music	can	be	and	do.	So	success	is	just	to	do	132	

it.	That's	a	success	in	itself.	You	don't	make	music	to	hear	it	yourself	at	home,	you	do	it	because	133	

you	cannot	help	it,	but	at	the	end	of	the	day	it	is	about	people	and	feelings	and	love	etc.	In	art,	134	

the	most	important	thing	is	to	risk	making	a	mistake;	if	you	dare	to	take	the	risk	this	is	where	135	

the	magic	 happens.	 The	 record	 companies	 should	 do	 the	 same.	 They	 should	 trust	 the	 artist	136	

when	they	argue,	that	they	do	what	they	do	because	that's	what	makes	sense	to	who	they	are.	137	

That	 is	 what	 should	make	 an	 artist	 successful	 and	 not	 the	 transformation	 of	 the	 artist	 into	138	
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somebody	 they	 are	not.	Make	 the	most	 out	 of	 the	 artist	 that	 they	 really	 are,	 by	not	 shutting	139	

down	what	 they	 are	 by	making	 them	 something	 else.	From	 the	 artists	 view,	 it	 is	 completely	140	

careless,	especially	if	they	intend	to	make	a	long	career	on	them,	which	they	typically	want.	But	141	

they	create	the	short	and	fast	solution,	and	when	it	become	too	much	for	the	artist,	they	will	try	142	

to	find	a	smaller	record	company	who	believes	in	the	artist’s	own	ideas.														143	
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APPENDIX	2	–	Interview	René	Madsen,	Warner	Music	Denmark	
	

Transcription	of	interview	–	Rene	Madsen,	Warner	Music	Denmark	

October	23rd	2016	at	the	Warner	Music	Denmark	office		

	

R:	 In	 one	way	we’re	 still	 super	 attractive,	 you	 for	 example	 have	 been	 talking	 to	 Lars	1	

Trilingsgaard,	 he	 is	 a	 sort	 of	 gatekeeper	 whom	 watches	 over	 a	 door	 where	 the	 new	2	

music	enters.	He	knows	very	well	whom	he	has	to	watch	for	when	he	opens	his	mail,	and	3	

has	 to	 see	 his	 way	 through	 the	 thousand	mails	 waiting	 for	 him.	 He	 knows	 our	 radio	4	

promoter	of	course,	he	knows	Sony’s	radio	promoter	and	Universal’s	radio	promoter,	so	5	

he	checks	 those	mails	 first.	Then	all	 the	others,	 like	Lone	playing	on	a	saw	who	wants	6	

her	song	in	the	radio	goes	down	to	the	bottom,	but	this	is	also	here	where	we	as	a	record	7	

company	has	a	responsibility,	we	must	deliver	music	with	quality	to	show	that	we	have	8	

been	 acting	 as	 some	 sort	 of	 filter	 and	 find	 it	marketable	 because	 the	 record	 has	 that	9	

something	extra.	Because	of	that,	I	think	you	should	see	the	record	companies	role	in	the	10	

music	industry	as	a	gatekeeper	who	picks	up	the	talent,	process	it	and	prepares	it	to	be	11	

introduced	to	the	rest	of	the	world.	A	very	good	example	we’ve	had	is	Christopher,	who	12	

almost	just	came	in	from	the	street	with	a	guitar,	and	played	a	cover	of	Robin,	and	got	a	13	

deal	with	the	record	company.	And	of	course	there	is	a	 lot	 in	that	sentence	that	makes	14	

you	think,	‘why	did	he	do	that?’	and	‘how	can	he	do	that,	when	everybody	else	can’t?’	A	15	

major	plus	on	his	account	is	his	looks	and	the	fact	that	he	has	charm	and	charisma,	and	16	

then	he	has	a	really	good	vocal,	and	you	could	hear	that	straight	away.	We	knew	that	he	17	

was	 a	 rough	diamond,	 and	 that	we	had	 to	work	 and	polish	 and	prepare	him	 for	what	18	

were	 to	 come,	 so	when	he	 first	 signed	EMI	 it	 took	 about	 8-10	months	 before	his	 first	19	

single	came	out,	and	it	was	only	launched	on	Youtube,	at	that	time	Spotify	wasn’t	up	and	20	

running	so	it	only	aired	on	Youtube,	to	generate	publicity.	21	

J:	Did	you	set	that	up?	22	

R:	Yes	it	happened,	and	it	succeeded,	and	then	we	lined	to	the	first	single,	then	the	next	23	

and	then	the	album,	where	he	again	was	taken	care	of	by	the	record	company,	they	went	24	

and	hired	song	writers,	scripters	and	all	sorts	of	things,	Christopher	was	very	involved	25	

in	every	aspect,	so	a	lot	of	the	text	work	on	Christophers	first	album	is	actually	his	own.	26	

Some	 sort	 of	 transformation	 happened	 to	 Christopher	 between	 his	 first	 and	 second	27	

album,	 it	 was	 almost	 like	 now	 he	 had	 tried	 it	 with	 us,	 so	 now	 he	 wanted	 to	 try	 for	28	

himself,	so	when	he	starts	on	the	second	album,	he	only	gets	some	brief	support,	and	he	29	

finds	 out	 himself	 that	 there	 is	 these	 two	 guys	 he	 hits	 it	 off	 with	 called	 Frederik	 and	30	
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Fridolin	Morsøe,	and	then	they	go	to	the	studio	and	begin	to	work	on	this	new	album.	I	31	

actually	believe	our	A&R	manager	had	planned	writers	camps	for	him,	and	meeting	with	32	

other	song	writers	to	help	inspire	him,	but	none	of	that	came	to	reality.	33	

J:	Can	you	explain	writers	camp?	34	

R:	 It’s	 a	 camp	 where	 a	 few	 individuals	 maybe	 3-4	 people	 isolate	 themselves	 in	 an	35	

attempt	to	block	everything	out	and	only	focus	on	writing	songs,	often	it’s	a	combination	36	

between	a	few	artists	and	a	few	song	writers.	Then	the	plan	is	that	they	are	sent	off	to	a	37	

beautiful	destination,	where	 they	can	write	all	 they	want,	 then	when	 they	return	 their	38	

supposed	to	have	new	material	and	hopefully	a	lot	of	it	is	so	good	that	they	can	publish	39	

it	 later	 on,	 some	of	 it	 is	 just	 sketches	 and	 some	of	 it	 isn’t	 done	 yet.	 That	was	 also	 the	40	

thought	on	Christopher,	that	he	was	supposed	to	go	as	well,	he	was	briefly	in	LA	to	do	41	

some	vocals	on	a	single	called	Crazy,	where	there	was	someone	helping	him.	But	besides	42	

that	he	has	most	of	the	time	done	everything	with	the	2-3	individuals	around	him,	and	43	

no	one	else.	So	you	could	say	he	went	through	a	huge	development,	we	still	have	artists,	44	

and	I’m	not	going	to	mention	any	names,	but	who	get	other	people	to	write	their	lyrics	45	

on	album	number	5.	46	

J:	Is	it	primarily	in	the	beginning	and	artist	needs	help?	47	

R:	It	all	depends	on	the	artist,	i	seriously	doubt	that	someone	like	Lukas	Graham	has	had	48	

any	 help.	He’s	 been	 very	 independent	 and	wanting	 to	 do	 things	 by	 himself.	 But	 there	49	

could	easily	be	a	girl	lets	say,	who	has	a	great	vocal,	but	you	can’t	really	tell	where	to	put	50	

her,	she	might	have	an	idea	herself	that	she	wants	to	be	the	next	Rihanna	or	something	51	

like	 that,	but	 she	might	not	 fit	 that	 type	herself,	 she	might	be	someone	who	sings	pop	52	

songs	like	Medina,	and	this	is	why	you	have	a	record	company,	who’s	 job	is	to	identify	53	

her	character	and	what	music	would	suit	her	the	best.	54	

J:	Is	that	regarding	genres?	55	

R:	Yes	exactly,	genre	wise	and	the	audience	that	she	is	going	to	reach.	You	could	say	that	56	

it’s	 easier	 to	 convince	 the	 younger	 than	 it	 is	 with	 the	 older,	 the	 young	 artists	 and	57	

audiences	are	more	receiving	to	new	things,	so	when	you	have	to	break	a	new	artist	to	58	

the	public	who	has	the	age	of	the	start	twenties,	then	the	audience	we	will	try	to	reach	is	59	

between	14	and	20,	but	this	could	also	be	dangerous,	because	if	you	reach	these	first	60	

you	might	never	get	to	the	30+	audience,	but	at	least	you	know	that	you	can	put	a	lot	of	61	

pressure	on	these	other	audiences	 from	the	young,	and	then	 it’s	 the	record	company’s	62	

job	with	the	artist	of	course	to	try	and	present	the	artist	to	other	audiences.	You	could	63	

once	 again	 take	 the	 example	 of	 Christopher,	 his	 first	 record	was	meant	 for	 the	 young	64	

audiences,	 on	 the	 second	 album	 we	 tried	 to	 reach	 to	 those	 whom	 are	 entering	 their	65	

twenties	and	are	starting	work	or	university,	so	the	age	was	pulled	from	14	to	20	to	the	66	
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new	audience	being	20	to	25	and	it	succeeded	quite	all	right.	Now	we’re	working	on	his	67	

next	album,	and	 it	has	an	even	more	mature	atmosphere,	 this	 is	also	an	attempt	 to	go	68	

further	up	the	age	 ladder	and	reach	an	audience	even	older	 than	his	 last.	But	 this	also	69	

has	 pro’s	 and	 cons	 to	 it,	 because	 whenever	 you	 try	 and	 change	 something	 which	 is	70	

already	 popular,	 you	 might	 end	 up	 losing	 followers	 because	 of	 the	 changes	 you’ve	71	

implemented	and	that	is	something	we	constantly	keep	an	eye	out	for,	in	the	mean	time	72	

we	also	have	to	keep	track	on	the	image	of	the	artist,	because	Christopher	might	want	to	73	

brand	 himself	 in	 one	 certain	 way,	 where	 Lukas	 Graham	 might	 have	 a	 completely	74	

different	approach	and	wants	to	brand	himself	in	a	completely	different	direction.	Then	75	

you	could	say	that	the	path	Graham	chose	to	brand	himself	might	be	just	the	right	way	76	

for	him,	 and	 the	path	Christopher	 took	 is	 somewhat	 just	 the	 right	 for	him	as	well,	we	77	

don’t	necessarily	want	him	to	be	more	like	Justin	Bieber,	but	maybe	we	should	try	and	78	

get	 him	 a	 little	more	 down	 to	 earth	 again,	 but	 that’s	 the	 kind	 of	 observations	 you	 do	79	

yourself	 and	 as	 a	 record	 company	 as	 well,	 where	 you	 constantly	 evaluate	 and	 try	 to	80	

predict	whether	it’s	going	in	the	direction	we	want.	Would	it	b	right	for	Christopher	to	81	

do	a	brand	partnership	with	Porsche	for	an	example,	then	I’d	say	no	because	I	think	he	82	

should…	83	

J:	Is	it	himself	or	the	record	company	making	these	agreements?	84	

R:	He	 doesn’t	 close	 anything	 himself,	 he	might	 get	 inquires,	 and	 he	might	 express	 his	85	

opinion	 on	 the	 matter,	 but	 he	 will	 have	 to	 run	 it	 by	 his	 management	 and	 record	86	

company.	 The	 case	 of	 Christopher	 is	 special	 though,	 because	 it	 is	 us,	 who	 found	 his	87	

management	for	him,	because	he	is	a	record	company	boy	whom	we	invented,	it’s	not	a	88	

manager	who	discovered	him	and	presented	him	to	the	record	company,	it’s	the	record	89	

company	 who	 found	 him	 and	 that	 makes	 him	 a	 little	 special,	 whereas	 if	 you	 take	90	

someone	 like	 Lukas	 Graham	 where	 he	 had	 a	 manager,	 and	 went	 around	 to	 record	91	

companies	 and	 showed	 them	 the	 product,	 same	 goes	 for	 Rasmus	 Seebach	 whose	92	

manager	is	his	brother	Nicolaj,	they	also	went	around	to	the	record	companies	and	got	a	93	

no	 quite	 a	 lot	 of	 places,	 and	 suddenly	 it	 has	 happened	 someway,	 and	 then	 it	 has	 just	94	

exploded	from	thereon.	There	we	can	actually	talk	about	delivering	the	full	package	to	95	

the	 record	 company,	 because	 these	 artists	 might	 already	 have	made	 artworks,	 music	96	

videos	and	whatnot,	they	are	presenting	this	to	the	record	company	and	say	we	would	97	

like	 this	 much	 money	 for	 this	 work,	 and	 then	 a	 bid	 war	 starts,	 where	 the	 record	98	

company	counterbids	what	they	want	to	give	for	the	product	in	question.	99	

J:	What	case	happens	the	most?	100	
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R:	In	these	times	we	unfortunately	see	a	little	to	much	the	case	of	Christopher,	a	little	to	101	

much	of	young	people	who	makes	a	cover,	put	it	on	Youtube	and	then	they	get	brought	102	

in	for	a	shot,	produces	a	single	and	airs	it	to	see	the	reaction.	103	

J:	I	thought	it	would	be	the	opposite	because	of	the	technological	development?	104	

R:	A	lot	of	it	 is	headed	that	way,	you	could	say	that	a	lot	of	those	that	have	been	in	the	105	

business	 for	many	years	who	maybe	 teams	up	with	a	manager	whom	also	has	a	 lot	of	106	

years	in	the	business,	would	more	often	than	not	look	at	the	option	of	doing	it	without	a	107	

record	 company.	They	will	 of	 course	 eventually	 find	 themselves	 in	need	of	 the	 record	108	

company	 when	 they	 want	 to	 expose	 their	 product	 outside	 of	 their	 country’s	 frames.	109	

Because	when	you	sit	in	little	Denmark	you	have	a	limitation	on	you,	Denmark	is	nothing	110	

in	 the	huge	world	of	music,	 the	big	companies	and	spotters	 for	 the	big	magazines	 like	111	

Rolling	 stones	 won’t	 be	 looking	 at	 the	 Danish	 playlist’s	 for	 their	 new	 act,	 They	 will	112	

probably	 be	 looking	 at	 playlist’s	 in	 the	UK,	 Germany,	 France	 or	 Japan	 for	 that	matter.	113	

Therefore	there	is	often	the	case	where	you	as	a	record	company	see	the	possibilities	in	114	

an	 artist	 or	 a	 young	 guy	 whom	 already	 has	 50.000	 followers,	 and	 already	 has	 an	 x	115	

number	 of	 videos	 with	 n	 x	 number	 of	 likes	 on	 Youtube,	 then	 you	 think	 as	 a	 record	116	

company	that	half	the	promotion	is	already	done,	and	we	can	hear	on	his	videos	that	he	117	

has	a	fine	vocal,	so	why	not	give	him	a	chance,	and	that’s	what	we	see	a	bit	to	much	of	118	

today.	 There	will	 be	 guys	whom	 have	 never	 had	 a	music	 instrument	 in	 his	 hands,	 or	119	

never	been	close	 to	what	 I	 call	 a	 real	musician	who	will	 get	 the	 shot,	 then	produces	a	120	

single	hit,	a	one	hit	wonder	and	then	we	will	have	to	be	troubled	with	him	for	the	rest	of	121	

his	life	in	the	magazines	right?	–	So	annoying	right,	hehe.	That’s	why	I	start	out	by	saying	122	

I	applaud	someone	like	Lars	Trillingsgaard,	because	he	is	exactly	the	filter	we	need,	so	123	

we	 don’t	 end	 up	with	 a	 bunch	 of	 shit	 being	 aired,	 just	 for	 the	 sole	 reason	 that	 there	124	

should	 be	 room	 for	 everybody.	 Then	 we’re	 going	 to	 end	 up	 with	 a	 radio	 playing	125	

“schlager	hits”	for	one	hour	then	heavy	rock	the	next	and	so	on,	that	won’t	work.	126	

J:	Does	your	colleagues	have	the	same	opinion	as	you?	127	

R:	I	don’t	think	that	many	holds	the	same	opinion	as	I	do,	but	I	think	that	there’s	many	128	

tilting	towards	it,	who	feels	that	we’ve	seen	enough	of	these	one	hit	wonder	kids,	whom	129	

does	well	 in	the	closed	little	environment,	but	when	they	get	out	on	the	big	scene	they	130	

collapse,	 and	 they	 can’t	 perform	 as	 they	 should.	 I	 think	 that	 the	 way	 the	 business	131	

approaches	this	is	in	the	form	of	quick	money,	whom	might	throw	off	a	top10	placement	132	

within	a	few	weeks	which	adds	some	market	share,	but	in	the	long	run,	I	think	most	of	133	

them	know	that	it	rarely	lasts	very	long.	You	could	look	at	someone	like	Bieber,	who	was	134	

also	 found	through	Youtube,	and	 I	must	admit	 I	have	 the	deepest	respect	 for	him,	and	135	

the	stunt	that	he	has	been	able	to	pull	off,	but	he	has	also	been	on	the	verge	of	breaking	136	
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down,	 not	 being	 able	 to	 handle	 the	 fame,	 and	 I	 also	 think	 he	 has	 been	 asking	 himself	137	

whether	it’s	all	worth	it,	because	it	is	so	much	more	than	just	signing	an	autograph	here	138	

and	there,	and	stand	a	bit	on	a	stage,	it’s	in	reality	really	tough	work.	And	I	know	for	a	139	

fact	that	Christopher	has	had	his	head	completely	packed	the	last	couple	of	months	with	140	

a	new	single	out,	Danish	Music	Awards	and	the	fact	that	he	is	himself	in	writers	mode.	141	

J:	Do	you	arrange	that	the	artist	plays	at	DMA	etc.?	142	

R:	We	are	 very	 involved	 in	 it	 yes,	 but	ultimately	no,	 it’s	DMA	 themselves	who	 contact	143	

Christopher	or	us.	But	we	also	know	that	there	is	a	 lot	of	TV-shows	in	the	spring	time,	144	

There	will	be	“Danmarks	Indsamlingen”	then	there	will	also	be	a	show	for	cancer,	and	a	145	

show	for	the	refugees,	and	this	works	in	such	a	manner	where	TV2	for	an	example	says	146	

we	 have	 these	 shows	 at	 these	 and	 these	 times,	what	 do	 you	 guys	 have?	And	 then	we	147	

pitch	in	to	the	entertainment	with	our	artists	and	try	to	share	it	among	them,	which	can	148	

also	be	quite	the	job	sometimes,	all	though	I	think	Universal	might	have	it	tougher	than	149	

us,	because	they	have	to	try	and	share	the	jobs	evenly	among	their	artists,	they	can’t	just	150	

send	 Medina	 and	 Shaka	 Loveless	 to	 everything,	 they	 also	 have	 other	 artists	 on	 their	151	

roster	which	they	have	to	accommodate	sometimes,	and	that	can	be	a	problem.	At	our	152	

company	 we	 luckily	 you	 could	 say,	 or	 I	 don’t	 know	 because	 you	 would	 always	 want	153	

more	TV-shows	 to	want	your	artists,	but	 the	most	 frequently	asked	 for	 is	Christopher	154	

and	Djames	Brown,	and	also	of	course	Kim	Larsen,	but	there’s	not	many	asking	for	him	155	

anymore	because	the	answer	is	no,	and	has	been	so	for	a	few	years	now.	But	then	again	156	

it’s	 the	 record	 company’s	 responsibility	 to	 be	 this	 sort	 of	 filter	 where	 the	 TV-shows	157	

know	 that	 they	 can	 call	 and	get	 answers	 straight	 away,	 instead	of	having	 to	deal	with	158	

each	 artist’s	manager	 individually.	 So	 it’s	 like	 the	 easy	way	 for	 someone	 like	DR,	 they	159	

just	call	Sony	and	Warner	and	say,	I	need	someone	for	this,	who	do	you	have	available?	160	

J:	When	you	as	a	record	company	is	 looking	at	 the	Danish	music	 industry,	who	is	 then	161	

holding	the	power?		162	

R:	 It’s	 sort	of	 like	a	 trinity	between	 the	 radio	 stations,	Youtube	and	Spotify.	The	 radio	163	

channels	 still	 holds	 massive	 power	 when	 talking	 about	 what	 breaks	 through	164	

commercially,	but	Youtube	can	also	create	a	hit	without	it	having	to	have	been	aired	on	165	

the	radio.	166	

J:	Are	you	using	Youtube	a	lot?	167	

R:	Yes	we	do,	Spotify	can	also	generate	a	hit	without	it	having	to	be	aired	on	the	radio,	168	

actually	there’s	many	examples	of	things	that	have	been	on	Youtube	first,	and	then	went	169	

to	 the	 radio,	 so	 it’s	 kind	 of	 hard	 to	 say.	 Formerly,	 the	 radio	 stations	 had	 the	 ultimate	170	

power.	Today,	it	is	to	a	minor	extend	because	Spotify	has	gained	a	huge	impact.	We	can	171	

immediately	see	the	effect	every	time	we	have	been	running	a	campaign	and	it	confirms	172	
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that	promotion	on	this	platform	creates	awareness	and	plays.	On	the	other	hand,	as	soon	173	

as	we	stop	campaigning	on	the	platform,	a	drop	in	plays	and	clicks	happen.	174	

J:	So	it	is	important?	175	

R:	Yes	 it	has,	 the	radio’s	 listeners	are	dropping,	and	has	been	doing	so	 for	quite	a	 few	176	

years,	I	do	believe	though	that	it’s	going	to	flat	out	more	in	the	coming	years,	I	think	that	177	

we’ve	already	seen	the	worst	and	I	think	that	in	the	long	run,	the	radio	is	going	to	have	178	

less	 power.	But	 then	 the	power	will	 be	 transferred	 to	 Spotify	 and	Apple	Music.	We’re	179	

going	to	have	to	wait	and	see	what	happens,	I	don’t	think	that	apple	Music	will	be	able	to	180	

put	its	claws	in	Scandinavia,	they’re	simply	one	year	to	late.	But	then	again	Scandinavia	181	

is	probably	only	about	1%	of	their	total	revenue.	182	

J:	How	are	they	holding	the	power?	Isn’t	it	just	a	question	of	buying	ads	and	campaigns?	183	

R:	 Yes	 it	 is,	 and	 that	 is	 what	 you	 have	 to	 master	 in	 this	 business,	 how	 do	 we	 get	184	

maximum	exposure	without	having	to	pay	too	much	for	it.	185	

J:	I	mean,	at	the	radio	stations	you	are	not	able	to	control	it	in	the	same	way?	186	

That’s	not	possible	on	Spotify	either,	 it	 all	depends	on	what	you	 feature,	 then	you	can	187	

hope	that	you’re	able	to	work	a	track	up	to	the	top-50	chart,	from	there	on	it	will	evolve	188	

on	its	own,	the	users	will	catch	it,	and	if	they	think	it’s	justified	they	will	push	it	further	189	

up	the	chart.	So	our	job	and	our	spending	lies	in	getting	the	track	inside	top-50,	so	as	a	190	

record	company	you	can	discuss	whether	 it	will	be	worth	 it	or	not	 to	use	25.000	on	a	191	

campaign	 that	 could	 generate	 those	 extra	 streams	 that	 pulls	 it	 into	 the	 top-50	 chart.	192	

21:35	And	that’s	typically	what	happens	if	it	has	the	potential	to	do	it,	then	there	is	also	193	

something	 like	 the	 Bieber/Graham	 effect	 where	 you	 speculate	 in	 whether	 there	 is	194	

150.000	teenage	girls	just	waiting	for	that	new	track	and	presses	play	at	the	same	time	195	

just	to	get	it	in	the	top-50,	that	includes	Christopher	as	well.	They	wait	for	the	song	and	196	

when	it	comes,	they	play	it	non-stop	for	24	hours	to	get	it	in	-	that	might	not	be	that	far	197	

from	reality	actually.	But	that’s	why	Spotify	holds	the	power,	because	it	matters	so	much	198	

for	 the	 record	 companies	 to	 get	 their	 songs	 in	 top-50,	 because	 that’s	 where	 it	 truly	199	

becomes	visible	to	the	users,	and	can	work	it	self	further	up	if	the	potential	is	there.	200	

	On	 Spotify,	 the	 Top-50	 chart	 is	 extremely	 popular.	 Many	 of	 the	 users	 open	 up	 their	201	

Spotify	 and	play	 this	 chart.	 Through	 the	data	we	 receive	 from	Spotify,	 there	 is	 a	 huge	202	

drop	 in	 number	 of	 plays	 from	 track	 number	 50	 that	 appears	 on	 the	 chart,	 to	 track	203	

number	51	that	does	not.	This	means	that	our	 job	is	to	try	to	work	the	track	on	to	the	204	

Top-50	chart.	205	

It	means	a	lot,	that	when	a	user	opens	up	their	Spotify,	then	the	ads	will	be	exposed	“in	206	

their	face”	letting	the	users	know,	that	new	music	is	out	now.	The	user	is	then	listening	207	

to	the	new	music	in	the	morning	and	their	own	playlists	in	the	afternoon.	From	our	data,	208	
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we	can	see	 that	 these	consumer	habits	happen	a	 lot	 in	Denmark.	People	are	exploring	209	

new	music	in	the	morning	and	are	listening	to	their	own	playlists	in	the	afternoon.	210	

R:	 That’s	 at	 least	what	we’re	 able	 to	 see	 from	 the	 numbers	we	 receive.	 People	 like	 to	211	

explore	during	the	early	hours	of	the	day,	and	later	on	the	day	they	switch	to	their	own	212	

playlists,	that	means	of	course	that	it	is	important	to	us	to	be	represented	in	the	client,	213	

we	have	to	be	visible	the	places	where	the	user	opens	up	so	they	actually	see	us.	And	it’s	214	

clear	that	they	are	going	to	hold	the	power,	since	they	have	all	the	users.	If	all	the	users	215	

wanted	to	buy	CDs	instead,	then	you	will	see	all	the	record	companies	trying	to	suck	up	216	

to	 Fona	 instead,	 that’s	 just	 how	 it	 is,	 and	 that’s	 why	 Spotify	 holds	 the	 power	 t	 the	217	

moment.	But	it’s	hard	to	say,	because	if	we	don’t	deliver	them	anything	then	they	won’t	218	

have	anything	to	choose	between,	or	weed	out	for	that	matter.		219	

J:	You	were	talking	about	genres	before,	how	important	is	it?	220	

It’s	really	important,	i	mean	in	principle	the	genre	isn’t	important	it’s	whether	you	know	221	

others	want	to	listen	to	it	as	well.	We’ve	seen	how	genres	can	define	a	certain	decade,	if	222	

you	 look	at	 the	genre’s	back	 in	 the	60’s	and	how	 it	has	evolved	 through	the	70’s,	 then	223	

came	the	80’s	sound,	 then	the	90’s	and	now	the	00’s	which	 is	quite	minimalistic.	So	 in	224	

principle	the	genre	doesn’t	matter	because	you	can	always	create	hits	in	all	genres,	but	225	

there	 is	no	doubt	 that	 the	genre	pop	 is	what	we	mostly	 see	 in	 the	 radio.	Also	because	226	

there	is	a	wide	definition	of	what	pop	actually	is,	some	would	say	that	Dizzy	Miss	Lizzy	is	227	

pop,	which	I	don’t	think	it	is,	in	my	opinion	it’s	rock,	so	the	definition	of	pop	is	very	loose	228	

and	covers	a	wide	number	of	genres,	and	that’s	maybe	why	we	use	the	phrase	pop	about	229	

so	many	things.		230	

J:	Is	it	because	the	division	of	genres	have	become	more	blurred?	231	

R:	Yes	the	lines	of	genre	has	been	blurred	out	quite	a	bit,	you	can	find	jazz	today	that	the	232	

average	listener	would	classify	as	jazz,	and	then	there	will	be	a	jazz	artist	saying	that	it	233	

has	 nothing	 to	 do	with	 jazz	what	 so	 ever,	 because	 it’s	 electronic.	 The	 creative	 artists	234	

have	 helped	blur	 these	 lines	 by	 saying	 I’m	 an	 electro	 artist,	 but	 I	 really	 love	 this	 new	235	

Miles	Davis	record,	so	I’m	going	to	try	and	mix	this	with	my	electronic	vibes	and	create	236	

something	entirely	new.	237	

J:	Is	it	okay	when	an	artist	is	mixing	the	genres?	238	

R:	In	reality,	everything	depends	on	whether	the	record	companies	think	that	the	record	239	

will	reach	airtime	on	the	radio	and	will	be	played	at	Spotify.	It	needs	a	catchy	melody,	so	240	

we	know	 that	 it	will	 sell.	 In	 reality	a	 lot	of	 the	 record	company’s	 selection	 lies	 in	how	241	

marketable	 the	 given	 artist	 is.	 An	 artist	 can	be	 compared	 to	 stocks	 -	 some	 artists	will	242	

provide	a	better	return	than	others.	A	record	company	is	investing	in	an	artist	in	form	of	243	

recordings,	 music	 videos	 and	 promotion,	 where	 the	 amount	 of	 money	 spent	 quickly	244	
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sums	up	between	DKK	750.000-1.500.000.	That	is	a	lot	of	money,	that	a	record	company	245	

has	 to	 have	 a	 presumption	 about,	 will	 be	 generated	 in	 revenues.	 To	 sign	 an	 artist	 is	246	

therefore	as	big	a	risk	 for	a	record	company,	as	 it	 is	 for	an	artist	 to	sign	with	a	record	247	

company,	 as	 the	 artist	 typically	 submit	 their	 rights	 or	 at	 least	 a	 part	 of	 them	 to	 the	248	

record	 company	 “in	 return”	 for	 the	 investment”	 “Of	 course,	 we	 as	 a	 record	 company	249	

need	 something	 in	 return	 for	 the	 investment	we	are	doing.	 It	 can	be	 expressed	 in	 the	250	

sense	of	us	buying	the	rights	as	a	guarantee,	because	we	have	no	idea	if	the	record	will	251	

break	or	not.	Sometimes	you	hear	stories	about	“stupid	record	companies”	that	will	not	252	

return	the	master	rights	to	the	artist,	but	focus	is	never	on	the	risk	the	record	company	253	

carried	out	when	signing	and	investing	in	the	artist.	And	it’s	clear	that	when	Kim	Larsen	254	

negotiates	 a	 deal,	 he	 will	 be	 able	 to	 get	 a	 much	 better	 deal	 then	 an	 unknown	 artist	255	

would,	because	he	has	proved	himself	several	times,	and	proved	that	he	can	sell,	so	the	256	

record	companies	are	willing	to	take	bigger	risks	with	him,	then	if	there	were	to	come	257	

an	unknown	artist	and	say	they	need	250.000	for	their	next	record,	then	they	might	say	258	

no,	but	they	also	might	say	we	can	give	you	half,	then	you	also	put	down	half	and	then	259	

we	share	 the	risk.	The	record	companies	have	 to	 find	artists	 that	are	 long	 lasting.	The	260	

record	 companies	 must	 select	 their	 artists	 based	 on	 long-term	 considerations	 as	 the	261	

debut	album	typically	is	an	unprofitable	undertake	which	will	establish	the	name	of	the	262	

artist	and	position	 them	and	 then	 the	second	album	should	bring	 in	profit.	That’s	also	263	

why	 it	 isn’t	 just	 a	 piece	 of	 cake	 to	 choose	 your	 artists,	 because	 there	 will	 also	 be	264	

someone	who	 is	 responsible	 for	 the	artist	who	said	we’re	gonna	do	 this	and	 that	 they	265	

believe	 in	 them.	 When	 the	 artist	 then	 has	 proven	 himself	 or	 herself,	 or	 not	 proven	266	

themselves	the	management	from	US	will	call	and	ask	why	the	numbers	doesn’t	look	as	267	

they	were	promised,	we	approved	this	PNL	(profit	and	loss)	nd	then	we	get	this	back?	–	268	

What	the	hell?	That’s	typically	when	people	will	begin	losing	their	jobs.	And	that	is	why	269	

as	a	record	company	you	have	to	be	cautious.	It	 is	not	one	man	alone,	taking	decisions	270	

like	this	anymore.	A	lot	of	people	are	involved	in	the	process.	They	are	all	listening	to	the	271	

music	and	affecting	the	decision-making,	that	at	the	end	of	the	day	is	based	on	our	gut	272	

feeling.	You	cannot	plot	a	song	into	a	computer	and	ask	it	if	you	should	sign	the	artist	or	273	

not,	it	is	a	matter	of	knowhow,	previous	experiences	and	gut	feeling.		You	could	say	that	274	

we’ve	hit	spot-on	with	some	gut	feelings,	and	others	we	just	forget.							275	

J:	 When	 I	 interviewed	 Trillingsgaard,	 we	 talked	 about	 how	 difficult	 it	 is	 to	 measure	276	

success.	They	are	therefore	looking	at	their	rate	of	failure	instead,	what	do	you	do?	277	

R:	 I	 completely	agree	and	 it’s	 actually	a	 funny	 theory,	 I	 tried	 introducing	 it	 to	a	group	278	

meeting,	 and	 it	 became	 all	 quiet,	 if	 there	 is	 one	 thing	people	don’t	 like	 then	 it’s	when	279	

people	point	out	their	errors,	and	if	there’s	a	place	where	mistakes	happen,	then	it’s	in	280	



	 Page	105	of	127	

the	music	industry.	And	it’s	not	only	on	the	most	basic	levels	also	on	the	very	top	levels	281	

there	has	been	huge	mistakes	throughout	time.	282	

J:	Is	P3	the	most	important	associate	in	the	Danish	music	industry?	283	

R:	No	not	 anymore,	 the	 reason	 is	 Spotify	 and	 the	power	 it	 holds,	 if	 you	 get	 a	 song	on	284	

Spotify	and	it	becomes	a	success,	then	P3	will	feel	 itself	forced	to	include	the	song,	but	285	

when	you	have	to	break	an	upcoming	artist,	channels	like	P3	are	utmost	important.	You	286	

can	see	it	 in	the	light	of	Trillingsgaard	actions,	he’s	not	a	man	that	likes	Christopher	in	287	

particular,	but	he	has	to	use	him,	because	he	does	so	well	on	the	streaming	services,	but	288	

trust	me,	he	wouldn’t	be	using	him,	Medina	or	Shaka	Loveless	if	he	didn’t	have	to.	289	

Spotify	 is	a	help	 for	the	record	companies	 if	we	are	having	difficulties	getting	a	record	290	

played	on	P3.	 If	 the	 traditional	channels	via	Trillingsgaard	do	not	work,	you	can	enter	291	

through	the	back	door	by	creating	success	on	the	streaming	services.		292	

J:	Has	Spotify	made	your	job	easier?	293	

R:	Yes	it	has,	but	it	has	also	made	it	more	difficult,	because	you	could	say	that	the	power	294	

P3	had	before	 it	 doesn’t	 have	 anymore,	 that	means	 they	 still	 have	 the	majority	 of	 the	295	

younger	 segment	 listening	 to	 them,	 but	 they	 are	 also	 beginning	 to	 listen	 to	 purely	296	

Spotify.	 “The	 split	 of	 the	 audience	 between	 the	 radio	 and	 the	 streaming	 services	 is	297	

equivocal.	Formerly,	when	a	record	company	managed	to	get	a	record	played	at	P3,	we	298	

knew	 that	 it	would	 reach	 the	 entire	 target	 group,	 as	 the	 radio	was	 the	 source	 for	 the	299	

consumers	 to	 discover	 new	 music.	 Now,	 the	 consumers	 are	 spread	 on	 different	300	

platforms	and	P3	will	only	reach	maybe	60	pct.	whereas	the	last	40	pct.	of	the	listeners	301	

are	 using	 Spotify	 and	 Apple	 Music	 e.g.”	 But	 “When	 breaking	 a	 new	 artist,	 P3	 is	 the	302	

ultimate	 gatekeeper”	 They	 don’t	 have	 the	 power	 they	 had	 up	 until	 Spotify	 opened	 in	303	

2011,	but	they	still	hold	a	lot	of	power.		304	

J:	Is	your	cooperation	with	P3	functioning	well?	305	

R:	Yes	I	think	so,	we	generally	have	a	good	partnership	with	the	different	radio	stations,	306	

tomorrow	 for	 an	 example	 I	 have	 an	 arrangement	 where	 we	 go	 to	 Parken	 and	 watch	307	

football,	 with	 a	 few	 partners	 and	 radio	 stations,	 but	 it’s	 not	 DR,	 because	 it’s	 public	308	

service,	så	they	are	not	allowed	to	do	such	things.	But	we	try	to	bond	with	them	and	talk	309	

a	little	music.	It’s	not	like	we	say	here	you	go,	now	we	give	you	some	football	tickets	and	310	

then	 you	 make	 sure	 to	 only	 play	Warner	 tracks	 for	 the	 next	 week,	 that’s	 not	 how	 it	311	

works.	Often,	the	radio	stations	do	not	know	whom	to	contact	at	the	record	companies	312	

in	their	search	for	the	latest	music.	To	rectify	this,	some	sort	of	a	“date”	is	initiated	at	our	313	

office	 or	 theirs,	 to	 introduce	 them	 to	 new	music.	We	 usually	 introduce	 them	 to	 our	 5	314	

strongest	songs	every	week.		Then	there	might	be	3-4	tracks	whom	are	just	on	the	verge	315	

of	being	something,	but	because	we	have	been	focusing	on	The	Voice	and	Nova,	then	we	316	
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have	overlooked	channels	 like	My	Rock	and	Radio	Soft,	where	these	tracks	might	have	317	

flourished,	and	that’s	why	we	have	these	events	where	we	invite	them	in	and	let	them	318	

listen	to	everything	we	have,	and	they	can	say	this	might	not	be	the	best	for	The	Voice	319	

but	it’s	perfect	for	Radio	100	FM.		320	

J:	Do	the	commercial	radio	stations	take	any	chances?	321	

R:	Yes	they	do,	but	it	depends	on	how	you	define	taking	a	chance.	It’s	not	like	they	can’t	322	

press	 stop	 and	 then	 put	 on	 another	 song,	 they	 haven’t	 invested	 anything	 in	 to	 these	323	

artists.	It	would	be	different	if	they	went	out	and	made	a	radio	event	to	promote	a	single	324	

artist,	 and	 actually	 used	 money	 on	 the	 marketing,	 but	 they	 don’t	 have	 to	 take	 any	325	

chances,	 the	 risks	 involved	on	 their	part	 is	almost	zero,	because	either	 they	play	 it,	or	326	

they	 don’t,	 and	 if	 they	 don’t	 see	 the	 track	 for	 what	 it	 is	 the	 first	 time	 around	 and	 it	327	

becomes	popular,	then	they	just	add	it	to	their	playlist,	simple	as	that.	The	commercial	328	

radio	stations	can	pick	and	choose	whatever	they	want	to	play.	Their	concern	is	pointed	329	

towards	 the	 rest	 of	 the	 content,	whereas	 the	music	 is	 the	 easy	 part	 for	 them	because	330	

they	have	no	requirements	to	live	up	to,	regarding	their	choice	of	music.	331	

J:	So	you	make	use	of	payola	with	the	commercial	radio	stations?		332	

R:	Yes,	for	the	commercial	radio	stations	we	do,	maybe	a	little.	But	never	to	P3	you	can’t,	333	

and	you’re	not	even	allowed	to,	and	they	are	very	strict	around	this	matter.	There	have	334	

been	many	rumors	that	Universal	has	paid	so	much	money	under	the	table.	This	is	how	335	

business	works,	it	is	customer	relations.	You	try	to	find	a	nice	event	and	then	you	wrap	336	

it	up	in	something	work	related.	For	example	we	can	invite	them	to	a	meeting	and	then	337	

take	them	watch	football	afterwards.	338	

J:	Do	you	listen	to	all	the	demos	you	receive?	339	

R:	There	is	no	way	we	can,	we	get	so	much	material,	but	we	do	listen	to	quite	a	lot	of	it,	340	

we	probably	 listen	 to	10-15	demos	a	week.	 	But	 this	can	be	everything	 from	an	entire	341	

album	to	 just	a	single	song.	Our	receptionist	works	as	our	 first	 filter,	she	 listens	to	the	342	

songs	 and	 if	 the	 receptionist	 already	 says	 no	 thanks,	 then	 it’s	 very	 rare	 that	 it	moves	343	

further	 at	 all.	 But	we	 actually	 just	 took	 two	 things	 out	 of	 the	 demo	 collection,	 one	 of	344	

them	we	 closed	with	 a	 contract	 and	 the	 other	 one	 is	 about	 to,	 and	 these	 are	 signings	345	

from	people	who	just	sent	their	demos.	346	

You	 have	 to	 remember	 that	 there’s	 circulating	 a	 lot	 of	 stories	 about	 the	 record	347	

companies,	specifically	about	them	not	taking	proper	care	of	their	client,	and	that	they	348	

manipulate	 the	artist	 to	work	almost	 for	 free,	but	often	 it’s	 the	 record	 company	being	349	

made	the	bad	guy	because	the	manager	of	the	artist	disagrees	with	the	record	company,	350	

and	 then	 it	 hurts	 the	 artist.	We’ve	 had	 several	 cases	 where	 an	 artist	 has	 come	 to	 us	351	

afterwards	and	told	us	that	this	wasn’t	at	all	what	they	intended,	and	that	they	just	had	a	352	
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brief	talk	with	their	manager	and	they	didn’t	expect	their	manager	to	have	taken	it	this	353	

far.	This	often	involves	contracts	or	payments.	354	

J:	So	it	is	not	regarding	the	music?	355	

R:	No,	sometimes	we	even	have	artists	who	have	the	presumption	that	when	they	aren’t	356	

with	us	(the	record	company)	anymore,	then	they	think	they	are	free	to	take	their	music	357	

with	them.	We’ve	had	artists	who	have	had	3	options	in	their	contract	with	us,	and	they	358	

have	all	been	used,	we	don’t	want	to	work	with	them	anymore,	maybe	they	don’t	want	359	

to	work	with	us	anymore,	 so	 they	sign	a	new	record	company	at	Sony,	 and	 then	Sony	360	

comes	to	us	because	the	artist	they	signed	told	them	that	they	would	have	access	to	the	361	

three	previous	albums	which	they	made.	They	can’t	those	albums	are	ours.	There	are	so	362	

many	cases	in	the	press,	where	the	record	companies	are	put	up	as	being	the	bad	guy,	363	

but	I	can	tell	the	other	side	of	the	story,	where	it’s	the	artist	or	the	artists	manager	who	364	

haven’t	been	the	smartest.	It’s	definitely	not	us	that	has	the	longest	straw	compared	to	365	

the	artists,	because	if	you	have	an	artist	which	has	become	strong	and	popular	enough,	366	

then	 you	 know	 that	 all	 the	 record	 companies	wants	 a	 piece	 of	 them.	 If	 the	 artist	 has	367	

some	knowledge	about	what	he	is	dealing	with,	then	you	can	also	do	quite	a	bit	without	368	

having	 a	 record	 company	 behind	 you.	 You	 could	 say	 that	 you	 don’t	 need	 the	 record	369	

companies	at	all,	but	it	will	take	more	time	to	succeed	without	them,	and	you	probably	370	

won’t	 have	 access	 to	 the	 same	 channels	 as	 other	 artists.	 We	 also	 get	 many	 artists	371	

approaching	us	because	they	wrote	a	Christmas	song,	and	they	want	it	on	our	Christmas	372	

album,	 then	we	 ask	whether	 the	 song	 is	 on	 Spotify,	 and	 if	 it	 isn’t	 available	 on	 Spotify	373	

then	they	might	as	well	forget	it,	they	need	to	put	it	on	Spotify	if	they	want	us	to	be	able	374	

to	 do	 anything.	 Then	 they	 say	 that	 they	 want	 us	 to	 publish	 their	 song,	 and	 then	 it	375	

becomes	a	whole	other	ball	game,	because	now	they	want	to	publish	a	CD	as	well,	and	376	

we	can’t	just	do	that.	In	reality	you’d	have	to	define	a	record	company	as	an	advertising	377	

agency,	with	expertise	in	music,	because	that’s	what	we	really	are.	378	

J:	Do	you	ever	ask	the	radio	stations	for	advice	about	what	they	want?	I’m	thinking	of	the	379	

case	with	Rasmus	Nøhr.		380	

Yes,	 P3	not	wanting	 to	 play	 brass	 instruments.	 That	was	 so	 funny,	 because	 it’s	 only	 a	381	

little	story.	It’s	only	a	little	part	of	a	bigger	picture	but	everything	became	so	focused	on	382	

it,	and	as	far	as	I	know	there	a	lot	of	brass	instruments	being	played	on	P3,	but	the	media	383	

had	so	much	fun	telling	the	story	so	it	sounded	like	it	wasn’t	being	aired	simply	because	384	

there	was	a	part	in	the	song	with	a	saxophone	in	it.	In	reality	it	was	because	it	was	a	bit	385	

to	long,	and	someone	might	have	hinted	that	you	could	remove	some	of	the	saxophone	386	

parts	from	the	song.	I	believe	the	story	that	they	said	it	was	a	good	song,	but	just	to	long.	387	

Remove	the	saxophone	bit,	and	I	think	it	will	be	suited	for	the	radio.	388	
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J:	Do	you	see	the	artists	as	business	partners	or	employees?	389	

R:	 As	 our	 business	 partners,	 as	 soon	 as	 it	 becomes	 an	 employee	 then	 you	 have	 a	390	

problem,	because	then	you	have	someone	who	doesn’t	have	an	opinion	themselves,	who	391	

just	take	orders.	That	 is	nice	for	the	record	company	of	course,	but	you	need	someone	392	

you	can	spare	with	and	someone	who	can	challenge,	 so	very	much	a	business	partner	393	

not	just	an	employee,	you	don’t	want	someone	who’s	just	a	paper	doll,	we	can	all	sign	a	394	

Medina	if	that’s	what	we	want,	we	really	need	someone	who	can	and	will	it	themselves.	395	

J:	Do	you	experience	conflicts	from	the	first	to	the	second	album?	396	

R:	Sometimes	we	do	sometimes	we	don’t,,	for	some	artists	it	happens,	you	could	say	that	397	

if	the	record	hasn’t	sold	as	we	would	have	hoped,	then	you	as	a	record	company	would	398	

like	more	control	and	 influence	on	the	process	of	making	album	number	 two,	 to	see	 if	399	

you	can	prevent	some	of	the	errors	that	has	been	made	on	the	first	album.	It	can	also	be	400	

dangerous	if	the	first	album	was	a	hit	instead,	then	you	should	be	careful	with	altering	401	

too	 much	 on	 the	 artist	 and	 the	 process.	 But	 it	 is	 of	 course	 the	 A&R	 manager’s	402	

assignment,	to	take	care	of	the	record	company’s	interests,	to	profit	as	much	as	possible	403	

on	 a	 given	 product.	 We	 also	 know	 that	 there	 are	 many	 ways	 to	 success,	 sometimes	404	

artistic	 success	 can	 be	 okay,	 instead	 of	 having	 sales	 success.	 It	 might	 be	 that	 the	405	

reviewers	were	 loving	 it,	you’ve	got	a	 lot	of	 fine	rewards,	yet	you’ve	got	no	airtime	on	406	

P3,	 you	might	 have	 a	 little	 airtime	on	 the	 commercial	 channels,	 so	 congratulations	 on	407	

that,	but	we	need	to	sell	 something	now.	So	on	 the	second	record	we’re	going	 to	need	408	

some	 radio	 hits,	 songs	 that	 people	 are	 going	 to	 open	 up	 their	 Spotify	 to	 listen	 to,	 it	409	

doesn’t	 do	much	 that	we	 only	 have	 an	 artistic	 record	 that	 the	 reviewers	 love.	 A	 good	410	

example	of	this	is	When	Saints	Go	Machine,	where	the	first	album	was	very	artistic	and,	411	

and	they	controlled	much	of	 it	on	their	own,	on	the	second	album	the	record	company	412	

had	a	few	inputs	and	pointed	them	towards	a	bit	more	commercial	record,	which	they	413	

produce.	 Because	 of	 that	 they	 can	now	do	 a	 bit	more	 of	 their	 own	 thing	 again	 on	 the	414	

third	 album	where	 they	might	 have	 got	 a	 bit	more	mature,	 and	 are	 able	 to	 figure	 out	415	

balance	between	the	artistic	and	the	commercial.	416	

J:	If	the	first	record	does	not	meet	the	expectations,	what	is	the	reason	for	continuing	the	417	

collaboration	and	make	a	second	album?	418	

M:	Often	it’s	the	contract	that	obliges	the	record	company	to	do	so,	but	today	you	see	a	419	

lot	of	contracts	where	they	have	options	build	in,	which	means	that	if	the	first	album	of	a	420	

given	artist	didn’t	 live	up	to	 the	expectations	 they	no	 longer	have	to	make	second	and	421	

third	album	with	them.	You	bind	yourself	to	the	first	album,	and	then	you	have	options	422	

in	 it	 instead,	 and	 it	 says	 in	 the	 contract	 that	 there	 has	 to	 be	 delivered	 a	master	 of	 a	423	

certain	quality,	and	the	definition	of	quality	is	individual.	424	
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J:	When	you	sign	a	contract,	will	it	also	include	the	second	and	third	album	then?	425	

R:	No	not	anymore,	once	that	is	what	you	did	to	lock	the	artist	to	the	record	company	if	426	

you	had	a	good	gut	feeling.	I	mean,	who	wouldn’t	want	to	sign	Kim	Larsen	for	10	albums	427	

if	you	could,	but	he	would	never	agree	to	 it.	Christopher	has	also	become	very	 famous	428	

now,	but	he	is	smart	enough	to	know	that	he	should	never	accept	more	than	one	or	two	429	

albums	at	the	time.	430	

J:	Is	it	standard	to	sign	several	albums	at	a	time?	431	

R:	Yes	definitely,	because	you	make	options	for	the	future	which	the	record	companies	432	

can	choose	to	act	upon.		We	have	also	had	contracts	where	it’s	only	come	to	one	single,	433	

where	we	actually	had	options	to	do	more	singles	and	an	album,	but	because	of	the	first	434	

single	just	not	leading	anywhere	we	chose	not	to	act	on	the	options	and	instead	set	the	435	

artist	 free.	 So	 today	 it	 isn’t	 a	must	 if	 you	 have	 a	 contract	 that	 says	 three	 albums	 that	436	

you’re	actually	going	to	make	three	albums.	437	

J:	Do	you	search	for	upcoming	artists	or	do	you	only	react	to	the	demos	you	receive?		438	

R:	Yes	we	seek	out	a	lot.	If	you	hear	about	some	band	that	has	a	lot	of	talk	generated	on	439	

the	social	medias	and	you	then	hear	that	they	are	going	to	play	in	Kødbyen	then	you	go	440	

there	 and	 listen	 to	 them,	 you	might	 even	 contact	 the	 band	 beforehand,	 and	 let	 them	441	

know	that	you’re	coming.	442	

J:	Which	of	these	to	scenarios	do	you	most	often	sign?		443	

R:	Those	we	seek	out	ourselves.		444	

J:	Do	you	as	a	record	label	agree	in	the	choice	of	music	that	P3	makes?		445	

R:	 Yes,	 the	 most	 of	 the	 time.	 They	 do	 a	 good	 job,	 they	 have	 become	 maybe	 a	 bit	 to	446	

commercial,	but	otherwise	 I	 think	 they	do	a	good	 job.	But	 I	also	support	 the	approach	447	

that	 there	 is	 no	 such	 thing	 as	 fair	 share,	 where	Warner	 and	 Sony	 gets	 20%	 each,	 no	448	

that’s	 just	 not	 how	 it	 works,	 if	 we	 don’t	 have	 the	 repertoire	 then	 we	 don’t	 have	 the	449	

repertoire,	and	then	we	can’t	play,	that’s	only	fair.	450	

J:	What	background	do	your	A&R’s	have?	Do	they	need	a	certain	education?	451	

R:	No,	 not	 at	 all.	 Everybody	 can	be	A&R’s.	 Everybody	 in	 the	 organization	 can	 find	 the	452	

next	 act	 -	 there	 are	 no	 demands.	 All	 though	 today	 a	 lot	 of	 the	 A&R’s	 come	 from	 the	453	

education	called	music	management,	from	the	music	conservatory.	454	

J:	How	important	is	concerts	for	the	success	of	an	artist?	455	

R:	Concerts	 and	 live	performances	are	extremely	 important.	 If	 you	want	 to	break	as	a	456	

new	 artist	 and	 be	 “the	 talk	 of	 the	 town”,	 then	 you	 have	 to	 keep	 your	 name	 warm	457	

continuously.	As	soon	as	an	artist	has	been	away	from	the	spotlight	for	a	longer	period,	458	

people	forget	them	because	so	many	new	artist	are	constantly	competing	for	attention.		459	

Medina	knows	very	well	that	her	show	is	done,	but	she	can	still	keep	doing	what	she’s	460	
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doing,	 and	 she	 does	 it	 very	 cleverly	 by	 dropping	 a	 single	 approximately	 every	 two	461	

months,	 so	 she	gets	attention	once	again,	 and	stays	 in	 the	medias	 focus,	 and	gets	new	462	

sponsors,	then	she	disappears	again	for	two	maybe	three	months	and	then	she	drops	a	463	

new	single	and	it	all	starts	over.	We	have	an	artist	called	Enya,	she	has	a	new	record	out	464	

this	 Friday,	 she	 hasn’t	 made	 anything	 new	 for	 the	 last	 eight	 years,	 and	 she	 isn’t	465	

mentioned	by	the	media,	so	we	have	to	build	her	up	completely	from	scratch	again,	and	466	

that’s	why	 it’s	a	problem	when	 the	artists	 stay	away	 from	the	spotlight	 for	 to	 long.	As	467	

soon	as	an	artist	has	been	away	 from	 the	 state	of	 the	media	 for	 too	 long,	 they	will	be	468	

forgotten	because	so	many	new	artists	enters	the	stage	constantly.	It	is	all	about	keeping	469	

your	name	warm.	470	

J:	Is	success	to	you	measured	in	financial	terms?		471	

R:	No	 it	 isn’t,	and	 then	again	 that	 is	what	pays	us,	and	 that	 is	what	makes	our	owners	472	

happy,	but	personal	success	for	all	the	people	in	the	record	company	who	hopefully	has	473	

their	heart	with	them,	is	that	we	get	to	work	on	some	cool	projects,	and	we	get	to	deliver	474	

some	great	music	to	the	people,	I	really	don’t	care	whether	we	have	the	biggest	profits,	475	

but	it	is	of	course	important	to	me	that	we	reach	the	goals	we	set	for	ourselves.	476	

J:	Is	airtime	reflecting	success?		477	

R:	 No,	 it’s	 more	 important	 to	 get	 to	 share	 the	 music	 with	 the	 people.	 That’s	 whats	478	

important	 to	 those	 working	 at	 the	 record	 company.	 But	 it	 is	 true	 what	 you	 say,	 the	479	

important	thing	for	the	company	is	to	make	money,	just	like	any	other	company.	There	480	

will	always	be	a	owner	somewhere,	who	wants	something	out	of	their	investment,	so	the	481	

record	 company	 thinks	 about	money,	but	 the	people	 in	 the	 record	 company	are	 there	482	

because	they	love	what	they	do,	they	love	music	and	the	project	around	it.	483	

J:	 Do	 the	 people	 working	 at	 the	 record	 companies,	 act	 in	 the	 interest	 of	 the	 record	484	

company	or	the	artist?		485	

R:	 We	 always	 have	 to	 act	 in	 the	 interest	 of	 the	 record	 company.	 You	 could	 say	 that	486	

whatever	our	interest	is,	it	should	hopefully	also	be	in	the	interest	of	the	artist,	but	if	we	487	

should	 end	 up	 in	 a	 situation	 where	 the	 artist	 and	 manager	 says	 A,	 and	 the	 record	488	

company	says	B,	then	we	have	to	back	the	record	company	up,	it	won’t	do	any	good	if	we	489	

go	behind	their	back	and	say	yes	to	whatever	it	is	the	discussion	is	about,	we	have	to	be	490	

faithful	to	the	company	we	come	from,	and	back	their	decision	up	whether	we	agree	or	491	

not.	492	

J:	Do	you	feel	that	your	strategy	etc.,	at	the	record	company	is	restricting	the	creativity	of	493	

the	artists?		494	

R:	Yes,	 sometimes.	Often	you	 try	 to	 find	 a	balance	between	 the	 strategy	 and	what	 the	495	

budget	allows,	because	it	won’t	get	you	anywhere	if	you	want	to	make	a	huge	campaign	496	
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that	costs	500.000,	if	the	artist	only	is	going	to	generate	about	100.000,	then	it	will	only	497	

create	a	massive	hole	 in	 the	budget	 that	we	will	never	be	able	 to	cover.	And	 if	you	do	498	

that	only	twice,	then	you	can	be	100%	certain	that	you	are	out	of	a	job.	So	you	also	know	499	

as	an	employee	that	you	might	have	a	few	medias	that	you	like,	but	they	aren’t	paying	500	

off,	so	you	can’t	keep	doing	what	you’re	doing	anymore,	then	you	can	try	and	move	the	501	

idea	to	a	new	setup,	and	it	might	succeed	there,	so	it	all	boils	down	to	money	in	the	end,	502	

just	 like	 in	 any	 other	 company,	 but	 the	 motivation	 for	 the	 employee	 in	 the	 record	503	

company	 is	 not	 the	 pay,	 if	 I	 wanted	 to	 get	 paid,	 I	 would	 have	 been	 an	 investment	504	

consultant,	but	I’m	here	because	I	love	music	and	I	love	to	work	with	it	and	I	believe	that	505	

is	what	most	people	think.	Many	people	come	from	long	educations	and	could	easily	get	506	

paid	more	than	they	do,	but	they	chose	not	to.	507	

J:	Who	of	the	big	record	companies	are	giving	the	artists	the	most	freedom?		508	

R:	It’s	hard	to	say.	It	all	depends	on	the	artist.	Lukas	Graham	and	Rasmus	Seebach	wants	509	

100%	artistic	 freedom,	Christopher	and	Djames	Brown	also	has	a	 lot	of	 freedom,	 then	510	

you	also	have	someone	like	Shaka	Loveless	who	haven’t	had	as	great	success	on	his	last	511	

few	singles	so	the	record	company	is	going	to	interfere	a	bit	more	in	the	process.	So	it’s	512	

hard	to	say	that	there	is	one	record	company	that	doe	it	more	than	others,	it	all	depends	513	

on	the	artist.	514	

J:	How	many	artists	do	you	sign	a	year	on	average?	515	

R:	Approximately	2-4	artists	a	year.		516	
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APPENDIX	3	-	Interview	–	Lars	Trillingsgaard,	Music	Director	P3	
	

Transcription	of	interview	–	Lars	Trillingsgaard,	Music	Director	P3	

October	22nd	2016	at	the	P3’s	office		

	

J:	 At	 first	 I	 would	 like	 to	 hear	 your	 opinion	 about	 what	 P3	 is	 to	 the	 Danish	 music	1	

industry?	2	

L:	 I	 think	 that	 the	 Danish	 music	 industry	 sees	 our	 relationship	 a	 little	 bit	 like	 the	3	

relationship	you	have	to	your	big	brother	or	younger	sister	-	sometimes	you	get	really	4	

mad	at	each	other,	but	you	also	love	each	other	unconditionally.	We	are	one	of	the	few	5	

radio	stations	that	have	a	market	share,	where	it	actually	makes	a	difference	if	you	reach	6	

airtime	or	not	because	we	are	one	of	the	only	radio	stations	that	can	cause	an	effect	in	7	

Denmark.	And	that	is	why	it	sucks	if	you	have	been	planning	to	finally	break	an	artist	or	8	

a	song	if	it	doesn't	have	the	interest	of	P3,	but	then	again	they're	also	very	happy	when	9	

we	find	it	interesting,	so	in	a	way	I	think	that	they	both	love	us	and	hate	us,	depending	10	

on	whether	we	 prioritize	 them.	We	 could	 also	 look	 at	 the	 discussions	 that	 there	 have	11	

been,	a	 lot	of	people	have	opinions	about	us	and	think	that	they	know	what	we	should	12	

do,	and	 depending	 on	 how	 much	 you	 know	 about	 this	there	 have	 been	 some	 crazy	13	

imaginations,	 that	we	should	be	able	 to	 the	nuanced	Danish	music	scene,	 if	we	 just	 lay	14	

some	 folk	music,	or	 something	you	hear	 in	a	back	alley	on	Nørrebro,	 it	all	depends	on	15	

how	 much	 insight	 you've	 got	 in	 the	 business	 and	 what	 we	 in	 reality	 can	 do	 with	 it.	16	

People	and	sometimes	artists	think	that	we	can	“make”	music	successful	by	playing	it	at	17	

P3,	but	we	can’t,	we	may	be	able	to	push	it	or	help	hyping	it,	but	if	the	song	is	not	a	hit,	18	

we	cannot	make	a	hit.	19	

J:	 I	 know	 that	 you	 earlier	 on	have	had	 a	music-committee	whom	makes	 the	 decisions	20	

about	what	songs	you	play	in	the	radio,	and	which	you	don’t	play,	do	you	still	have	that?	21	

L:	have	that	again	just	in	a	more	modern	fashion.	The	old	one	was	made	10-15	years	ago.	22	

Back	then	the	host	planned	everything	themselves,	that	meant	that	they	had	to	use	a	lot	23	

of	energy	to	physically	go	down	and	get	the	records	and	get	them	driven	back	up	to	the	24	

studio	and	then	there	was	no	one	to	check	if	they	also	played	U2	at	the	same	time	with	25	

the	same	song	yesterday,	so	they	decided	to	make	this	music	committee,	to	avoid	having	26	

to	go	back	and	forth,	and	at	the	same	time	to	secure	a	more	visible	process	on	how	to	get	27	

a	song	in	the	radio.	At	that	time	the	record	companies	were	walking	around	inside	P3	all	28	

the	 time,	 approaching	 the	host	 and	asking	 "Do	you	want	 to	 go	 to	Madrid	and	watch	a	29	

Ricki	Martin	 concert"	 so	 to	put	 that	 to	an	end,	 and	 to	 collect	 it	 all	 in	one	place	 so	you	30	
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could	say	these	are	the	ones	making	these	decisions.	Also	to	be	more	focused	on	what	31	

kind	of	channel	P3	actually	is,	that	it	didn't	depend	on	who	was	the	host,	but	that	it	was	32	

the	 brand	 P3	 and	 not	 just	 the	 host's	 on	 the	 different	 shows.	 There	 we	 had	 our	 first	33	

experiences	with	a	playlist	committee,	and	it	turned	out	that	they	ended	up	on	a	taste	of	34	

music	far	away	from	what	the	host's	had	been	playing.	Because	the	hosts	had	produced	35	

a	feature,	 for	maybe	3-4	minutes,	and	then	afterwards	there	would	be	a	song,	that	had	36	

been	 chosen	 from	 the	 playlist	 committee,	 which	 were	 chosen	 because	 of	 its	 artistic	37	

quality,	and	because	of	that	it	ended	up	being	a	bit	heavy	on	the	listeners,	because	you	38	

would	 also	 have	 to	 explain	 why	 it's	 artistically	 beautiful	 that	 someone	 is	 singing	 the	39	

lyrics	backwards	on	this	track	or	something	like	that,	and	that	is	where	we	became	more	40	

aware	that	we	also	needed	some	"post"	music,	something	which	sounded	like	a	song	we	41	

might	have	heard	before,	and	something	you	don’t	really	relate	to,	 for	the	3	minutes	 it	42	

was	on,	 and	 that	was	also	 fine	because	 it	was	 the	 content	of	 the	 radio	 show	who	was	43	

carrying	 it	 all,	 not	 the	 music,	 and	 that	 is	 the	 next	 step	 behind	 the	 music	 control,	 it	44	

shouldn't	be	so	refined	as	what	the	playlist	committee	is	finding	and	adding.	In	line	with	45	

this	and	when	 I	 started	11	years	ago,	we	put	ourselves	 in	a	 think	 tank,	because	 it	had	46	

become	 something	 like	 x-factor,	 where	 some	 guys	 would	 come	 from	 Jutland,	 whom	47	

recorded	their	music	themselves	and	paid	for	the	train	ticket	and	then	they	stood	there	48	

with	their	sweaty	palms	trying	to	sell	themselves	with	only	5	minutes	to	do	so,	and	then	49	

we	sat	there	for	10	hours	straight	and	we're	all	blown	away	at	the	end,	trying	to	act	as	50	

nice	as	possible	and	stay	present	with	 them	for	 their	5	minutes,	and	 it	 just	became	an	51	

dishonorable	process	where	it	was	almost	to	much	having	to	do	it.	And	there	was	a	lot	52	

more	 waiting	 time,	 we	 might	 receive	 the	 song	 on	 Tuesday,	 then	 we	 had	 to	 wait	 till	53	

Thursday	before	we	could	hear	what	they	had	to	say,	why	can't	we	just	put	on	the	song?	54	

So	 that’s	 when	 we	 decided	 to	 think	 it	 trough,	 and	 decide	 what	 we	 were	 going	 to	 do	55	

prospectively.	And	now	we	have	launched	a	new	playlist	committee,	where	the	different	56	

hosts	on	 the	channel	 listens	 to	 the	 things	 that	have	been	sent	 to	us,	 and	pass	on	 their	57	

recommendations,	 and	 their	 warnings,	 and	 then	 we	 talk	 about	 the	 songs	 that	 are	58	

currently	being	played	on	the	radio,	at	the	moment	there	is	a	boy	band	playing,	and	all	59	

the	hosts	are	getting	a	lot	of	reactions	to	them,	and	then	we	discuss	it,	is	anything	going	60	

to	 happen	 from	 us	 playing	 it?	 It's	 often	 something	 unexpected	 that	 people	 end	 up	61	

reaction	 the	most	 to,	 and	 then	 I	 make	 the	 final	 call	 between	 the	 songs	 that	 we	 have	62	

heard,	and	choose	which	of	them	gets	playlisted.	63	

J:	Okay,	so	it’s	only	you	who	make	the	final	decision?	64	

L:	Yes,	it	will	never	become	some	voting	matter,	because	it’s	still	me	who	will	have	to	be	65	

the	target	for	critique,	 if	someone	comes	and	is	pissed	for	what	we	play,	then	we	can’t	66	
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stand	around	and	say	well	3	guys	voted	for	this,	there	has	to	be	some	responsibility	put	67	

in	to	it.	Often	they	don’t	want	to	play	any	of	the	artist-building	we	do,	they	instead	say	68	

can’t	we	do	 this,	 this	 is	brand	new,	but	you	can’t	build	up	a	new	artist	by	abandoning	69	

them	after	1½	single,	so	we	have	to	be	determined	regarding	some	cases.	70	

J:	So	you	keep	that	in	your	thoughts?	71	

L:	 Yes,	 that’s	 what	 I	 do,	 at	 the	moment	we	 have	 something	with	 Patrick	 Dorgan,	 and	72	

there	is	no	one	that	thinks	his	new	single	is	anything	special,	so	we	might	not	play	it	that	73	

much,	but	 if	we	say	 that	we	believe	 there	 is	something	about	 this	artist,	 then	we	can’t	74	

just	turn	our	back	on	it,	because	there	is	someone	else	more	new	and	exciting.	That	was	75	

what	was	wrong	with	the	old	P3,	that	you	were	changing	around	all	the	time,	you	didn’t	76	

follow	up	on	the	artists	 in	the	same	way	as	we	do	with	Minds	of	99,	you	wont	achieve	77	

anything	 by	 only	 playing	 something	 1½	 time	 in	 the	 radio,	 it’s	 nice	 for	 the	 hosts	 that	78	

there	is	something	new,	that’s	what	they	find	exciting	but	the	listeners	aren’t	as	quick	as	79	

the	hosts	in	how	fast	they	get	bored	of	a	song,	so	that’s	why	it’s	me	in	the	end	that	makes	80	

the	decision.	If	you	look	at	Danish	music	in	the	90’s	where	it	was	very	controlled	by	the	81	

host	 on	P3	 and	P3	was	 an	 even	bigger	heavyweight	 in	 the	media	 than	 it	 is	 today,	 not	82	

many	 artist	 came	 forth	 in	 that	 era,	 it	 was	 Dizzy	 Miss	 Lizzy	 and	 Kashmir,	 only	 a	 few	83	

names	made	it	forth	in	the	90’s	and	that	was	because	you	didn’t	build	up	the	artist	in	the	84	

same	manner	as	we	do	today.	Martin	Hall	was	the	inevitable	of	the	week,	and	there	were	85	

no	requests	for	it.	86	

J:	How	many	is	in	this	committee	of	hosts	that	picks	for	you?	87	

L:	4	værter,	der	roterer	i	en	sæson	ad	gangen	fra	sommer	til	jul,	for	så	begynder	de	også	88	

at	blive	træt	af	det,	for	så	begynder	de	også	at	få	en	meget	avanceret	musiksmag,	fordi	89	

de	har	hørt	så	meget	musik,	så	jeg	vil	helst	have	dem	der	hvor	de	bare	kommer	direkte	90	

fra	æteren	og	er	helt	vilde	når	der	kommer	en	ny	single,	fordi	de	netop	er	lidt	tættere	på	91	

lytternes	musikoplevelse	end	os	der	sidder	og	hører	200	numre	om	dagen.		92	

J:	What	background	do	you	need	to	be	sitting	here	and	choose	this	music?	93	

L:	I	just	want	someone	who	knows	how	to	prioritize,	and	someone	who	has	reactions	to	94	

the	 music,	 most	 of	 the	 radio	 listeners	 are	 passive	 listeners,	 something	 you	 do	 while	95	

driving	your	car,	or	watch	kids	or	do	 the	dishes.	There	 is	no	one	 just	sitting	staring	at	96	

their	computer	listening	to	us,	it	is	something	you	don’t	need	to	think	too	much	about.	I	97	

rather	want	 some	 immediate	 reactions	because	 it	 is	very	 rare	 that	people	 feel	 a	given	98	

song	the	first	time	they	hear	it,	unless	it’s	an	Adele	number	or	something	like	that,	but	99	

otherwise	it’s	usually	something	that	grows	on	people.	There	is	no	recipe	for	it,	it’s	just	a	100	

gut	 feeling	and	experience,	and	it’s	 interesting	to	see	your	margin	of	error	and	not	the	101	

times	 you	 were	 actually	 right.	 It’s	 important	 to	 see	 where	 you	 might	 have	 under	102	
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prioritized	something	for	too	long	and	over	prioritized	something	else,	the	art	is	to	have	103	

a	margin	of	error	that	is	less	than	5%.	104	

J:	How	do	you	measure	it?	105	

L:	That’s	also	hard	 to	do,	 it’s	also	 just	me	sitting	and	 trying	 to	 calculate	 it	 in	my	head.	106	

When	we	 re-launched	 “Karrierekanonen”	 6-8	 years	 ago,	 I	 insisted	 on	 a	 band,	 because	107	

they	just	had	something	to	them,	but	it	never	got	further.	It	later	turned	out	that	it	was	108	

Robin	Hannibal,	 two	of	 the	 three	biggest	names	 internationally	at	 the	moment,	was	 in	109	

that	 band,	 and	 then	 you	 think	 to	 yourself,	 that	 this	 has	meant	 something,	 they	might	110	

have	got	the	shot	to	produce	anyhow,	but	the	fact	that	someone	believed	in	them,	that	111	

they	had	something	gave	them	a	completely	new	sound,	that	made	you	think,	wow	can	112	

you	do	this	from	Denmark,	some	of	it	is	very	instant,	Martin	or	Saveus	at	P3	Guld	is	very	113	

instant,	 others	 draw	 out	 in	 a	 few	 years,	 where	 you	 can	 see	 that	 it	 actually	 made	 a	114	

difference	for	these	3	years	ago	when	we	prioritized	them,	because	that	made	them	feel	115	

like	they	weren’t	completely	useless,	somebody	likes	what	I	do.	116	

J:	It’s	only	you	whom	estimates	it?	117	

L:	Yes	it	is.	It’s	very	hard	how	to	approach	this,	but	i	note	things	on	my	way.	There	was	118	

no	audience	for	it,	there	was	no	perspective,	it	had	nothing.	I	do	that	at	least	as	much	as	119	

the	other	 things,	and	 that’s	what	 I	mean	by	margin	of	error,	 it	has	 to	 lead	somewhere	120	

being	played	on	the	radio,	either	sales,	attention	and	further	development	of	their	talent.	121	

Something.	 But	 it’s	 not	 something	 you	 can	 measure,	 everyone	 whom	 have	 tried	122	

measuring	 the	quality	of	music	where	 they	gather	people	up	 in	 a	 sports	hall	 and	play	123	

them	15	seconds	of	a	song,	but	then	you	also	have	to	consider	that	something	like	Vild	124	

Smith	on	a	Monday	morning	at	8	might	not	be	what	the	listeners	want,	but	on	a	Saturday	125	

night	it’s	pure	genius,	so	it	all	depends	on	the	situation.	126	

J:	So	there	are	no	demands	to	the	hosts	picking	the	music	for	you?	127	

L:	They	all	have	a	base	interest	in	music.	128	

J:	But	is	pure	interest	enough?	129	

L:	Yes,	in	my	opinion.	That’s	how	people	hear	music	in	the	first	place.	Many	people	want	130	

to	change	it	so	that	there	has	to	be	some	music	professionalism	involved.	But	then	you	131	

can	turn	it	around	by	saying	how	do	you	define	music	professionalism?	And	I’d	say	that	I	132	

have	 somewhat	more	music	 professionalism	 that	 a	 lot	 of	 the	 people	who	 run	 around	133	

with	 an	opinion	on	 this	matter.	They	will	 probably	 say	 the	 straight	opposite,	which	 is	134	

fair	enough,	because	there	is	no	definition	on	music	professionalism,	our	society	haven’t	135	

decided	 on	 it	 yet.	 So	 I	 think	 that	 the	music	 professionalism	 I	 am	 requesting	with	 the	136	

people	 involved	 is	 that	 they	keep	the	 finger	on	the	pulse	when	talking	about	what	our	137	

listeners	 want,	 that’s	 enough	 music	 professionalism	 to	 me,	 and	 you	 get	 that	 just	 by	138	
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sitting	 in	 the	 studio,	 and	 somebody	 writes	 you	 on	 Facebook	 or	 on	 a	 text,	 you’d	 be	139	

surprised	 if	 you	saw	 just	how	outrageous	some	of	 these	 texts	are.	Those	 reactions	we	140	

get	all	times	of	the	day,	and	some	of	them	we	even	answer	to	and	say,	do	you	realize	that	141	

there	is	a	person	the	other	end	receiving	your	message,	so	if	you’re	going	to	write	you	142	

better	behave,	or	 it	won’t	get	you	anywhere.	Most	people	don’t	 think	that	anyone	sees	143	

their	messages.	But	if	sit	just	a	week	at	P3	you	fast	get	an	overview	of	the	listeners	and	144	

their	music	taste.	145	

J:	Is	it	primarily	the	negative	reactions	you	see?		146	

L:	No,	people	have	gotten	very	good	at	doing	a	thumbs	up,	or	giving	a	like,	and	we	can	147	

see	at	P3	Guld	whom	are	willing	to	get	committed	and	who	are	willing	to	show	interest,	148	

we	could	see	Suspekt	and	how	many	people	who	are	committed	to	them	and	it	is	almost	149	

overwhelming	to	see,	also	to	see	Gilli	and	those	alike.	150	

	We	have	never	received	so	much	feedback	on	our	content	and	shows,	as	we	are	doing	151	

today.	It	has	become	so	easy	for	people	to	express	their	opinion	through	likes,	sending	a	152	

thumbs-up	or	commenting	on	our	Facebook	etc.		153	

J:	Is	it	also	you	who	chooses	the	artists	for	P3	Guld?		154	

L:	Yes	together	with	those	who	make	the	TV-show,	but	it	follows	P3’s	priorities	of	course	155	

and	not	what	could	be	cool	on	TV	because	then	it	would	be	Medina	all	the	time.	156	

J:	But	it	might	not	be	everyone	that	thinks	it’s	cool?	157	

L:	No	but	those	who	make	TV	are	completely	insensitive	to	things	like,	these	have	never	158	

been	 on	 TV	 before,	 how	 do	 we	 do	 that?	 They	 just	 know	 that	 on	 TV	 what	 works	 is	159	

familiarity,	 familiarity,	 familiarity	and	P3	Guld	was	a	 long	big	show	of	people	 that	had	160	

never	been	on	TV	before	or	 looked	 in	a	 camera,	 so	 there	 is	 a	 few	you	have	 to	explain	161	

some	things.	But	it’s	fun	to	work	with	them,	because	there	is	a	lot	of	the	artist	that	has	162	

some	crazy	stories.	So	it’s	exciting	when	our	world	clash	with	the	traditional	TV	world.		163	

J:	Is	there	a	reason	P3	Guld	has	been	delayed	this	much	this	year?		164	

L:	Yes,	they	needed	’Koncertsalen’	for	the	90	years	anniversary,	but	we’ve	never	been	on	165	

budget	more	than	one	year	at	a	time.	But	now	we	got	a	budget	for	the	next	three	years,	166	

so	we	 at	 least	 know	 that	we	will	 be	doing	 it	 again	next	 year	 at	 some	point,	 but	we’re	167	

luckily	not	dependent	on	it	being	a	certain	date	like	the	23rd	of	march	or	something	like	168	

that.	We	tried	to	take	as	much	of	the	annual	out	of	it	as	possible,	so	we’re	basically	just	169	

saying	 ‘hey,	 here’s	 a	 bouquet	 and	 some	music	 that	 we	 find	 really	 good.’	 There	 is	 8-9	170	

performances,	 and	 we	 know	 that	 half	 of	 them	 should	 have	 been	 there	 yesterday,	171	

because	it’s	in	so	many	different	directions,	but	it’s	okay,	watch	it	on	the	computer	later.	172	

It	takes	another	way	of	approaching	things	to	make	a	show	where	you	know	that	half	of	173	

the	performances	the	people	won’t	like,	and	will	think	why	should	it	be	in	this	airtime.	174	
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There	might	be	a	great	distance	between	 the	guy	with	 the	udder	and	Thomas	Helmig,	175	

but	it	all	happens	within	10	minutes	of	airtime,	one	second	Thomas	Helmig	is	there,	the	176	

next	a	guy	milking	his	own	udder.	There	might	not	be	a	majority	behind	it,	but	you	have	177	

to	be	in	peace	with	that,	and	we	are,	until	the	day	we	go	live,	then	it’s	all	very	stressing	178	

and	when	there’s	sitting	4000	people	and	waiting	for	the	acts	your	just	thinking	need	to	179	

get	all	these	artists	off	the	stage	now,	and	replace	them	with	something	like	Medina	or	180	

Rasmus	 Seebach	 or	 Simon	 Kvam	 just	 names	 that	 the	 audience	 have	 heard	 of	 and	 are	181	

familiar	with,	 it	 won’t	work	with	 a	man	milking	 his	 own	 udder,	 and	 a	 orange	 rapper	182	

from	Albertslund,	but	 then	again	 it	will,	because	we	sold	out	 in	 just	about	10	minutes,	183	

before	anyone	even	knew	the	acts	that	were	coming.	184	

J:	Are	you	satisfied	about	the	show?	185	

L:	Yes,	 I	 think	so,	regarding	the	three	things	we	wanted.	There	is	also	some	music	that	186	

comes	 further	 away	 then	what	 I	 can	 think	 of,	 but	 it’s	 hard	 because	 after	 that	 act	 we	187	

wanted	something	that	could	do	such	and	such.	But	we	wanted	to	have	a	younger	profile	188	

on	it,	and	we	wanted	to	make	some	moments	that	had	social	potential	and	I	have	to	say	189	

we	did	it,	also	with	Martin,	and	then	we	wanted	something	that	would	be	able	to	touch	190	

people	as	well,	I	mean	some	real	stuff	so	you	didn’t	feel	like	this	was	some	planned	out	191	

TV-show.	I	feel	that	you	were	truly	touched	by	some	of	the	elements	in	the	show,	and	we	192	

did	it	by	only	having	artists	that	had	something	at	stake,	there	was	no	L.O.C.	coming	to	193	

perform	 his	 latest	 single.	 Even	 those	 with	 the	 song	 ‘Malk	 mig’	 have	 never	 even	194	

performed	in	front	of	an	audience,	they	were	the	most	nervous	of	them	all,	what	do	you	195	

do	when	you	normally	 sit	 in	 a	 studio	 and	make	music	 and	 then	 all	 of	 the	 sudden	you	196	

stand	 on	 a	 stage	 in	 front	 of	 4000	 people.	 Also	 Thøger	 Digaard	 who	 comes	 to	 the	197	

rehearsals	all	jittery,	and	when	people	aren’t	used	to	being	in	front	of	the	camera	it	just	198	

gives	you	some	other	TV	than	what	you	would	normally	see.		199	

J:	Was	 it	 a	 reaction	 to	 all	 the	 critique	 that	 there	 has	 been	 throughout	 the	 summer	 in	200	

regards	to	you	not	playing	that	many	artists	as	Medina	and	L.O.C.	etc.?	201	

L:	No	it	wasn’t.	But	it	was	some	foolish	digits,	and	that’s	it.	202	

J:	But	they	have	the	digits	from	you	yourself,	right?	203	

L:	Yes	but	it	gets	calculated	at	DR	level	and	not	on	P3’s	level.	And	at	that	point	where	P6	204	

was	 launched	 a	 lot	 of	 things	were	moved	 to	 that	 channel	 and	 a	 lot	 of	 artists	 that	we	205	

never	had	the	room	for	on	P3	that	got	a	chance	on	P6,	and	since	they	took	a	 lot	of	 the	206	

things	with	them	we	on	P3	all	of	the	sudden	had	the	possibility	to	do	new	things	instead.	207	

I	don’t	know	who	would	benefit	from	70%	more	diversity	anyways,	that’s	what	Swedish	208	

radio	does	and	no	one	breaks	through	in	Swedish	P3,	anybody	that	has	anything	to	do	209	

with	music	knows	that	you	have	to	focus	to	break	a	name	in	music.	The	way	we	define	it	210	



	 Page	118	of	127	

in	 DR	 is	 what	 P3	 is	 the	 muscle	 that	 can	 do	 these	 things,	 and	 P6	 is	 the	 new	 more	211	

underground	channel,	but	then	you’d	have	to	define	it	differently,	because	you	can’t	be	212	

this	 huge	 muscle	 and	 then	 also	 say	 here’s	 what’s	 happening	 in	 the	 inner	 Nørrebro,	213	

because	 our	 relevance	 stops	 if	 we	 don’t	 produce	 these	 new	 names.	 So	 you’d	 have	 to	214	

make	a	new	strategic	approach	where	it’s	P3’s	assignment	to	refine	the	picture	of	Danish	215	

music,	then	it	would	live	up	to	the	assignment,	that	some	people	think	that	that’s	what	216	

we’re	supposed	to	do,	I	don’t	care	much	for,	I	also	have	opinions	on	a	lot	of	things,	but	217	

that’s	just	something	I	have	for	myself,	it’s	not	written	anywhere.	218	

J:	What	demands	are	there	being	put	to	you?	219	

L:	That	we	have	to	play	43%	Danish	music.	220	

J:	Is	that	all?	221	

L:	No	it	also	says	many	things	about	bringing	actuality	to	a	young	audience.	222	

J:	What’s	your	targeted	audience?	223	

L:	It’s	20	to	40	years,	with	special	focus	on	the	20	to	30	year	olds.	But	the	real	concrete	224	

and	measurable	is	whether	we	have	played	43%	Danish	music	or	not,	it’s	harder	to	say	if	225	

we	have	brought	enough	actuality	for	the	youth	in	Denmark.	What	do	we	call	 ‘Pressen’	226	

and	 what	 do	 we	 call	 ‘Lågsus’,	 that’s	 something	 you	 have	 to	 define,	 but	 the	 43%	 is	227	

measurable.	228	

J:	How	long	does	your	agreements	lasts?	229	

L:	It’s	a	Media	conciliation,	so	it	all	depends	on	how	long	the	conciliation	is.	230	

J:	How	often	do	you	ask	an	artist	or	a	record	company	to	make	a	radio	edit	of	a	track?	231	

L:	Generally	they	come	in	radio	edits.	It’s	almost	only	at	P6	you	see	a	6	minute	sound	file,	232	

where	there	is	noise	for	1½	minute	until	a	fine	melody	appears,	so	then	they	call	them	233	

and	 ask	 if	 they	by	 any	 chance	have	 a	 radio	 edit	 themselves?	And	 if	 not	 if	 they	 can	 fix	234	

something	themselves,	it’s	been	a	long	time	since	anyone	has	been	insulted	by	that.	235	

J:	There’s	been	this	Rasmus	Nøhr	incident	with	a	saxophone?	236	

L:	No,	not	really.	Sometimes	we	go	 into	dialogue	with	 the	artist,	and	 that	was	perhaps	237	

the	wrong	one	to	go	into	dialogue	with.	But	otherwise	I’ve	done	it	maybe	99	other	times,	238	

where	I	have	lots	of	good	examples	of	people	whom	were	fine	going	into	dialogue	about	239	

it.	240	

J:	So	generally	it’s	not	really	a	problem?	241	

L:	No	I	don’t	think	so.	But	we	don’t	do	it	that	often	because	that’s	not	really	our	job	you	242	

could	 say.	 Sometimes	 I	 could	 for	 an	 example	 think	 that	 there	 is	 a	 bit	 too	much	 slide	243	

guitar	on	the	track,	but	they	think	that	is	the	strength	of	the	track.	244	

What	annoys	the	record	companies	is	that	I	never	comment	on	a	record,	because	I	don’t	245	

know	how	they	are	going	to	use	it	and	present	it.	Sometimes	the	record	companies	are	246	
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using	 my	 “advice”	 against	 the	 artist,	 when	 I	 actually	 thought	 we	 had	 a	 professional	247	

conversation	 about	 which	 direction	 and	 shape	 the	 track	 could	 be	 pointed	 towards,	248	

having	in	mind	and	with	total	respect	of	the	supreme	decision	made	by	the	artist	and	the	249	

record	company,	 I’ve	experienced	before	that	they	have	gone	to	the	artist	and	said	 ‘P3	250	

says	you	have	to	change	this’	where	I	think	no,	no,	no	that’s	not	at	all	the	conversation	251	

we	 had,	we	 had	 a	 dialogue	where	we	 shared	 our	 opinions	 as	 professionals	 inside	 the	252	

music	 industry	at	 least	 to	my	 recollection.	Where	 I’ve	met	artists	 afterwards	and	 they	253	

have	 told	 me	 that	 what	 i	 have	 said	 has	 been	 used	 as	 an	 argument	 against	 them,	 so	254	

therefore	 i	 never	 tell	 my	 opinion	 of	 a	 given	 track	 when	 I	 talk	 to	 certain	 record	255	

companies,	of	 the	very	 reason	 that	 they	use	my	words	against	 the	artist.	But	 it	 is	 also	256	

frustrating	that	you	can’t	have	that	talk,	well	i	can	with	some	people,	whom	have	been	in	257	

the	 industry	 for	many	years,	 they	know	 that	my	opinion	 is	 just	one	among	many,	 just	258	

like	they,	or	their	brother	or	mom	has	an	opinion,	one	among	many.	Without	mentioning	259	

any	names,	 there	was	a	certain	band	whom	they	didn’t	know	whether	to	use	on	P3	or	260	

P4,	where	we	had	a	dialogue	with	 them,	because	 it	would	be	 sad	 to	 force	 them	 into	a	261	

Justin	Bieber	crowd	and	 it	 turned	out	 that	 that’s	not	what	 the	artist	wanted	either,	 so	262	

they	 made	 the	 album	 a	 bit	 more	 mature,	 because	 it	 was	 silly	 trying	 to	 make	 them	263	

something	they	weren’t.	So	we	do	have	some	conversations	about	it	sometimes,	but	as	264	

little	as	possible	because	we	don’t	 really	consider	 it	as	our	 job,	we	rather	 just	want	 to	265	

say	whether	we	want	to	play	it	or	not.	The	other	thing	will	create	a	fuss	of	interests.	266	

J:	Does	many	come	to	you	seeking	advice?	267	

L:	Who	do	you	refer	to?	268	

J:	Artists?	269	

L:	I	never	talk	to	any,	some	I	write	with	if	they	wrote	me	directly,	then	I	talk	with	them	270	

but	I	don’t	really	advise	them	no.	271	

J:	So	you’re	primarily	in	contact	with	the	record	companies?	272	

L:	Or	if	they	are	publishing	it	themselves,	but	we’re	not	a	consulting	agency.	273	

J:	Do	you	feel	affected	by	the	Danish	record	companies	regarding	the	music	you	play?		274	

L:	You	can	see	 it	 this	way;	we	have	to	choose	the	music	we	play	 from	the	music	being	275	

released	from	the	record	companies,	unless	it	is	something	from	our	own	production.	In	276	

that	sense,	they	are	the	ones	holding	the	power.	277	

J:	If	I	were	to	ask	the	record	companies,	would	they	say	that	it’s	you	calling	the	shots?	278	

L:	 It	 is	 up	 to	 us	 what	 is	 reaching	 airtime,	 but	 we	 cannot	 control	 what	 the	 record	279	

companies	are	releasing	–	at	least	I	hope	not.	280	
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J:	But	if	they	know	how	important	P3	is,	and	they	want	it	played	on	P3	then	do	they	also	281	

choose	their	music,	or	what	they	choose	to	produce	by	what	is	able	to	being	played	on	282	

P3?		283	

L:	What	 they	 imagine	 could	 get	 airplayed	on	P3,	 that’s	 true	 -	 it	makes	 sense	 that	way	284	

around,	but	I	hope	not	that’s	the	case.	I	know	that	there	is	a	lot	of	other	companies	that	285	

have	interest	in	what	P3	plays,	but	they	do	it	because	that’s	what	they	think	is	the	cool	286	

about	 music,	 but	 it’s	 true.	 The	 big	 companies	 will	 of	 course	 look	 to	 where	 there	 is	287	

demand	and	then	you	have	other	labels	that	focus	on	niches.	288	

J:	Do	you	have	good	cooperation	with	the	record	companies?		289	

L:	 Yes	 I	 believe	 so.	 I	 don’t	 know	 what	 the	 record	 companies	 think,	 but	 from	 our	290	

perspective	I	think	so.	They	publish	some	music,	play	it	to	us,	and	we	decide	whether	we	291	

want	it	in	the	radio	or	not.	And	if	we	do	play	it	on	the	radio	then	we	will	probably	be	in	292	

need	of	talking	to	their	artists	at	some	point,	and	then	they	arrange	it,	but	we	don’t	go	293	

around	side	by	side,	and	we	don’t	go	to	the	record	companies	parties,	and	get	to	know	294	

them	too	much.	295	

J:	Are	you	actively	trying	to	keep	a	distance	to	them?			296	

L:	Yes,	 certainly,	because	you	have	 to.	 I	 could	easily	go	and	see	 their	kid	get	baptized,	297	

and	then	decline	their	next	10	releases	because	I	found	it	uninteresting,	but	there	is	just	298	

no	reason	to	mix	 those	 two	things,	besides	 then	 it	gets	easier	because	you	always	 talk	299	

about	 something	business	 related	 instead	of	 something	personal,	 at	 least	 that’s	what	 I	300	

try	to	do,	and	treat	everyone	equal.	There	is	no	one	that	has	any	special	access	to	quick	301	

answers,	unless	 they	have	some	exciting	music,	 I	don’t	want	anyone	saying	 ‘those	 two	302	

always	hang	out,	and	they	back	each	other	in	everything’	–	People	are	busy,	you	know.		303	

J:	Does	it	help	you	anything	if	you	know	a	host	on	the	radio,	or	an	employee	here	on	P3	if	304	

you	want	your	music	aired?	305	

L:	I	don’t	think	so,	maybe,	but	I	don’t	think	so.	There	are	probably	examples	of	both.	If	306	

someone	 they	 know	 from	here	 thinks	 that	what	 they	make	 is	 really	 great	 then	 yes,	 if	307	

someone	they	know	here	doesn’t	like	it	then	no,	because	then	it	becomes	something	like	308	

‘Maybe	you	could	pass	this	on?’	and	then	the	host	says,	yeah	perhaps	I	could,	but	send	it	309	

to	Lars	 instead,	whereas	 if	 they	think	 it’s	really	great	 it	 is	much	different.	But	 they	are	310	

much	 more	 connected	 in	 the	 environments,	 but	 I	 think	 it’s	 going	 all	 right.	 They’re	311	

allowed	 to	 play	 what	 they	 want	 the	 hosts,	 but	 if	 it’s	 something	 where	 they	 know	312	

somebody	then	they	shouldn’t	just	play	it,	then	they	should	wait	till	someone	tell	them	313	

that	it’s	something	P3	actually	features,	and	then	they	can	of	course	play	it.	314	

J:	Can	they	freely	choose	what	to	play?	315	

L:	Yes,	sure.	316	
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J:	On	all	the	programs?		317	

L:	Yes,	they	aren’t	allowed	to	remove	all	the	tracks,	but	where	it	makes	sense	to	do	it.	If	318	

you	say	 ‘I	was	out	with	Pia	 last	night	and	then	we	heard	 this	song	and	 it	was	 the	best	319	

song	I’ve	heard	in	a	long	time,	it’s	a	new	exciting	artist’	not	just	something	like	“now	it’s	320	

Thursday	and	that	means	we	 listen	to	Depeche	Mode.”	Then	there	 is	no	extra	value	 to	321	

the	broadcast,	it	was	only	something	you	did	for	your	own	sake.	So	if	they	can	give	the	322	

broadcast	 extra	 value,	 then	 its	 fine.	 You	 couldn’t	 do	 that	 through	 music-control.	 You	323	

have	 to	 give	 it	 value.	 If	 you	 say	 ”I	 just	 felt	 for	 an	 old	 U2	 song,”	 then	 it	 doesn’t	 work,	324	

because	that	also	removes	a	slot	for	another	song.	We	have	had	genre	specific	programs	325	

but	 every	 time	 someone	 from	 the	music	 environment	 gets	mad,	 an	 example	 could	 be	326	

Unga	Bunga,	what	Le	wants	to	play.	There	they	were	in	another	environment	than	her	327	

and	what	she	was	playing,	and	what	Lågsus	wanted	to	play.	And	then	there	was	others	328	

who	 weren’t	 satisfied	 with	 how	 things	 were	 divided,	 feeling	 that	 some	 just	 get	329	

everything.	 But	 you	have	 to	 remember	 these	 are	 closed	 little	 environments	 so	 there’s	330	

always	going	be	someone	who	is	better	friend	than	others.	We	made	it	so	that	Lågsus	is	331	

actually	music-controlled	so	they	can’t	play	something	or	for	someone	they	once	knew	332	

or	produced	for.	Pelle	has	been	Spectors	manager,	this	is	where	we	had	a	concrete	case,	333	

because	there	 is	a	new	Spector	single	today	or	tomorrow	and	they	wanted	to	use	 it	as	334	

the	weeks	Lågsus	track,	where	I	had	to	say	you	can’t,	because	Pelle	is	their	manager,	and	335	

Nicolas	 has	 once	 produced	 a	 number	 for	 them,	 so	 you	 can	 play	 it	 because	 it’s	 being	336	

featured	in	Lågsus-playlist	but	you	can’t	make	a	special	editorial	objection	to	something	337	

you	once	been	a	part	of,	you	should	think	that	that	was	pretty	evident.	So	there	we	had	338	

to	 tell	 them	 that	 there	might	 be	 some	 out	 the	 back	 that	 get	 a	 bit	 insulted	 if	 you	 pick	339	

something	that	you’ve	once	been	a	part	of,	then	they	say	“of	course	we	didn’t	even	think	340	

of	that.”	But	they	don’t	think	of	it	in	a	bad	manor,	where	they	want	to	push	themselves	341	

they	just	think	that	it’s	a	cool	song,	and	it	is	as	well.	342	

J:	But	they	can	see	it	when	you	tell	them?	343	

L:	Yes,	when	i	tell	them	not	to	open	up	to	some	Illuminati	flame	in	that	way,	then	they	344	

can	 see	 it.	 But	 that’s	 how	 it	 is	with	 the	 small	 environments,	 if	 you	 are	 something	 and	345	

know	something	about	it,	then	it’s	probably	because	you’ve	been	a	part	of	it,	one	way	or	346	

another,	 so	 it	 needs	 a	 little	music-control	 to	 prevent	 them	 from	doing	 something	 that	347	

might	be	with	the	best	intentions	but	just	looks	goofy	and	stupid.	348	

J:	Do	you	do	anything	specifically	to	stay	updated	on	music	trends?		349	

L:	Yes,	I	listen	to	music	all	the	time.	350	
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J:	 Okay,	 well	 is	 that	 it?	 There	 are	 many	 people	 that	 have	 deals	 with	 the	 record	351	

companies,	promoters	and	pluggers,	about	them	keeping	the	radio	station	updated.	But	352	

maybe	that’s	not	so	much	here	in	Denmark,	more	abroad	perhaps?		353	

L:	No	we	don’t	do	that,	but	I	 listen	to	music	all	the	time.	And	probably	even	before	the	354	

Danish	 labels	 see	 them	and	 try	 to	 figure	 out	 if	 it’s	 something	 that	 could	work	here	 in	355	

Denmark.	You	can	see	that	on	Shazam,	we	also	have	a	few	tools	to	be	able	to	see	when	a	356	

song	 grows,	when	 to	 take	 it	 in,	when	 it’s	 to	 early	 or	when	 it’s	 too	 late,	 stuff	 like	 that.	357	

There	is	also	some	timing	to	it,	 if	you	can	see	it	bubble	12	different	places	then	it’s	not	358	

locally	tied,	and	the	song	is	reaching	an	audience	outside	it’s	primary	region.	An	example	359	

could	 be	 the	 song	 “I	 took	 a	 pill	 in	 Ibiza”	where	 you	 could	 see	 it	 began	 to	 blossom	 in	360	

Norway	 and	 Spain.	 We	 don’t	 know	 why,	 it	 might	 be	 that	 someone	 had	 made	 some	361	

campaigns	 some	 place,	 or	 that	 they	 did	 TV-shows,	 but	 you	 never	 know	what	 actually	362	

does	 it.	But	 then	you	can	see	 that	 this	 song	 in	principle	 could	also	work	here,	but	 if	 it	363	

only	grows	inside	the	local	region,	it	can	be	hard.	Whereas	if	you	can	see	it	growing	80	364	

different	 places	 independent	 from	 each	 other,	 and	where	 it	 receives	 attention	 on	 the	365	

social	media	and	 it	 tops	 the	playlist	and	different	charts,	 then	you	can	 think,	 this	song	366	

could	probably	do	good	here	in	Denmark	if	we	run	it.	And	then	there	is	also	some	that	367	

needs	more	time,	 it’s	all	about	timing,	and	if	you	get	it	right,	you	end	up	very	satisfied.	368	

It’s	much	easier	to	follow	the	songs	today,	we	can	see	that	this	ong	has	already	sold	10	369	

million	copies	in	Spain,	and	it’s	still	rising	so	lets	try	it,	in	the	old	days	it	was	only	their	370	

information,	but	today	we	have	access	to	the	same	information	as	they	have	down	there,	371	

now	 you	 could	 in	 principle	 follow	 some	 UK	 garage-environment	 on	 equal	 manner	 as	372	

those	 that	 are	 in	 the	environment,	 you	only	need	3	 links.	 It’s	 can	also	be	as	 simple	as	373	

looking	on	the	social	media,	Spotify	and	Youtube	etc.	it’s	something	we	started	seeing	5	374	

years	ago,	when	Cheff	Records	began.	They	created	such	massive	exposure,	before	we	375	

even	had	the	chance	to	look	around,	and	that	created	some	recognition.	376	

J:	These	initiatives	you	have,	 ’Karrierekanonen,’	P3	Guld	or	 ’Ugens	uundgåelige’	and	so	377	

on,	is	this	something	you	yourself	has	put	forth,	or	is	it	a	part	of	the	strategy	of	you	being	378	

a	public	service	channel,	which	has	to	play	a	lot	of	Danish	music?		379	

L:	It’s	something	we’ve	put	up	ourselves,	and	then	it	has	become	a	part	of	the	strategy.	380	

P3	Guld	was	 at	 that	 time,	 or	 at	 least	 so	 I’ve	 heard,	 insulted	 by	 the	 fact	 that	DMA	was	381	

being	moved	from	DR1	to	TV2,	so	it	wasn’t	because	of	some	noble	motive.	Someone	just	382	

came	 to	 the	 conclusion	 that	 it	would	 be	 stupid	 having	 2	 of	 these	 shows,	 so	we	made	383	

something	with	all	the	new	music	instead,	and	that	became	a	part	of	our	DNA.	So	it’s	not	384	

always	 the	motive	 that’s	 the	most	beautiful,	 but	 that	doesn’t	mean	 the	 result	 can’t	 be.	385	

‘Karrierekanonen’	was	 forged	 out	 of	 all	 the	 English	music	 so	we	wanted	 to	 recognize	386	
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some	of	those	who	were	singing	on	Danish.	But	you	can	sing	in	English	now,	you’ve	been	387	

able	 to	 for	 a	 long	 time,	 but	we’ve	 just	 kept	 this	 platform	 for	 talent	who	 can	 produce	388	

some	 names	 in	 places	 where	 they	 might	 not	 have	 gotten	 forth	 without	 it.	 ‘Ugens	389	

Uundgåelige’	was	an	old	morning	radio	concept	where	they	picked	one	song,	and	played	390	

it	a	lot,	and	then	someone	saw	that	this	was	something	that	the	audience	really	noticed.	391	

So	there	is	a	 lot	of	things	that	have	come	through	the	backdoor,	 it’s	rare	that	someone	392	

actually	has	a	strategy,	where	they	need	a	special	kind	of	brand,	it	rarely	works	on	P3.	It	393	

usually	works	better	when	someone	had	an	 idea	and	5	years	 later	 it	 all	of	 the	sudden	394	

just	blossoms,	things	grow	and	you	find	out	it	might	have	a	completely	other	value	then	395	

what	you	thought	it	to	be.	It	has	to	come	from	the	hosts	and	the	programs	themselves,	396	

and	sometimes	they	hit	a	golden	vein.	397	

J:	 Just	 to	get	back	to	 the	point	about	you	being	targeted	at	 the	moment,	or	 throughout	398	

the	summer.	It	has	flourished	through	the	summer,	what’s	your	attitude	towards	it?	399	

L:	To	which	part?	There	were	a	lot	of	aspects.	400	

J:	The	part	about	you	being	narrow	minded,	and	 that	you	are	a	public	 service	channel	401	

that	is	supposed	to	be	showing	more	diversity?		402	

L:	Funnily	enough,	we	don’t	think	so	ourselves,	but	you	have	to	look	at	those	who	says	403	

these	things,	where	they	are	in	life,	how	old	they	are	and	what	genre	they	come	from.	I	404	

can’t	recall	 ‘Ukendt	Kunstner’	said	these	things,	and	I	don’t	 think	that	the	audience	we	405	

have	now	says	these	things.	It’s	people	who	remembers	a	different	P3	back	from	the	90’s	406	

and	00’s,	and	when	they	turn	in	now	they	see	some	orange	guy,	who	can’t	speak	Danish	407	

whom	is	a	son	of	a	rocker	and	gets	played	all	the	time	with	a	song	called	‘Orale’	I	mean,	408	

what’s	 that	 all	 about	 you	 might	 think	 if	 you	 study	 music.	 I	 can	 see	 that	 it	 can	 be	409	

exhausting	if	they	are	wishing	for	some	Loveshop	music,	but	that’s	how	it	is	every	time	a	410	

generation	leaves	P3,	then	P3	gets	a	greeting	and	gets	told	how	completely	hopeless	and	411	

ridiculous	it	is.	But	I	usually	just	take	it	as	a	sign	of	envy,	and	that	we	are	doing	the	right	412	

thing.	You	could	take	Crazy	Daisy	in	Horsens	and	think,	“okay,	I	might	be	too	old	for	this”	413	

which	you’d	have	to	admit,	so	I	think	everybody	should	go	home	and	study	or	just	meet	414	

some	other	place	and	have	a	talk,	instead	of	this.	Where	it’s	probably	just	me	that’s	too	415	

old	for	it.	Did	I	just	compare	Crazy	Daisy	in	Horsens	to	P3?	No	I	didn’t,	but	more	like	if	416	

we	can	see	that	Henrik	Marstal	thinks	this	 is	a	really	great	 idea,	then	it’s	probably	not,	417	

since	he	is	60	years	old.	418	

J:	What	do	you	think	about	Politiken	and	how	active	they’ve	been	in	this	debate,	or	them	419	

having	brought	this	many	contributions	to	the	debate?	420	

L:	Well,	what	do	you	say?	It’s	fine	that	there	is	some	that	want’s	to	discuss	it,	and	it’s	fine	421	

that	people	want	 to	bring	 it	up.	We	contacted	 them	regarding	 the	numbers	 they	were	422	
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using,	 the	 4	 journalist	 interns	 that	 have	 brought	 this	 together,	 which	 were	 pretty	423	

unlucky,	and	 they	didn’t	want	 to	 change	anything	 in	 it.	That’s	one	of	 the	problems	we	424	

have	when	a	journalist	begins	their	story,	and	think	to	themselves	now	it’s	almost	done,	425	

then	they	call	me	when	it’s	80%	done	and	then	I	show	them	things	in	another	context,	426	

then	 they	 just	 say	 that’s	 going	 to	 have	 to	 be	 a	 follow	up	 story,	 because	we’re	 already	427	

pretty	much	done	with	this	one.	That’s	a	bit	unlucky,	but	that’s	just	how	the	game	is,	so	428	

it’s	not	something	you	see	us	crying	about.	P3	will	always	be	a	channel	in	opposition	to	429	

the	 older	 generations,	 and	 if	 we	 aren’t	 exactly	 that,	 then	 something	 isn’t	 right.	 What	430	

comforts	me	is	that	I	know	everybody	that	knows	just	a	little	about	this	is	also	thinking	431	

we	actually	want	you	 to	play	even	 less	artists	here	on	P3	and	 focus	more	on	 the	right	432	

ones,	 the	 older	 generation	 are	 never	 going	 to	 understand	 the	 concept	 of	 P3,	 we	 will	433	

never	win	a	price	that	says	“now	all	people	understand	why	the	median	lies	with	P3.”	434	

J:	Have	you	felt	affected	by	this	debate?	435	

L:	There	is	some	idea’s	that	get	affected	by	it.	I’ve	been	in	the	game	for	many	years,	and	436	

this	comes	once	a	year,	then	there	is	one	angry	former	host,	whom	has	their	own	private	437	

project	they	need	financed,	or	who	needs	some	shine	because	no	one	is	paying	attention	438	

to	them	anymore	since	they	are	not	on	the	radio,	then	the	person	will	make	a	statement	439	

and	trash	talk	everything,	and	then	the	day	after	P3	Guld	have	an	interview	about	why	–440	

factor	 Martin	 is	 a	 genius,	 as	 long	 as	 the	 person	 gets	 attention.	 But	 there	 are	 other	441	

concerns	 that	 stress	 a	 bit	 more	 than	 that,	 when	 Politiken	 writes	 some	 story	 or	442	

something	 like	 that,	 but	 our	 audience	 doesn’t	 read	 Politiken,	 it’s	 just	 some	 academic	443	

thing	going	on	in	Frederiksberg,	and	you	have	to	remember	that.	Are	we	having	exciting	444	

fundamental	discussions,	when	were	out	talking	to	Koda	and	all	the	other	organizations,	445	

and	it’s	fine	talking	to	them,	but	I	doesn’t	really	have	much	to	do	with	P3,	we	watch	out	446	

for	 our	 target	 audience,	 and	 we	 do	 what	 is	 right	 to	 bring	 in	 the	 artist	 that’s	 fits	 our	447	

profile.	I	can	see	that’s	it’s	hard	being	an	artist	that	there	is	no	demand	for,	but	even	if	448	

we	played	it	from	morning	till	evening,	we	would	never	make	someone	between	20	and	449	

30	years	find	what	you	make	interesting.	Even	if	we	played	it	every	second	song,	there	is	450	

just	no	demand	for	it,	then	people	would	just	go	to	Spotify	or	Youtube	or	Soundcloud	or	451	

some	 record	 store.	 We	 can	 only	 blow	 something	 that	 has	 an	 interest	 already,	 but	 it	452	

inspires	confidence	to	think	that	we	can	pull	something	over	people’s	heads	which	they	453	

don’t	want,	 things	 just	doesn’t	work	that	way.	 I	can	understand	the	artist’s	 frustration,	454	

when	they	make	music	that	there	isn’t	a	big	demand	for,	but	that’s	 just	how	it	 is,	what	455	

can	I	do?	456	

J:	Who	is	P3’s	biggest	competitor?	457	
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L:	 Everyone	 else,	 Netflix,	 Facebook,	 P1	 anything	 you	 can	 spend	 your	 attention	 on.	458	

There’s	none	of	them	you	consider	an	enemy,	because	we	can	see	that	people	still	use	a	459	

lot	 of	 time	 on	 P3	 but	we	 are	 departing	 a	 bit	 to	 Facebook,	Netflix,	 HBO	 or	 Youtube	 or	460	

something	else.	And	that’s	just	fine,	we	sometimes	get	inquiries	from	people	who	listen	461	

to	 the	 show	 for	 12	 hours	 straight,	where	 you	 think	 “You	 need	 to	 get	 outside	 and	 get	462	

some	 fresh	air,	do	you	know	Facebook?	There	 is	a	 lot	of	other	exciting	 things	 to	do.”	 I	463	

remember	how	it	was	back	in	the	days,	when	there	only	was	3	radio	stations,	and	1	TV	464	

channel,	 it	was	quite	awful	actually.	It’s	very	good	that	there	are	others	whom	are	also	465	

able	to	break	artists,	 like	Spotify,	Youtube	and	Soundcloud	and	stuff	 like	that,	 then	the	466	

pressure	on	us	drops	a	little,	we’re	not	the	only	ones	that	can	bring	something	forth,	and	467	

that’s	only	a	good	thing.	468	

J:	Who	is	the	most	powerful	in	the	Danish	music	industry?		469	

L:	 It’s	 those	who	use	 the	music.	 If	you	 include	 it	 in	your	playlist,	buy	 it	or	go	 to	see	 it,	470	

then	you’re	the	one	deciding.	We	play	a	lot	of	things	that	never	generate	that	mass	hype,	471	

but	 a	 lot	 of	 people	 says	 that	 it	 is	 P3,	 just	 go	 to	 a	 party	 then	 you	will	 see	 that	 it’s	 the	472	

people	controlling	the	music,	what	gets	played	and	what	doesn’t	get	played.	473	

If	one	of	your	 friends	says:	 “listen	 to	 this	 track,	 it’s	 amazing”,	 it	will	matter	10	million	474	

times	more,	 than	 what	 we	 are	 playing	 on	 the	 radio,	 because	 your	 friend	 has	 already	475	

convinced	you	 that	he	have	a	decent	musical	 taste.	But	 it’s	also	different	 from	song	 to	476	

song,	or	genre	to	genre,	but	I	stick	to	the	fact	that	it’s	the	users	who	decide.		477	

J:	You,	 Lars,	 has	been	 called	 the	most	powerful	man	 in	Danish	music	 industry,	do	you	478	

agree?	479	

L:	It	would	be	strange	if	I	sat	here	and	just	agreed	with	it,	wouldn’t	it?	It	might	sound	like	480	

affectation,	 but	 no.	 You	 try	 standing	 on	 Sundbyvester	Plads	with	 two	 crying	 kids,	 and	481	

then	you	won’t	 feel	 that	powerful.	But	maybe,	a	 lot	of	people	say	so,	but	 it’s	not	really	482	

something	we	spend	any	energy	on,	because	power	isn’t	our	game.	I	feel	utterly	touched	483	

when	I	stand	at	P3	Guld	and	see	someone	like	Thøger	Dixgaard	who	comes	in	and	looks	484	

like	someone	who	shat	himself,	and	then	36	hours	later	he’s	just	shining	and	everything	485	

makes	 sense.	 But	 it’s	 not	 something	 like	 “we	 played	 him	 first,	 without	 us	 he	 was	486	

nothing”	As	long	as	I	get	those	feelings	then	I	don’t	think	the	power	deal	is	that	exciting.	487	

You	could	always	 fine	someone	that’s	more	powerful	 in	some	other	context,	but	 that’s	488	

not	really	 that	exciting,	but	 I’ve	always	 felt	 that	we	should	use	 the	 fact	 that	we	have	a	489	

large	audience,	 and	 I	 think	 that	we	do,	but	 in	 regards	 to	 the	power	 thing,	 then	 I	don’t	490	

know.	491	

J:	Would	you	like	to	distance	yourself	from	it?	492	
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L:	No,	not	from	the	responsibility	we	have,	and	the	enthusiasm	we	feel	by	bringing	forth	493	

new	Danish	music,	I	don’t	want	to	distance	myself	from	that.	Power	is	just	a	word	that	494	

people	are	going	to	have	trouble	with.	495	

We	don’t	feel	that	we	are	powerful,	but	more	that	we	are	acting	responsible.	We	can	se	496	

how	much	new	music	we	break	and	how	often	we	are	affecting	those	being	interested	in	497	

new	music.	498	

J:	Do	you	feel	responsible?	499	

L:	Yes	we	do,	very	responsible,	and	you	can	see	that	in	just	how	much	we	put	forth	and	500	

how	much	we	interact	with	the	people	who	show	interest	 in	new	music.	We	also	have	501	

interests	 in	new	Danish	music.	 It’s	not	 like	we	 just	have	 to	 find	someone	new,	and	we	502	

end	up	saying,	how	about	that	one,	so	we	can	get	back	to	what	we	really	have	interest	503	

for.	 If	 that’s	how	things	worked	then	I	wouldn’t	be	able	to	stand	it,	people	are	actively	504	

interested	about	 it	 and	enthusiastic,	 and	 I	 think	 that’s	 the	most	 important.	Then	 there	505	

are	other	who	will	have	a	 look	at	how	much	we	 fill,	 and	what	we	mean	 to	 the	Danish	506	

music.	Someone	once	told	me	that	he	was	at	a	“Trillingsgaard-meeting”	where	they	were	507	

sitting	and	trying	to	guess	what	kind	of	music	I	liked,	it	sounds	exciting	but	I	don’t	want	508	

to	ask	to	many	questions,	because	 if	you	get	caught	up	 in	the	attitude	that	 it’s	exciting	509	

what	people	think	that	I	am,	then	things	will	probably	end	up	in	a	bad	way.		510	

J:	You	don’t	have	any	pointers	for	a	hit?	Is	it	just	100%	down	to	what	you	feel	about	it?	511	

L:	No	it	isn’t,	there	is	a	lot	of	ingredients.	Every	time	you	try	to	break	it	down,	you	could	512	

try	yourself	 to	explain	 in	4	sentences	how	to	 tie	a	bow,	 it’s	way	easier	 to	 just	 show	 it,	513	

where	 it’s	 the	 same	 regarding	music.	Everyone	knows	 intuitively	 that	when	 they	hear	514	

Billy	 Jean	 with	 Michael	 Jackson,	 that	 it’s	 a	 great	 track,	 but	 you	 don’t	 say	 it’s	 solely	515	

because	of	the	 intro,	or	because	they	worked	on	the	drums	for	this	 long	or	some	third	516	

thing.	And	I	also	know	that	 there’s	something	with	those	Max	Martin,	where	some	has	517	

calculated	a	pattern.	But	it’s	like	when	you	watch	a	magician,	then	I	like	to	think	that	the	518	

card	has	actually	vanished,	and	that	I	don’t	need	to	know	what	really	happened.	I	have	to	519	

stay	in	the	belief	that	when	a	song	comes	and	you	can	feel	when	the	chorus	is	about	to	520	

come	your	endorphins	release	or	you	get	moved	by	the	song	in	some	way,	or	possibly	a	521	

third	outcome,	 then	 I	have	 to	believe	 that	 there’s	some	kind	of	magic	going	on,	 I	don’t	522	

have	to	know	that	it	started	at	C	and	now	it	goes	to	F	because	the	repetition	of	the	piano	523	

comes	 from	here,	 and	 that’s	why	 you	 feel	 it’s	 recognizable	 and	 safe.	 I	 try	 to	 preserve	524	

some	innocence	by	thinking	that	it	is	some	genius	moves	that’s	being	made,	and	not	just	525	

a	 construction	 of	 a	 number,	 even	 though	 that	 is	 exactly	what	 it	 is.	 It’s	 the	 same	 thing	526	

with	food,	they	also	work	with	sweet	and	salty	and	if	they	do	it	right	we	become	filled	527	

with	joy	when	it	enters	our	mouth,	and	you’re	not	supposed	to	know,	just	how	much	of	528	
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the	 different	 things	 that	 are	 in	 or	 how	 they	 did.	 I	 usually	 say	 in	 a	 bit	 of	 an	 Amager-529	

fashion	 that	 sausages,	pop	and	pornography	 is	 something	you	don’t	need	 to	know	 the	530	

process	of,	you	just	enjoy	the	result.	If	you	know	the	process	of	getting	the	final	product	531	

then	 it	 becomes	 harder	 to	 enjoy	 the	 final	 result.	 That’s	why	 I	 have	 to	 distance	myself	532	

from	the	pop	music	in	9	out	of	10	cases,	I	mean	I	understand	the	construction	of	it,	I	also	533	

understand	why	 someone	 like	 Justin	Bieber	used	Kygo	 sound	on	his	 latest	 single,	 and	534	

why	 he	 did	 that	 interview,	 and	why	 he	 got	 arrested,	 why	 it	 was	 clever	 and	 all	 those	535	

things.	 I	 think	 it’s	about	preserving	some	kind	of	 innocence,	 so	you	can	 feel	moved	by	536	

seeing	 someone	 like	 Thøger	 Dixgaard	 singing	 with	 Thomas	 Helmig.	 Justin	 Bieber,	537	

Skrillex,	Kygo,	what’s	not	to	like.	538	


