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ABSTRACT	

Benefits	resulting	from	widely	noticed	practical	application	of	the	theory	of	trust	in	various	

business	activities	have	been	recognized	and	gained	significant	attention.	However,	in	some	

areas	 of	 business,	 such	 as	 music	 industry,	 the	 topic	 remains	 unexamined.	 Furthermore,	

disruptive	 technological	 development	 contributed	 to	 rapid	 growth	 of	 independent	 music	

production	generating	the	need	for	business	collaboration	with	partners	who	help	artists	to	

manage	non-creative	tasks.	The	specific	nature	of	music	projects,	stemming	from	passion	to	

create,	 imposes	 a	 presumption	 that	 the	 collaboration	 between	 musicians	 and	 business	

service	providers	may	be	also	specific.		

The	 paper	 seeks	 to	 develop	 a	 link	 between	 trust’s	 influence	 on	 collaboration	 and	 the	

independent	 music	 industry.	 The	 main	 purpose	 of	 the	 research	 is	 to	 examine	 how	

independent	musicians	 emphasize	 the	 importance	 of	 trust	 in	 collaboration	with	 business	

service	providers.	 Investigating	 the	 topic	 from	musicians’	 perspectives	 enables	 to	 identify	

what	 kind	 of	 trust	 they	 expect,	 how	 they	 evaluate	 the	 trustworthiness	 of	 the	 business	

service	provider	and	which	factors	they	prioritize	when	they	make	a	decision	to	collaborate,	

as	well	as	what	kind	of	trust	they	demand	to	maintain	collaboration.	This	approach	provides	

practical	 insight	 that	 may	 contribute	 to	 the	 general	 enhancement	 of	 collaborations	 as	 it	

provides	knowledge	that	could	be	used	to	better	address	musicians’	needs.	

The	author	attempts	a	better	understanding	of	 this	event	by	designing	a	case	study	 in	 the	

independent	 Danish	music	 industry.	 In-depth	 interviews	with	 a	 group	 of	 six	 independent	

Danish	musicians	representative	for	the	whole	society,	constitute	an	empirical	basis	of	the	

study.	The	research	is	conducted	with	help	of	two	key	informants	considered	to	be	market	

specialists.	Moreover,	data	is	analysed	through	the	application	of	Model	of	Trust	(Mayer	et	

al.,	1995)	considered	as	one	of	the	most	robust	theoretical	models	ever	developed.	

The	 research	 reveals	 that	 trust	 has	 great	 importance	 for	 independent	 Danish	 musicians,	

who,	 in	most	 cases,	 in	 order	 to	 start	 collaboration	 require	 to	 have	 already	 developed	 an	

interpersonal	relationship	with	the	other	party.	Furthermore,	the	study	concludes	that	in	a	

long-run,	an	interpersonal	high-trust	bond	is	necessary	to	maintain	collaboration.	

Keywords:	 trust,	 collaboration,	 music,	 independent	 musicians,	 Denmark,	 music	 business	
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1.	INTRODUCTION	

The	 concept	 of	 trust	 has	 been	 researched	 for	 almost	 60	 years	 (Lewicki,	 Tomlinson,	&	

Gillespie,	 2006).	However,	 it	 has	 been	during	 the	 last	 twenty	 years	 that	 the	 theory	 of	

trust	has	been	applied	to	various	organizational	problems	(Kramer	&	Cook,	2007),	and	

within	 this	 application	 positive	 relationships	 between	 trust	 and	 organizational	

effectiveness	have	been	noticed	and	accordingly		gained	on	importance	(Dirks	&	Ferrin,	

2001;	Shockley-Zalabak,	Ellis,	&	Winograd,	2000).	Partnerships	based	on	collaboration	

and	mutual	trust	in	many	cases	have	been	recognized	as	more	efficient	than	those	based	

upon	hierarchy,	control	and	coordination	(G.	R.	Jones	&	George,	1998;	Lewicki	&	Bunker,	

1996).	 This	 development	 has	 manifested	 in	 organizational	 strategies	 that	 take	 into	

account	 the	 aspect	 of	 trust	 (Höhmann	 &	 Welter,	 2004;	 S.	 L.	 Jones,	 Fawcett,	 Wallin,	

Fawcett,	&	Brewer,	2014;	Teng	&	Das,	1998)	as	a	main	factor	facilitating	collaboration	

(Lewicki	&	Bunker,	1996).		

Trust,	 and	 its	 link	with	 successful	 collaboration,	 has	 been	 investigated	 from	 different	

angles	and	 in	different	 industries	 (Rousseau,	Burt,	Sitkin,	&	Camerer,	1998).	However,	

there	 has	 been	 relatively	 limited	research	 done	 on	 trust	 in	 the	 creative	 industries.	

Although	scholars	have	discussed	issues	related	to	trust	or	indicating	its	importance,	it	

has	not	been	the	main	focus	of	 their	studies	(Alvarez,	Mazza,	Strandgaard	Pedersen,	&	

Svejenowa,	2005;	Svejenowa,	Pedersen	Strandgaard,	&	Vives,	2011).		

One	 industry	 that	 could	 especially	 benefit	 from	 research	 pertaining	 to	 trust	 in	 the	

context	of	collaborations	is	music	industry.	This	is	due	to	the	fact	outside	of	the	formal	

structures	 of	 record	 companies	 and	 intellectual	 property	 law,	 the	 music	 business	 is	

permeated	 by	 informal	 collaborations	 that	 are	 facilitated	 by	 trust	 (Lorenzen	 &	

Frederiksen,	2005).	This	relational	factor	may	be	taken	for	granted	by	the	actors	within	

this	field,	but	it	has	yet	to	receive	descriptive,	in-depth	analysis	in	terms	of	how	trust	is	

established	and	maintained	in	this	notoriously	cut-throat	business.		

The	global	market	for	music	is	dominated	by	a	number	of	major	record	labels.	However,	

in	 recent	 years	 independent	 music	 ventures	 have	 been	 able	 to	 gain	 importance	 and	

gradually	 increase	 market	 share	 (WIN,	 2015),	 mostly	 due	 to	 efficient	 leveraging	 of	
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possibilities	 created	by	disruptive	digitalization	 and	 its	 implications.	Nonetheless,	 this	

market	trend	is	not	reflected	in	increased	interest	of	academic	research	on	independent	

musicians,	 especially	 in	 regards	 to	 their	 needs	 as	 customers.	 While	 Hracs	 (2012)	

outlines	the	possible	 limitations	of	 the	Do-It-Yourself	Model	and	proposes	outsourcing	

of	services	as	a	solution,	and	which	such	services	are	the	most	needed	is	a	subject	that	

has	been	examined	in	relation	to	this	(Gao	et	al.,	2009).	Examinations	so	far	have	tended	

to	 focus	 on	 functional	 selection,	 but	 few	 studies	 have	 asked	 what	 are	 artists’	 actual	

expectations	 in	 regards	 to	 the	nature	of	 collaboration	with	 those	who	 take	care	about	

musician’s	businesses.	Arriving	at	the	focus	of	this	thesis,	it	is	assumed	that	investigating	

this	issue	will	help	to	better	understand	artists’	attitude	towards	their	relationships	with	

business	 partners,	 with	 the	 main	 focus	 at	 managers,	 promoters,	 independent	 record	

labels,	booking	agents	and	their	different	variances,	which	in	turn	could	lead	to	overall	

improvement	 in	 collaboration	 across	 different	 types	 of	 business	 services	 dedicated	 to	

musicians.	The	study	at	hand	attempts	to	address	this	topic.	

The	 sample	 under	 analysis	 includes	 six	 independent	Danish	musicians.	 As	 the	Danish	

market	is	relatively	small,	 it	 is	easier	to	obtain	a	representative	sample	that	accurately	

reflects	the	situation	within	this	particular	context.	

The	purpose	of	the	research	is	to	answer	the	following	question:	

How	 do	 independent	 Danish	 musicians	 emphasize	 the	 importance	 of	 trust	 in	

collaboration	with	business	service	providers?	

Followed	by	three	sub-questions:	

1st	Sub-question:	what	do	 independent	Danish	musicians	expect	and	need	in	reference	

to	trust	between	them	and	business	service	providers?		

2nd	Sub-question:	how	do	independent	Danish	musicians	evaluate	trust?	

3rd	 Sub-question:	 what	 elements	 of	 trust	 do	 independent	 Danish	musicians	 prioritize	

and	how	do	they	develop	trust	with	their	business	partners?	
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In	 coherence	 with	 this	 purpose,	 the	 study	 presents	 the	 perspectives	 of	 independent	

Danish	musicians’	in	regards	to	trust	in	collaborations	with	business	service	providers.	

Accordingly,	the	objectives	are	to	provide	valuable	insights	that	indicate	what	musicians	

expect	 and	need,	 how	 they	 evaluate	 the	 importance	 of	 trust,	what	 they	 prioritize	 and	

how	 they	 develop	 trust	 –	with	 this	 serving	 as	 the	 basis	 for	 improvement	 of	 business	

services	needed	to	satisfy	independent	musicians	needs.	

The	structure	of	the	report	is	as	follows:	

	

	

	

Introduction

Case 
Description

Analysis

Theoretical 
Background

Methodology

Discussion

Implications

Conclusion

Provides insights about the music industry in general and about 
independent musicians and Danish music industry in detail. 

Presents the research methodology.

Introduces the topic and provides topic delimination and 
research question.

Provides an overview of theories of trust.  

Presents results in relation to existing theory. 

Shortly describes how the research question and sub-questions 
are answered. 

Provides theoretical implications and strategic advice for 
professionals working with independent musicians. 

Provides discussion beyond the analysis about possible 
findings generalization. 
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2.	THE	INDEPENDENT	DANISH	MUSIC	INDUSTRY–	CASE	

DESCRIPTION	

Denmark	is	considered	as	a	relevant	context	to	research	independent	musicians	as	it	is	

considered	as	a	strong	welfare	state	which	supports	independent	musicians,	while	they	

establish	 themselves.	 Thus	 these	 artists	 have	more	 autonomy	 in	 choosing	 the	 people	

and	organizations	 they	work	with.	Conducting	a	research	on	musicians	 from	Denmark	

enables	 to	 discover	 musicians’	 actual	 needs	 and	 desires	 in	 reference	 to	 partnerships	

with	 business	 service	 providers,	 because	 their	 choices	 are	 not	 biased	 by	 desperation,	

but	 rather	 based	 on	 a	 contemplation	 and	 reflection.	 The	 positive	 social-economic	

situation	of	Demark	is	especially	important	as	studies	conducted	in	other	markets	(the	

US,	 the	 Netherlands,	 and	 the	 UK)	 indicate	 that	 around	 90%	 of	 all	 musicians	 have	 a	

second	job	to	finance	their	music	activity,	what	significantly	limits	the	range	of	choices	

available	to	them	(Brown,	2012).		

Current	 research	on	 the	music	business	provides	 a	wide	 range	of	 perspectives	on	 the	

industry	 level.	 It	 includes	analyses	of	 the	state	of	affairs	 from	artists’	points	of	view	of	

their	music	or	the	industry	as	a	whole	(Brown,	2012;	Eikhof	&	Haunschild,	2006;	Hracs	

&	 Leslie,	 2014;	 Kubacki	 &	 Croft,	 2006),	 and	 also	 business	 perspectives	 and	 industry	

organizational	practices	 (Alexander,	1994;	Lorenzen	&	Frederiksen,	2005;	Lorenzen	&	

Maskell,	 2014;	Vaccaro	&	Cohn,	2004),	with	a	 focus	on	audience	perceptions	of	music	

(Gamble	 &	 Gilmore,	 2013;	 Thomas	 &	 Cutler,	 1994)	 or	 intermediaries’	 role	 and	

importance	 (Hodges,	 2006;	 Hracs,	 2013;	 Lizé,	 2016).	 As	 this	 report	 focuses	 on	

independent	 Danish	 musicians’	 perspectives	 of	 collaborations	 with	 external	 business	

service	 providers,	 this	 introduction	 also	 focuses	 on	 these	 particular	 aspects	 of	 the	

industry.	In	this	chapter,	I	firstly	present	facts	about	Danish	creative	industries,	and	then	

provide	 an	 overview	 of	 the	 characteristics	 of	 the	 music	 industry	 in	 particular.	 To	

understand	 the	market	 situation,	 I	use	numbers	 to	convey	current	 trends	and	present	

them	 as	 a	 consequence	 of	 digitalization,	 which	 is	 also	 treated	 as	 a	 precursor	 to	 the	

development	of	the	independent	music	industry.	Secondly,	insights	are	provided	on	both	

traditional	 and	 contemporary	 models	 of	 organizing	 tasks.	 The	 tasks	 shows	 the	

complexity	of	skills	needed	to	develop	a	musician’s	single	career.	Thirdly,	 the	need	for	
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outsourcing	is	presented	and	basic	functions	of	intermediaries	are	explained.	Fourthly,	

the	 importance	and	nature	of	 collaborations	 are	demonstrated	 in	 relation	 to	 evidence	

from	 the	 Danish	 music	 industry.	 Lastly,	 the	 chapter	 is	 concerned	 with	 describing	

characteristics	of	independent	artists.	Artists	are	crucial	figures	shaping	the	market	and	

they	are	inseparable	from	the	product	(Hracs	&	Leslie,	2014)	therefore,	in	order	to	fully	

understand	mechanics	 of	 the	market	 we	 need	 to	 understand	 artists’	 motivations	 and	

approach	to	music	projects.	

2.1 Music	Industry	

The	music	 industry	 is	 considered	 as	 a	 part	 of	 creative	 industries,	which	 according	 to	

Caves	 (2000,	 p.	 1)	 as	 supply	 goods	 and	 services	 that	 are	 broadly	 associated	 with	

cultural,	 artistic,	 or	 simply	 entertainment	 values.	 Danish	 Creative	 Industries	 Report	

(2013)	 indicates	on	 their	 importance	 in	 the	 innovative	development	of	 the	 rest	of	 the	

business	 sector	 through	 applying	 creative	 competencies	 in	 advertisement,	 design,	

development,	and	marketing.	Denmark’s	creative	 industries	are	considered	strong	and	

growing	 -	 in	 2010	 employed	 over	 85	 000	 people	 and	 had	 revenue	 of	 about	DKK	200	

billion	what	represents	6-7%	of	total	revenue	and	employment	in	Danish	business	and	

industry	sectors.	However,	this	positive	result	is	mainly	caused	by	the	design	industry,	

which	revenue	grew	by	60%	from	2003	to	2010.	At	the	same	time,	the	music	industry	

noted	50%	drop	in	revenue	(The	Danish	Government,	2013),	what	is	a	consequence	of	

industry	transition	and	lack	of	new	business	models	focused	on	online	streaming	(IFPI,	

2017).		

Music	Business	focuses	on	recording	and	releasing	music,	it	includes	companies	that	are	

considered	as	cultural	intermediaries	e.g.	record	labels,	management	companies	as	well	

as	 organizations	 supporting	 musicians	 or	 manufacturing	 musical	 instruments	 (Music	

Industry	 Government,	 2013).	 Both,	 global	 and	 Danish	 industries	 are	 dominated	 by	

multinational	 organizations,	 so-called	 majors	 (Burnett,	 1996;	 Hracs,	 2012;	 Music	

industry	 Government,	 2013).	 The	 big	 three:	 EMI-Universal	 Music,	 Sony	 Music	 and	

Warner	 Music	 (IFPI,	 2017)	 share	 the	 battlefield	 with	 numerous	 independent	 record	

labels	 and	 other	 cultural	 intermediaries,	 together	 providing	 diverse	 music	 content	
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(Brown,	2012).	Labels	are	considered	as	 indies	 if	are	economically	 independent	of	 the	

conglomerates	(WIN,	2015).		

Industry	reports	show	that	same	trends	are	observed	at	both	global	and	Danish	music	

markets:	the	majority	of	global	and	Danish	revenues	come	from	streaming,	and	on	both	

markets,	 physical	 music,	 sales,	 and	 download	 revenues	 are	 shrinking	 on	 the	 before	

mentioned	 markets	 (IFPI,	 2017;	 WIN,	 2015).	 Foregoing	 trends	 are	 results	 of	 digital	

development	 that	disturbed	 the	music	 industry.	 Stable	growth	of	CD	sales	ended	with	

MP3	 Crisis,	 which	 caused	 rapid	 growth	 of	 illegal	 downloading	 and	 extreme	 drop	 in	

labels	 revenues.	 Further	 technological	 development	 and	 pay-per-song	 iTunes	 model	

combined	 with	 doubtful	 strategic	 choices	 made	 by	 record	 labels	 and	 lack	 of	 proper	

legislation	 cost	 labels	 losses	 counted	 in	millions	 of	 dollars	 and	persistently	 changed	 a	

distribution	of	power	 in	 the	music	 industry	 for	 good,	making	 iTunes	and	other	online	

distributors	significant	intermediaries	(Hracs,	2012).	According	to	IFPI	(2017),	revenues	

of	the	whole	global	industry	had	been	dropping	from	1999	until	2014	when	the	upward	

trend	occurred	boosted	by	streaming	revenues	resulting	in	a	slight	increase	in	revenues	

in	2015	and	2016.		

Due	to	the	above	mentioned	market	changes	major	record	labels	became	extremely	risk-

averse,	what	translated	into	a	small	number	of	artists	signed	and	limited	music	genres	

promoted	by	majors,	which	restricted	their	investments	to	lucrative	endeavors	(Hracs	&	

Leslie,	 2014;	 Vaccaro	 &	 Cohn,	 2004).	 At	 the	 same	 time,	 due	 to	 the	 technological	

development,	 entry	 barriers	 lowered	 to	 the	 extent	 enabling	 cheap	 independent	music	

production.	 Many	 musicians	 took	 this	 advantage	 and	 produced	 music	 from	 home	

developing	 their	 careers	 independently.	 Additionally,	 new	 independent	 labels	 were	

established	and	enhanced	by	the	opportunities,	offered	deals	to	artists	who	did	not	have	

chances	for	a	record	contract	(Hracs,	2013).		

Independent	 record	 labels	 offset	 commercial	 music	merchandised	 by	majors	 through	

operating	 on	 the	 niche	 markets,	 providing	 musicians	 artistic	 freedom	 and	 creative	

control	over	their	projects,	as	a	result	contributing	to	the	vivid	and	diverse	music	scene	

(Brown,	 2012).	 For	 this	 reasons,	 the	 independent	 market	 is	 growing.	 In	 2015	 global	

indies	 generated	 $5631	 million	 estimated	 at	 38%	 of	 the	 total	 market	 revenue	 and	
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independent	Danish	 labels	 revenue	were	 $20	million,	 accounting	 for	 20%	of	 the	 total	

Danish	market	revenue	based	on	copyrights	ownership	(WIN,	2015).	

2.2 Key	Activities	In	The	Music	Industry	

Danish	 market	 is	 split	 between	 the	 three	 major	 record	 labels	 and	 multiple	 indies	

supported	by	other	 freelancing	 intermediaries,	non-profit	organizations	and	small	and	

medium	enterprises	(SMEs).	It	can	be	easily	inferred	that	major	and	independent	labels	

or	self-employed	musicians	organize	projects	differently	because	they	differ	from	each	

other	significantly	in	scale	and	scope	of	operations.	In	the	following	section	two	different	

models	 of	 organizing	 key	 activities	 in	 the	 industry:	 Traditional	 Model	 of	 Specialized	

Activities	 in	 the	 music	 industry	 and	 Do-It-Yourself	 Model	 are	 presented.	 Afterwards,	

cultural	intermediaries	and	other	supporting	companies	are	introduced	as	they	have	an	

important	role	on	the	market;	examples	from	Danish	Industry	are	given	throughout	the	

whole	section.	

2.2.1 Traditional	Model	Of	Specialized	Activities	In	The	Music	Industry	

The	 traditional	 model	 of	 specialized	 activities	 (Figure	 1)	 in	 the	 music	 industry	

developed	by	Scott	(2000)	presents	activities	associated	with	a	typical	360°	deal	offered	

by	 a	 global	 record	 label,	 which	 recruits	 an	 artist	 and	 organizes	 its	 career	 from	 the	

bottom	to	the	top.	What	is	characteristic	for	major	labels	is	that	all	the	services	are	kept	

in-house	and	that	with	one	record	contract	artists	automatically	have	access	to	all	kinds	

of	 experts	 and	 services	 that	 are	 offered	 in	 the	 industry.	 Majors	 provide	 a	 range	 of	

specialists	supporting	creative	tasks	e.g.	songwriters,	producers	or	sound	engineers	as	

well	as	services	for	non-creative	tasks	like	career	management,	legal	services,	publishing	

houses,	marketing,	distribution	or	album	manufacturing	(Hracs,	2012).	For	artists	 this	

kind	 of	 cooperation	 has	 many	 advantages,	 especially	 opportunity	 to	 work	 with	 huge	

budgets	 they	 could	 never	 gather	 on	 their	 own	 or	 receive	 from	 independent	 labels.	

Moreover,	 artists	working	with	majors	do	not	need	 to	possess	business	 skills	 and	can	

solely	focus	on	the	creative	part.	However,	this	type	of	cooperation	also	requires	many	

artistic	compromises	and	giving	away	control	over	most	of	the	decisions	(Hracs	&	Leslie,	

2014;	Scott,	2000;	Vaccaro	&	Cohn,	2004).	
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Figure	1	Traditional	Model	of	Specialized	Activities	in	The	Music	Industry	

	

Source:	Adapted	from	Scott	(2000)	

Beside	traditional	360°	record	contracts,	majors	offer	more	flexible	deals	e.g.	distribution	

contracts	 giving	 an	 artist	 access	 to	 its	 global	 distribution	 channels	 (Vaccaro	 &	 Cohn,	

2004).	This	 kind	of	 contracts	 are	 very	desirable	because	 an	 artist	 is	 exposed	 to	many	

more	markets	and	label	can	utilize	its	infrastructure	with	relatively	little	cost	allowing	to	

diversify	risk.	While	at	the	first	glance	these	kinds	of	agreements	may	look	like	heaven,	

the	 truth	 is	 they	 are	 mostly	 offered	 to	 already	 established	 artists.	 Conglomerates	

cooperate	 only	 with	 highly	 sellable	 artists	 (Lizé,	 2016),	 therefore,	 usually,	 upcoming	

musicians	before	being	signed	have	to	prove	they	can	successfully	develop	their	careers	

on	 their	 own,	 release	 their	 music	 independently,	 simultaneously	 attracting	 a	 big	

audience	(Brown,	2012).		

2.2.2 Contemporary	Do-It-Yourself	Model	

The	hegemony	of	majors	was	disrupted	by	 independent	music	production	 and	 record	

contract	 is	 not	 an	 every	 musician	 dream	 anymore.	 Hracs	 and	 Leslie	 (2014)	 provide	

statistical	data	indicating	that	in	Canada	over	95%	of	all	musicians	remain	independent.	

Their	 situation	 does	 not	 result	 from	 lack	 of	 governance,	 but	 indicates	 shifting	 to	 self-
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management	 business	models	 (McRobbie,	 2002).	Many	 indies	 are	 launched	by	 one	 or	

two	people	who	have	an	interest	in	a	specific	niche	genre	or	by	musicians,	who	simply	

want	 to	 release	 their	 own	 albums	 without	 any	 artistic	 compromises	 or	 copyrights	

transfers	 (Hracs,	 2013).	 In	 this	 sense,	 indies	 grow	 local	 talents,	 provide	 cultural	

diversity	and	remain	the	main	source	of	innovation	on	the	music	scene	(WIN,	2015).		

Even	though	the	 independent	market	 is	diverse,	usually	 independent	record	labels	are	

launched	 by	 a	 small	 group	 of	 self-employed	musicians	 who	 decide	 to	 formalize	 their	

activity	and	co-operate	in	order	to	bring	together	different	skills	and	release	music	they	

love	more	easily	(WIN,	2015).	Organizational	practices	of	typical	independent	musicians	

and	independent	labels	are	similar	because	their	endeavours	are	similar	and	based	on	a	

need	 to	 remain	 artistic	 but	 at	 the	 same	 time	 entrepreneurial.	 For	 this	 reason,	 a	 term	

indie	 is	 variably	 used	 to	 name	 both:	 independent	 labels	 and	 independent	 musicians.	

Typically,	indies	try	to	be	self-reliant	and	specialize	in	many	fields,	organizing	the	whole	

project	on	their	own,	working	with	limited	budgets,	skills,	and	access	to	the	professional	

network	(Brown,	2012).		

Accordingly,	 a	 Contemporary	DIY	Model	 (Figure	 2),	which	 specifies	 creative	 and	non-

creative	tasks,	associated	with	individual	music	production,	refers	to	both	independent	

artists	and	labels.	The	model	presents	responsibilities	that	if	managed	properly	should	

enhance	music	career.	The	following	model	is	a	proposition	for	a	self-managed	indie,	but	

it	includes	the	same	tasks	as	Traditional	Model	of	Specialized	Activities,	which	is	based	

on	work	of	dozens	of	people.	Therefore,	Do-It-Yourself	Model	is	inefficient	as	it	demands	

diverse	 and	 specialized	 skills	 that	 cannot	 be	 possessed	 by	 one	 person	 (Hracs,	 2013).	

Collaborations	with	business	service	providers	enable	 indies	to	cover	skills	deficit	and	

focus	on	core	activities,	this	topic	will	be	discussed	in	the	next	section.	As	a	result,	even	

though	musicians	can	fully	control	the	outcome	of	their	creative	projects	they	also	have	

much	less	security	and	enormously	bigger	limitations	than	signed	artists.	This	is	due	to	

the	fact	that	they	need	to	manage	and	navigate	between	creative	and	business	tasks	over	

their	projects	lifetime	and	deal	with	problems	without	help	from	a	team	of	specialists	or	

a	major’s	budget.	Thus,	the	challenge	is	also	to	sustain	the	artistic	profile	and	integrity	

and	simultaneously	employ	marketing	and	business	efforts	(Kubacki	&	Croft,	2006).			
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Despite	of	these	drawbacks,	DIY	concept	is	popular	because	it	enables	to	release	music	

to	 everyone	who	 can	 afford	 a	 computer,	 software	 and	 a	microphone	 (Hracs	 &	 Leslie,	

2014).	Nowadays	everyone	can	become	an	artist	and	record	own	music.	Promotion	of	

music	 is	 easier	 too	 -	 new	 media	 make	 global	 promotion	 tools	 local	 and	 enable	 self-

promotion	from	every	place	with	internet	connection.	Worldwide	digital	distribution	is	

also	 affordable	 through	 internet	 platforms,	 which	 enable	 selling	 music	 in	 many	 e-

commerce	music	shops	with	one	click	(Hracs,	2012).	Furthermore,	everyone	can	create	

an	 artist	 account	 on	 Spotify	 and	 upload	 songs	 there.	 However,	 being	 an	 artist	 and	

making	living	from	music	are	two	very	different	things.	

Figure	2	Contemporary	Do-It-Yourself	Model	

	

Source:	Adapted	from	Hracs	(2013)	

	



	

15	

2.3 Intermediaries	And	Outsourcing	In	The	Independent	Music	

Industry	

Even	though	the	market	is	dominated	by	major	labels,	the	vast	of	projects	are	conducted	

by	self-employed	musicians	in	collaboration	with	freelancers,	non-profit	organizations,	

or	 SME’s	 (Kubacki	 &	 Croft,	 2006).	 Collaborations	 are	 considered	 as	 the	 base	 of	 the	

independent	 industry	 because	 they	 enable	 artists	 to	 balance	 creative	 and	 commercial	

tasks.	This	balance	is	needed	to	cope	with	the	volatile	and	unpredictable	market	while	

maintaining	control	over	their	projects	(WIN,	2015).	As	partners	for	music	projects	are	

found	through	a	network,	musicians	spend	hours	on	socializing,	which	is	a	good	way	to	

become	embodied	in	the	local	scene	(Hracs	&	Leslie,	2014).	

Brown	 (2012)	 introduces	 a	 term	 independence	 as	 a	 network	 suggesting	 that	

independent	 artists	 give	 a	 lot	 of	 attention	 to	 networking	 activities,	 as	 they	 seek	 for	

partnerships.	 They	need	 to	 overcome	 limitations	of	DIY	model	 thorugh	 collaborations	

that	 can	offset	 their	 competencies	 (Hracs,	 2013).	Artists	have	 to	decide	what	 to	make	

and	 what	 to	 buy,	 which	 ultimately	 comes	 down	 into	 making	 a	 choice	 between	 the	

further	development	of	their	competencies	and	outsourcing	to	already	competent	actors	

(Caves,	2000;	Hracs,	2013;	Lizé,	2016).	The	nature	of	these	collaborations	is	temporary	

and	 based	 on	 a	 freelance	 and	 contractual	 basis,	 which	 gives	 intermediaries	 limited	

opportunities	 for	 internal	 promotions	 and	 little	 employment	 stability	 (Hennekam	 &	

Bennett,	2016).		

In	 terms	of	outsourcing,	 the	same	rules	apply	 for	all	 indies,	 including	well	 established	

independent	labels	with	a	scope	much	comparable	to	majors	than	typical	micro-indies.	

Some	 of	 them	managed	 to	 release	 and	 develop	 globally	 successful	 talents	 like	 Taylor	

Swift	 or	 Adel,	 who	 are	 also	 considered	 to	 be	 independent	 artists	 (WIN,	 2015).	 To	

develop	 such	 artists,	 independent	 labels	 need	 to	 keep	 up	 the	 pace	 with	 majors	 and	

develop	management	 practices	 that	 allow	 for	 a	 comparable	 level	 of	 specialization.	 In	

order	 to	 remain	 competitive	 indies	 outsource	 services	 to	 business	 and	 cultural	

intermediaries.	 In	general,	 the	bigger	 the	 label	 the	more	services	 it	outsources	(Hracs,	

2013).	
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Cultural	 intermediaries	 are	 professionals	 involved	 in	 creating	 and	distributing	 artistic	

work	and	those	are	e.g.	managers,	music	producers,	booking	agents	and	publishers.	The	

thing	 they	 all	 have	 in	 common	 is	 brokerage	 function	 that	 gives	 an	 artist	 access	 to	

specialists	or	audiences	they	could	not	reach	on	their	own.	There	are	several	other	types	

of	intermediaries	who	do	not	directly	participate	in	the	creative	process	but	take	part	in	

delivering	the	creative	product	to	the	audience,	and	these	are	e.g.	radio	stations,	music	

distributors	 or	 streaming	 platforms	 (Lizé,	 2016).	 Further	 assistance	may	 be	 received	

from	 intermediaries	providing	 insurances	or	help	with	 legal	 issues	e.g.	Dansk	Musiker	

Forbund	or	organizations	collecting	royalties	like	KODA	or	Nordisk	Copyright	Bureau.		

Lizé	(2016)	argues	that	artists	who	cooperate	with	a	manager,	booking	agent	or	a	label	

are	more	successful	than	self-managed	indies.	Although	there	is	no	data	on	that	matter	

in	Denmark,	 the	 importance	of	 intermediaries	could	be	supported	with	 the	number	of	

intermediaries	 operating	 on	 the	 relatively	 small	 Danish	 music	 market	 (WIN,	 2015).	

Market	research	about	services	dedicated	to	musicians,	 I	conducted	 in	February	2017,	

shows	that	in	Denmark	there	are	30	management	companies,	36	organizations	offering	

support	 including	 KODA	 and	 NCB,	 24	 companies	 specializing	 in	 events	 and	 tour	

organization,	27	publishing	houses,	18	companies	 that	offer	marketing,	17	offering	PR	

support,	34	booking	companies,	27	distributors,	6	festivals,	7	merchandising	companies	

and	 78	 active	 record	 labels.	 Numbers	 do	 not	 reflect	 the	 number	 of	 companies	 on	 the	

market,	but	the	number	of	services	dedicated	to	musicians	offered	on	the	market.	Most	

of	the	companies	offer	at	least	two	services.		

In	 order	 to	 reduce	 costs	 of	 running	 projects	 various	 actors	 from	 the	 industry	 form	

clusters,	which	can	be	found	in	most	of	the	major	cities	in	the	world.	In	Denmark,	there	

are	two	clusters	–	in	Copenhagen	and	in	Aarhus	-	where	most	of	the	labels,	management	

companies,	promoters,	distributors,	publishers	and	other	market	players	are	situated.	In	

such	 environments	 partners	 are	 found	 easily	 and	 collaborations	 become	 informal,	

sometimes	 even	 based	 on	 handshakes	 (Lorenzen	 &	 Frederiksen,	 2005).	 Spatial	 co-

location	facilitates	information	exchange	through	weak	ties	and	knowledge	about	people	

skills	and	competencies	is	recognized	as	particularly	important	in	this	know-who,	rather	

than	 know-how	 driven	 industry.	 Close	 cooperation,	 enhanced	 by	 reduced	 distance	

enables	to	maintain	relationships	that	may	be	needed	in	the	future,	which	also	reduces	
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risk	 associated	with	 starting	 new	 projects.	 That	 is	why	musicians	 and	 intermediaries	

remain	clustered	even	though	they	could	produce	music	or	work	online	from	so	many	

other	places	(Lorenzen	&	Maskell,	2014).	

2.4 Independent	Artists		

Musicians,	 especially	 independent,	 constitute	 a	 group	 with	 unique	 characteristics.	 In	

spite	of	many	differences,	we	can	say	that	they	are	passion	driven	people,	who	create	to	

fulfil	 their	 own	 needs	 rather	 than	 consumers’	 desires	 (Hennekam	 &	 Bennett,	 2016;	

Svejenowa	et	 al.,	 2011).	The	majority	of	 artists	 enjoy	being	 independent	because	 they	

need	an	artistic	freedom	to	fully	express	themselves.	They	seek	authenticity	and	novelty,	

which	enable	creating,	what	they	believe,	are	unique	image	and	sound.	Music	is	a	way	of	

self-expression,	 therefore	 cannot	 be	 compromised	 (Brown,	 2012;	 Svejenowa	 et	 al.,	

2011).	Full	 engagement	 in	creative	projects	and	a	possibility	of	 the	constant	quest	 for	

self-expression	makes	artists	motivated	intrinsically	(Amabile,	1997).	As	musicians	are	a	

group	 that	 is	 motivated	 mostly	 intrinsically	 they	 do	 not	 prioritize	 monetary	

remuneration	over	their	creative	 freedom	(Lorenzen	&	Frederiksen,	2005),	sometimes	

they	even	do	not	expect	any	profits	from	their	artistic	activity	(Svejenowa	et	al.,	2011),	

considering	their	products	and	identity	as	main	values.		

On	 the	one	hand,	 intrinsic	motivation	 is	considered	as	a	main	source	of	 creativity	and	

power	making	artists	to	acquire	new	skills	and	realize	their	projects	(Amabile,	1997).	On	

the	other	hand	researchers	 indicate	 that	artists	have	different	perceptions	about	 their	

role	 in	 their	 creative	 endeavours	 (Kubacki	 &	 Croft,	 2006).	 Some	 of	 the	 artists	 are	

motivated	 to	 create	 but	 not	 to	 expand	 their	 business	 competencies.	 They	 do	 not	 feel	

responsible	for	exposing	and	promoting	their	work	as	they	create	art	for	art’s	sake	and	

associate	 quality	 with	 niche	 products	 and	 accept	 unpopularity.	 They	 do	 not	 perceive	

themselves	 as	 entrepreneurs	 and	 ignore	 business	 possibilities,	 they	 also	 think	 they	

should	 not	 be	 bothered	 with	 any	 tasks	 besides	 composing	 music	 (Kubacki	 &	 Croft,	

2006).	 This	 approach	 combined	 with	 unwillingness	 for	 compromises	 and	 need	 for	

control	 limits	 artist	 ability	 to	 market	 a	 product	 and	 can	 lead	 artists	 to	 become	 self-

producer	and	self-consumer	(Bradshaw	&	Holbrook,	2007).	
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The	other	group	consists	of	 creative	entrepreneurs,	who	 feel	obliged	 to	promote	 their	

music	because	they	believe	it	has	quality	(Kubacki	&	Croft,	2006).	Musicians	belonging	

to	this	group	accept	the	fact	that	their	music	is	embedded	in	their	bodies	and	therefore	

they	are	willing	 to	acquire	new	skills	 to	manage	themselves.	They	accept	 the	 fact	 they	

play	different	 roles	 simultaneously:	 (Kubacki	&	Croft,	 2006;	Lindkvist	&	Hjorth,	2015;	

Lizé,	2016)	to	be	an	artist	and	a	micro	firm	in	one	(Eikhof	&	Haunschild,	2006).	Artists	

who	want	 to	 build	music	 careers	 need	 to	 accept	market	 rules	 and	manage	 to	merge	

unstructured	 creative	part	 of	 their	work	with	 structured	plans	 and	deadlines	 (Brown,	

2012).	Self-managed	professionals	admit	that	they	spend	90%	of	their	time	on	business	

activities	 (Hracs	 &	 Leslie,	 2014),	 therefore	 those,	 who	 want	 to	 effectively	 develop	

careers	need	to	outsource	tasks,	in	order	to	remain	capable	to	produce	creative	content.		

At	 some	 point,	 a	 further	 career	 development	 requires	 to	 outsource,	 as	 artists	 cannot	

perform	all	creative	and	non-creative	tasks	efficiently	because	they	do	not	have	proper	

skills	and	time	(Hennekam	&	Bennett,	2016;	Hracs,	2013).	However,	for	some	artists,	it	

may	be	a	tricky	game.	On	the	one	hand,	it	enables	an	artist	to	grow	the	career	and	focus	

on	core	activities,	on	 the	other	 it	means	compromising	 independence	and	giving	away	

control	over	some	tasks	(Brown,	2012;	Lorenzen	&	Frederiksen,	2005).	While	being	able	

to	concentrate	on	creative	work	sounds	promising,	compromising	artistic	 freedom	can	

limit	 artists	 ability	 to	 provide	 creative	 content	 because	 it	 limits	 motivation	 to	 work	

(Amabile,	1997;	Auger	&	Woodman,	2016).	Therefore,	there	has	to	be	a	balance	between	

independence	 and	 outsourcing	 in	 a	 way	 providing	 an	 artist	 enough	 space	 for	 self-

expression.	 For	 this	 reasons,	 some	 artists	 prefer	 to	 be	more	 independent	 and	 stay	 on	

amateur	or	semi-professional	level.		

Outsourcing	 tasks	 to	 organized	 intermediaries	 translates	 into	 compromising	 between	

formalization	 of	 work	 and	 unpredictable	 and	 unstructured	 nature	 of	 creative	 work	

(Hracs	&	Leslie,	2014).	Artists	who	decide	to	cooperate	with	intermediaries	also	have	to	

be	 aware	 that	 their	 partners	 are	 motivated	 extrinsically,	 which	 can	 easily	 become	 a	

problem	(Lorenzen	&	Frederiksen,	2005).	Intermediaries,	as	they	do	not	feel	so	personal	

about	an	artistic	project	will	usually	push	the	project	into	a	commercial	direction	(Lizé,	

2016).	There	are	several	implications	of	hiring	external	service	providers.	To	minimize	

risk	 of	 losing	 control	 over	 their	 projects,	 artists	 prefer	 to	 have	 multiple	 trustworthy	



	

19	

partners	rather	than	being	affiliated	with	one	big	company.	Therefore,	developing	trust	

is	 a	 crucial	 factor	 determining	 the	 possibility	 of	 cooperation	 between	 an	 independent	

musician	and	an	intermediary	(Brown,	2012).		

To	 sum	up:	 the	market	 is	difficult.	 In	 the	 same	way	as	 in	other	 cultural	 industries	 the	

level	of	uncertainty	is	high.	Labels	and	musicians	need	to	constantly	experiment	proceed	

with	successful	products	(Lorenzen	&	Frederiksen,	2005).	The	music	industry	is	based	

on	 collaborations,	 therefore	 networking	 is	 very	 important	 (Hracs	 &	 Leslie,	 2014).	

Musicians	cooperate	with	different	intermediaries	because	if	they	want	to	build	a	career	

they	need	different	artistic	and	non-artistic	skills	to	handle	creative	and	business	tasks	

associated	with	music	projects,	which	 are	 complex	 (Lizé,	 2016).	Artists	 are	motivated	

intrinsically	 and	 they	 treat	 their	music	 very	personally	 and	emotionally,	which	affects	

the	way	they	perceive	risks,	seek	unusual	control	and	trustworthy	relationships.	
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3.	RESEARCH	METHODS	

In	 the	 Research	 Methods	 chapter,	 I	 describe	 in	 details	 how	 and	 why	 the	 research	

question	is	approached.	I	discuss	the	philosophy	of	research	as	a	starting	point.	I	define	

the	methodological	 choice,	 reasoning	and	 in	 consequence	 the	 research	design	and	 the	

data	 collection	 strategy.	 I	 also	 outline	 the	 data	 analysis	 process.	 At	 the	 end	 of	 the	

chapter,	I	address	the	topic	of	research	quality.	

3.1 Philosophy	of	Research	

The	methodology	of	knowledge	creation	stems	from	the	philosophy	of	research,	which	

therefore	 needs	 to	 be	 understood	 and	 taken	 into	 account	 while	 aiming	 for	 a	 reliable	

research	 (Eriksson	 &	 Kovalainen,	 2008c).	 Social	 constructionism	 is	 the	 philosophy	

followed	 in	 this	 research	 because	 it	 can	 provide	 knowledge	 about	 the	 researched	

phenomenon	of	trust	that	 is	constructed	on	a	micro	level,	or	as	Rousseau	et	al.	(1998)	

say	in	a	relationship	between	two	actors,	thus	is	build	through	subjective	interpretation	

and	negotiation	between	individuals	(Alvesson	&	Sköldberg,	2009).	Therefore,	trust	as	a	

concept	is	not	something	that	is	naturally	given	or	stemming	from	objective	reality	so,	it	

is	 not	 something	 that	 has	 to	 exist	 in	 a	 form	 it	 does	 exist.	 Trust,	 how	 it	 is	 built	 and	

emphasized,	 is	 rather	 taken-for-granted	 social	 construct	 present	 in	 collaborations	

between	musicians	and	business	 service	providers	 that	 is	build	upon	 institutionalized	

social	habits,	that	construct	social	knowledge	and	give	directions	how	actors	should	act	

in	this	society	(Alvesson	&	Sköldberg,	2009).	That	way	“individuals	create	their	reality,	

the	 institutions,	 and	 their	 legitimizations,	 but	 this	 created	 reality,	 in	 turn,	 creates	 the	

individuals”	(Alvesson	&	Sköldberg,	2009,	p.	28).		

The	above-mentioned	quote	shows	how	subjective	interpretation	of	reality	is	objectified	

and	 how	 a	 social	 construct	 of	 trust	 is	 built.	 This	 is	 also	 aligned	 with	 Latour	 (1999)	

argument	 that	 a	 macro	 phenomenon	 is	 constructed	 at	 a	 micro	 level.	 Therefore,	

understating	 individuals	 and	 their	 subjective	 reality	 is	 essential	 in	 developing	

knowledge	 about	 social	 construct	 of	 trust	 (Latour,	 1999).	 This	 argument	 shapes	 the	

whole	methodology	indicating	that	qualitative	studies	are	needed	to	develop	knowledge	

about	 the	 phenomenon	 of	 trust	 in	 a	 group	 of	 independent	 Danish	musicians	 because	
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they	enable	access	to	individually	constructed	meanings.	However,	the	aim	of	this	study	

is	 to	 extend	 the	 knowledge	 about	 independent	 Danish	 musicians	 as	 a	 group	 and	 to	

reveal	 the	 complexity	 of	 the	 concept	 of	 trust,	 and	 thus	 social	 constructionism	 is	 an	

adequate	philosophy,	as	on	the	one	hand	it	accepts	variety	and	gives	space	for	in-depth	

studies	and	on	 the	other	 it	enables	 to	provide	useful	 theoretical	and	practical	 insights	

through	detecting	common	patterns	that	reveal	shared	meanings	of	the	concept	of	trust	

(Eriksson	&	Kovalainen,	2008c;	Miles,	Huberman,	&	Saldana,	2014).	The	philosophical	

choice	is	reflected	in	the	whole	research	design	and	methods,	which	will	be	presented	in	

the	next	sections.	

3.2 Research	Design	

Research	design	outlines	the	way	a	researcher	is	going	to	answer	the	research	question	

(Saunders,	 Lewis,	 &	 Thornhill,	 2015).	 	 Firstly,	 it	 is	 important	 to	 identify	 proper	

reasoning	 because	 it	 influences	 the	 choice	 of	 research	methods,	 which	 are	 discussed	

later	on	(Eriksson	&	Kovalainen,	2008).	Then	research	strategy	is	proposed,	followed	by	

sample	description	and	data	collection	strategy.	

3.2.1 Reasoning	

In	 this	 research,	 I	 follow	mostly	 inductive	 logic.	 My	 personal	 interest	 in	 independent	

Danish	music	scene	is	the	starting	point	of	this	research.	As	I	am	a	musician	myself,	I	am	

interested	in	other	musician’s	perspectives	on	the	market,	their	problems,	and	solutions.	

I	did	not	research	literature	about	trust	at	the	beginning;	there	was	no	theory	under	the	

investigation	and	no	hypothesis	to	test.	I	started	from	empirical	observation	that	along	

with	 the	 research	 process	 became	 empirical	 data	 that	 indicated	 on	 trust	 as	 the	main	

factor	 facilitating	 collaborations.	 The	 research	 process	 starts	 from	 facts,	 not	 theories,	

what	characterizes	the	process	of	inductive	logic	(Arbnor	&	Bjerke,	2011c;	Kovalainen	&	

Eriksson,	2008).		

The	research	question	also	requires	substantial	inductive	reasoning,	as	it	is	essential	to	

understand	 what	 constitutes	 the	 social	 construct	 of	 trust	 of	 independent	 Danish	

musicians.	 Inductive	 research	enables	 to	detect	 the	 ideology	of	 the	 society	 and	 taken-

for-granted	constructs	because	 it	does	not	 try	to	 fit	musicians	 into	any	specific	 frames	
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but	rather	openly	observes	where	musicians	 focus	their	attention.	Choice	of	reasoning	

influences	choice	of	methods,	as	it	demands	semi-structured	on	unstructured	interviews	

that	let	musicians	unfolds	their	thoughts.	Obviously	a	theory	is	used	to	analyse	the	data,	

however,	the	inductive	approach	let	not	only	refer	to	points	included	in	a	general	theory	

but	 also	 supplement	 it	 with	 observations	 that	 could	 be	 missed	 if	 I	 do	 not	 follow	

inductive	approach	

3.2.2 Research	Strategy	Design	–	Case	Study		

The	 case	 study	 is	 an	 appropriate	 strategy	 for	 evaluating	 the	 problem,	 enabling	

answering	 the	 research	 question	 because	 it	 generates	 knowledge	 about	 a	 specific	

inquiry.	Even	 though	many	 researchers	point	 it	out	as	 its	main	drawback	 (Eriksson	&	

Kovalainen,	2008a)	 it	 is	 important	 to	understand	 that	 generalization	of	 the	 results	 on	

different	groups	of	independent	musicians	across	borders	is	not	the	aim	of	this	research.	

The	 goal	 is	 to	 generate	 knowledge	 about	 trust	 and	 collaboration	 in	 the	 society	 of	

independent	 Danish	 musicians,	 what	 through	 knowledge	 accumulation	 can	 lead	 to	

scientific	innovation	(Flyvbjerg,	2006).		

The	case	study	research	design	is	chosen	because	it	enables	in-depth	examination	of	the	

social	phenomenon	of	trust	in	collaborations.	This	strategy	includes	real-life	contextual	

factors	 that	 are	 essential	 when	 a	 social	 construct	 is	 researched.	 Furthermore,	

researchers	(Lewicki	et	al.,	2006,	p.	1015)	express	the	need	to	research	the	concept	of	

trust	with	 case	 studies,	 as	 they	 “have	high	external	 validity	 and	allow	 insight	 into	 the	

way	that	trust	is	socially	and	subjectively	constructed”.	Since	the	RQ	is	aiming	to	study	a	

phenomenon	 of	 trust	 in	 a	 society	 and	 focuses	 on	 how	musicians	 emphasize	 it,	 a	 case	

study	is	a	suitable	design	because	it	gives	a	possibility	for	an	in-depth	examination	of	the	

event	in	its	natural	setting	(Arbnor	&	Bjerke,	2011b;	Yin,	2009).	A	case	study	is	a	proper	

technique	 to	 measure	 a	 social	 event	 that	 demands	 comprehensive	 inquiry	 as,	 in	 this	

case,	it	allows	to	examine	the	complicated	issue	of	trust	in	relatively	uncomplicated	form	

(Eriksson	 &	 Kovalainen,	 2008a).	 Moreover	 to	 answer	 the	 RQ	 not	 much	 control	 over	

study	is	needed,	as	 it	would	be	in	cases	of	experiments	or	surveys,	what	also	supports	

the	choice	(Yin,	2009).	
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In	order	to	justify	the	case	study	research	design,	I	need	to	define	what	the	actual	case	is.	

It	 has	 to	 be	 a	 real-life	 phenomenon	 since	 it	 indicates	 what	 will	 be	 researched	 (Yin,	

2009).	Thus,	the	case	or	the	unit	of	analysis	of	this	research	is	the	society	of	independent	

Danish	musicians,	like	it	is	stated	in	the	RQ.	As	it	has	to	be	clarified	who	constitutes	the	

unit	 of	 analysis,	 the	 group	 under	 the	 study	 is	 distinguished	 by	 their	 affiliation	 to	 the	

group	 of	 independent	musicians	 that	 is	 characterized	 in	 Chapter	 2,	 and	who	 develop	

their	careers	on	Danish	music	market	(Yin,	2004).	

3.2.3 Sample	

For	the	purpose	of	this	research,	a	purposive	sampling	technique	is	used.	The	sample	is	

build	 keeping	 in	 mind	 quality	 not	 quantity	 of	 respondents.	 Thus,	 respondents	 are	

selected	based	on	their	affiliation	with	the	group	of	independent	Danish	musicians	and	

their	general	experience	in	the	business,	rather	than	based	on	traditional	demographic	

criteria.	As	the	main	goal	of	this	research	is	to	detect	socially	constructed	patterns,	the	

sample	 has	 to	 be	 heterogeneous.	 Patterns	 that	 emerge	 from	 data	 gathered	 from	

diversified	 sample	 are,	 with	 high	 probability,	 characteristic	 for	 the	 whole	 group	 of	

independent	musicians,	as	respondents	who	have	only	few	features	in	common	exhibit	

particular	 interest	 in	 these	 themes	 (Saunders	et	 al.,	 2015).	The	heterogeneous	 sample	

consists	of	miscellaneous	respondents	-	in	this	case,	the	musical	experience	is	identified	

as	 the	main	 feature	 deciding	 about	 variety.	 Experience	 is	 understood	 as	 length	 of	 the	

music	 career	 combined	 with	 the	 number	 of	 albums	 released.	 Below	 I	 introduce	

respondents	in	order	from	the	most	to	the	least	experienced	musician:	

1.				Nils	Gröndahl	–	an	artist	with	more	than	20	years	of	experience	as	a	signed	as	well	

as	 independent	 musician.	 Released	 several	 albums	 and	 participated	 in	 dozens	 of	

projects.		

2.	 	 	 	 Anders	 Bo	 Jespersen	 or	 ABO	 –	 an	 artist	 who	 has	 been	 performing	 as	 a	 session	

musician	for	fifteen	years	and	in	2016	decided	to	release	his	solo	album.	The	album	was	

released	by	independent,	although	recognized	and	legitimate	record	label.	

3.	 	 	 	 Ida	Høffding	or	Ida	Kudo	–	an	artist	signed	by	an	independent	record	label,	active	

from	2010.	Gave	approximately	100	concerts	with	her	current	project.	
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4.				Cecilie	Noer	–	an	independent	artist	who	in	2015	released	her	first	album.	Currently,	

she	is	working	on	her	second	album	that	she	is	also	going	to	release	by	herself.	

5.	 	 	 	 Gurli	 Octavia	 –	 an	 independent	 artist	 cooperating	with	manager	 and	 a	 relatively	

small	independent	label,	working	on	her	first	album,	active	from	2014.	

6.	 	 	 	Martino	Renzi-Lomholt	–	a	classical	singer,	who	decided	to	change	his	career	and	

just	entered	the	contemporary	music	scene	in	Copenhagen,	starting	a	pop	project	called	

Martino.		

The	 sample	 consisting	 of	 6	 respondents	 is	 manageable	 and	 provides	 demanded	

heterogeneity	because	it	includes	the	whole	range	of	musicians	affiliated	with	the	group	

of	independent	Danish	musicians.	Therefore,	the	sample	is	sufficient	and	representative	

for	 the	 whole	 group	 of	 independent	 Danish	 musicians,	 thus	 findings	 can	 be	 also	

representative	 for	the	whole	group	(Flyvbjerg,	2006;	Saunders	et	al.,	2015).	To	clarify,	

the	intention	is	not	for	the	study’s	findings	to	give	predictions	or	make	claims	regarding	

other	contexts	in	which	trust	is	established	within	the	independent	music	industry.	That	

being	said,	it	is	proposed	that	lessons	can	be	learned	from	single	case	studies	at	a	certain	

place	 and	 time,	 based	on	 the	understanding	 that	when	 it	 comes	 to	 human	 affairs	 and	

social	practices	“there	appears	to	exist	only	context-dependent	knowledge,	which,	thus,	

presently	 rules	 out	 the	 possibility	 of	 epistemic	 theoretical	 construction”	 (Flyvbjerg,	

2006	p.	221).	

3.2.4 Methodological	Choice	-	Qualitative	Data			

Methodological	 choice,	 in	 other	 words,	 a	 choice	 between	 qualitative,	 quantitative	 or	

mixed	 research	methods,	 arises	 from	 the	 nature	 of	 a	 research	 question	 and	 is	 closely	

related	 to	 the	 philosophy	 of	 research	 and	 reasoning	 approach	 to	 the	 knowledge	

development	 (Eriksson	 &	 Kovalainen,	 2008c).	 Qualitative	 methods	 are	 usually	 used	

along	with	social	 constructionism	philosophy	and	 inductive	approach	 (Saunders	et	al.,	

2015),	and	they	are	also	applied	in	this	research.	

The	 research	 question	 demands	 a	 deeper	 understanding	 of	musicians’	 intentions	 and	

behaviours.	 The	 question	 cannot	 be	 answered	 with	 quantitative	 methods	 because	 it	
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concerns	 a	 social	 phenomenon	 rather	 than	 a	 problem	 that	 can	 be	 solved	 statistically.	

Similarly,	social	constructionism	philosophy	followed	in	this	research	suggests	that	the	

answer	 is	 embedded	 in	 a	 social	 context,	 therefore	 qualitative	 data	 is	 necessary	 to	

understand	the	complexity	of	the	researched	phenomenon.	As	I	research	how	musicians	

emphasize	 the	 importance	of	 trust	 in	 collaboration	 I	 need	 to	have	 a	possibility	 to	 ask	

specific	 questions	 related	 to	 individual’s	 experiences.	 I	 conduct	 semi-structured	

interviews	that	on	the	one	hand	enable	to	stick	to	the	main	topics,	and	on	the	other	give	

enough	 space	 for	musicians	 to	 talk	 about	 things	 they	 consider	 really	 important.	 This	

approach	 facilitates	 casualty	 of	 conversations	 that	 give	 access	 to	 hidden	 knowledge	

providing	in-depth	insights	about	each	musician’s	feeling,	opinions,	and	attitude,	which	

in	 result	 enable	 to	 distinguish	 patterns	 characterizing	 the	 society.	 Moreover,	 direct	

interaction	with	respondents	enables	to	grasp	musicians’	emotion	that	help	to	interpret	

the	 data	 (Gilmore,	 Perry,	 Gronhaug,	 &	 Carson,	 2011;	 Kovalainen	 &	 Eriksson,	 2008;	

Saunders	et	al.,	2015).		

For	the	purpose	of	this	research,	I	also	conducted	a	Danish	music	 industry	research.	It	

was	 necessary	 in	 order	 to	 understand	 how	 this	market	 looks	 like	 and	what	 kinds	 of	

services	are	offered.	I	prepared	a	database	with	all	companies	within	the	music	industry	

I	 found	 on	 the	 Internet.	 I	 used	 the	 Internet	 as	 a	 source	 because	 it	 was	 the	 most	

convenient	 in	 this	 case.	 In	my	 database,	 I	 listed	 225	 businesses	 that	 provide	 services	

dedicated	to	musicians	and	split	them	into	thirteen	categories.	

Key	Informants		

Participation	 of	 key	 informants	 is	 considered	 crucial	 while	 judging	 the	 quality	 of	 a	

research	(Iacono,	Brown,	&	Holtham,	2009;	Yin,	2004).	When	I	searched	for	informants	I	

was	 looking	 for	 someone	 who	 can	 add	 to	 my	 total	 understanding	 of	 the	 society	 of	

independent	 Danish	 musicians	 during	 the	 preliminary	 stage	 of	 the	 research.	 Key	

informants	participating	 in	 this	study	are	selectively	samples	based	on	 their	extensive	

experience	(Tremblay,	1989).	Even	though	both	of	them	work	in	service	companies	and	

collaborate	with	independent	artists	on	a	daily	basis,	they	have	a	different	focus	of	their	

work,	what	enhance	the	quality	of	research	through	providing	comparable,	yet	to	some	

extent	differentiated	and	therefore	more	comprehensive	insights	(Tremblay,	1989).	
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Key	 informants	 are	 selected	 based	 on	 criteria	 proposed	 by	 Tremblay	 (1989)	 and	

legitimized	by	Marshall	(1996).	The	first	and	second	criteria	-	“role	in	community”	and	

“knowledge”	 are	 fulfilled	 as	 both	 informants	 are	 exposed	 on	 a	 daily	 basis	 to	 the	

information	 sought	 in	 this	 research	 as	 well	 as	 both	 have	 significant	 (more	 than	 ten	

years)	 experience	 of	 work	 with	 independent	 artists	 (Tremblay,	 1989,	 p.	 155).	 Mirza	

Radonjica-Bang	started	his	career	as	an	artist	and	successfully	developed	it	along	with	

launching	 his	 management	 bureau	 and	 independent	 record	 label	 Prime	 Collective.	

Troles	Kjeldgaard	is	country	manager	at	Phonofile,	leading	music	distribution	company,	

working	 with	 iTunes	 and	 Spotify	 as	 well	 as	 coaching	 aspiring	 musicians	 and	 young	

bands.	Third	criterion	–	“willingness”	is	also	met	as	both	key	informants	agreed	to	meet	

twice	 and	 exchange	 emails	 and	 phone	 calls.	 Fourth	 criterion	 “communicability”	 is	

reached,	 as	 both	 experts	 are	 able	 to	 explicitly	 express	 their	 knowledge	 in	 an	

understandable	 for	 my	 manner.	 The	 last	 criterion	 “impartiality”	 refers	 to	 restricting	

personal	 bias	 to	 the	 minimum.	 The	 bias	 to	 me	 as	 a	 researcher	 and	 both	 experts	 is	

minimized	 and	 it	 was	 possible	 due	 to	 common	 previous	 experience	 and	 mutual	

understanding	and	respect	developed	(Marshall,	1996;	Tremblay,	1989)		

During	 all	 conversations,	 I	 asked	 open	 questions	 and	 tried	 to	 be	 a	 good	 listener,	

therefore,	it	was	impossible	to	follow	any	rigorous	guidelines	(Yin,	2009).	I	had	general	

topics	 of	 conversations	 prepared	 because	 I	 wanted	 to	 confront	my	 knowledge	 of	 the	

industry	with	 theirs.	However	 I	 also	 tried	 to	 gather	 comparable	 data	 so,	when	 it	was	

possible	 I	 asked	 the	 same	 questions	 I	 had	 prepared	 for	musicians.	 In	 order	 to	 cross-

check	the	information,	I	decided	to	talk	with	experts	more	than	one	time.	It	helped	me	

create	a	comprehensive	overview	of	the	situation	on	the	market.	

3.2.5 Interviews	

In	line	with	researchers,	I	believe	that	interviews	are	an	adequate	method	to	research	a	

social	constructionist	case	study	(Holstein	&	Gubrium,	2001).	This	study	investigates	the	

importance	 of	 trust,	 the	 concept	 itself	 is	 embedded	 in	 relationships,	 which	 involve	

emotions	that	are	extremely	subjective	and	cannot	be	properly	grasped	and	understood	

without	 direct	 interaction.	 Therefore,	 the	 research	 has	 to	 be	 designed	 in	 a	 way	 that	

enables	examination	of	the	multi-dimensional	problem	of	trust.	Interviews	are	a	proper	
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tool	 to	 gather	 data	 that	 enables	 answering	 the	 research	 question.	 They	 facilitate	

gathering	subjective	data	and	simultaneously	take	into	consideration	contextual	factors	

that	are	necessary	to	accurately	interpret	qualitative	data.	Moreover,	direct	interaction	

and	asking	open	questions	during	the	interviews	provides	access	to	data	hidden	behind	

respondent’s	 reactions	 and	 emotions,	 for	 instance	 their	 attitude	 toward	 business	

providers.	Furthermore,	free	flow	of	information	lets	respondents	talk	about	issues	that	

are	their	main	concern,	what	reveals	their	real	beliefs	and	needs,	which	are	not	biased	

by	any	strict	frames	but	openly	and	honestly	explained.	Therefore,	I	consider	interviews	

a	proper	tool	to	research	multidimensional	topic	of	trust.	

As	 expected	 gathering	 data	 through	 interviews	 also	 has	 drawbacks.	 Interviews	 can	

involve	bias	or	misunderstandings	(Holstein	&	Gubrium,	2001).	In	order	to	eliminate	the	

probability	 of	 having	 errors,	 I	 learned	 about	 interviewees’	 background	 (Holstein	 &	

Gubrium,	 2001;	 Warren,	 2012).	 Moreover,	 quality	 of	 a	 case	 study	 research	 that	

discusses	context-dependent	problems	highly	depends	on	narration	and	understanding	

of	circumstances	of	the	event	(Flyvbjerg,	2006).	Therefore,	I	believe	that	my	longitudinal	

interest	 in	 the	 industry,	 support	 of	 key	 informants	 and	 my	 on-stage	 experience	

contributed	towards	a	better	understanding	of	musicians’	intentions	and	sense	of	their	

statements.	My	experience	generally	helped	during	the	conversations	because	I	use	the	

same	 terminology	 and	 my	 knowledge	 made	 switching	 among	 topics	 and	 recognizing	

problems	easily	(Saunders	et	al.,	2015).	

Data	Collection	

Data	collection	strategy	is	a	direct	resultant	of	the	research	design	and	research	strategy	

(Saunders	 et	 al.,	 2015).	 Data	 collection	 methods	 are	 tools	 that	 a	 researcher	 uses	 to	

gather	 empirical	 evidence.	 Therefore,	 methods	 used	 should	 be	 consistent	 and	

constructive	 and	 this	 is	 what	 I	 am	 aiming	 for	 with	 the	 research	 design	 of	 this	 study	

(Arbnor	&	Bjerke,	2011a).	 In	order	to	deliver	a	reliable	report,	 I	collect	 in-depth	semi-

structured	 interviews.	 Due	 to	 my	 methodological	 choice	 and	 a	 case	 study	 research	

design,	the	method	is	qualitative.		

Interviews	have	been	conducted	over	the	course	of	two	moths	in	February	and	March,	

and	then	one	follow-up	interview	was	conducted	in	May.	All	 interviews	were	recorded	
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and	 analysed	 based	 on	 transcriptions	 of	 the	 recordings	 (Miles	 et	 al.,	 2014).	 All	

interviewees	were	informed	that	conversations	are	recorded	and	it	was	done	with	their	

consent.	The	following	table	presents	detailed	information	about	interviews.	

Table	1	Interviews	

Name	 Interview	type	 Duration	of	an	interview	 Date	

Octavia	 Phone	call	 0:36	 21.02.2017	

Martino	 Phone	call	 0:59	h	

0:13	h	

1.03.2017	

18.05.2017	

(follow	up)	

Anders	 Phone	call	 0:40	h	 7.03.2017	

Ida	 Phone	call	 0:49	h	 3.03.2017	

Cecile	 Phone	call	 0:56	h	 28.02.2017	

Nils	 Phone	call	 0:31	h	 3.03.2017	

Warren	(2012)	describes	an	interview	as	something	more	than	a	conversation,	saying	it	

is	 also	 highly	 affected	 by	 the	 context	 of	 the	 interview.	 So,	 every	 little	 detail	 of	 the	

situation	is	important	and	affects	the	interview.	Therefore,	all	interviews	started	with	a	

polite	introduction.	I	introduced	myself	and	informed	about	the	purpose	of	the	study	to	

indicate	 on	 its	 importance.	 Furthermore,	 confidentiality	 matter	 was	 handled	 at	 the	

beginning	of	each	 interview.	Throughout	 the	conversations,	 I	 tried	 to	create	a	positive	

atmosphere	 that	would	enable	 to	have	a	 relaxed	conversation	 (Warren,	2012).	All	 the	

conversations	 went	 smoothly,	 although	 subtle	 interruptions	 were	 a	 must	 when	

respondents	were	giving	too	long	answers	digressing	from	the	context	(Saunders	et	al.,	

2015).	 My	 respondents	 were	 engaged	 in	 the	 interviews	 and	 interested	 in	 the	

conversations.	



	

29	

Interview	Guide	 	

As	 I	 wanted	 to	 discuss	 specific	 topics	 I	 had	 prepared	 an	 interview	 guide	 with	

propositions	of	questions	and	topics	listed.	The	interview	guide,	in	other	words,	agenda,	

is	 a	 frame	 for	 a	 conversation.	 It	 starts	 with	 specific	 and	 closed	 questions	 about	

respondents	background,	age	etc.	The	rest	of	the	questions	in	the	guide	are	based	on	the	

purpose	 of	 the	 research,	 which	 in	 this	 analysis	 focus	 on	 opinions,	 situations,	 and	

feelings.	In	order	to	grasp	them,	I	asked	mostly	open	questions	giving	speakers	space	to	

guide	 conversations	 and	 mention	 everything	 they	 considered	 important	 (Stewart,	

Shamdasani,	&	Rook,	2007;	Yin,	2009).	In	order	to	unleash	potential	needs	that	are	not	

fulfilled	by	the	services,	the	interview	guide	is	structured	accordingly	to	the	value	chain	

of	 independent	musicians	 to	 discover	 problems	 they	 faced	 during	 different	 phases	 of	

delivering	music	to	the	audience	(Stewart	et	al.,	2007).		

The	 interview	 guide	 is	 split	 into	 three	 sections:	 a	 process	 of	 releasing	 an	 album,	

delivering	the	album	to	the	audience	and	concerts.	In	each	section,	I	ask	open	questions	

about	what	could	be	done	better,	what	was	the	main	problem,	how	much	time	each	task	

takes,	 and	what	 they	 like	 the	most	 in	each	 section.	Except	 for	 this	 general	questions	 I	

include	probing	questions	that	reveal	how	musicians	prioritize	business	services	(e.g.	I	

ask	 how	 they	 would	 distribute	 the	 money	 if	 they	 have	 a	 budget	 of	 200	 000	 DKK)	

(Saunders	 et	 al.,	 2015).	 This	 helped	 me	 identify	 areas	 of	 the	 industry	 that	 for	 some	

reasons	 do	 not	meet	musicians’	 needs.	 At	 the	 end	 of	 each	 interview,	 respondents	 are	

asked	if	they	want	to	add	anything.	The	interview	guide	is	included	in	Appendix	1.	

What	 I	have	 to	point	out	 is	 that	at	 the	beginning	of	 interviews	 I	 stick	 to	 the	 interview	

guide,	however	with	time	the	conversations	became	more	casual	and	less	structured	as	I	

noticed	musicians	 do	 not	 perceive	 the	 services	 as	 I	 though	 –they	 are	 not	 aware	what	

kind	 of	 services	 are	 available	 -	 or	 do	 not	 have	 any	 experience	with	 some	 of	 them.	 In	

order	to	understand	what	musicians	really	need	I	let	them	that	about	what	is	important	

and	 only	 try	 to	 direct	 them	 toward	 the	 topic	 of	 collaboration	 with	 business	 service	

providers.	Moreover,	 in	the	case	of	one	interviewee,	I	conducted	a	follow-up	interview	

that	 was	 focused	 solely	 on	 the	 aspect	 of	 trust	 (Miles	 et	 al.,	 2014).	 It	 was	 necessary	

because	his	opinion	about	the	importance	of	trust	was	not	clear.	
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3.3 Data	Analysis		

In	this	research,	the	data	analysis	starts	simultaneously	with	the	process	of	gathering	it.	

Conclusions	 emerging	 from	 first	 interviews	 shape	 following	 conversations	 as	 they	

enable	to	redefine	the	focus	of	the	research,	what	is	characteristic	for	inductive	studies	

(Saunders	 et	 al.,	 2015).	Analysing	data	 from	 the	beginning	 enable	discovering	general	

tendencies	 and	 themes,	 which	 enhance	 conscious	 moving	 toward	 less	 structured	

conversations	 that	 foster	 the	 knowledge	 exchange,	 for	 example,	 questions	 about	

publishers	were	irrelevant	as	interviewees	do	not	consider	them	as	important	of	do	not	

have	 any	experience	 (Miles	 et	 al.,	 2014).	The	process	of	 continuous	data	 analysis	was	

supported	 by	 self-memos	 and	 field	 notes	 including	 reflections	 and	 annotations	 about	

findings	(Saunders	et	al.,	2015).	When	data	is	analysed	and	patterns	identified	literature	

is	reviewed	in	order	to	meaningfully	interpret	data	(Gilmore	et	al.,	2011).	

3.3.1	Transcriptions	

All	interviews	with	musicians	were	transcribed,	thus	I	am	going	to	discuss	transcribing	

process	in	few	sentences.	From	my	previous	research	project,	I	know	that	transcribing	

the	whole	conversation	as	it	is	can	lead	to	interpretation	problems.	This	time	I	decide	to	

approach	the	task	as	it	is	an	interpretative	process	itself	to	avoid	practical	issued	during	

coding	(Kvale,	2007).	I	do	not	transcribe	verbatim,	but	rather	I	transcribe	questions	and	

answers	 without	 including	 interruptions	 or	 noises.	 Interviews	 are	 transcribed	 right	

after	 the	 conversation	 and	 are	 supplemented	with	 annotations	 in	 order	 to	 remember	

interviewees’	intentions	and	context.	

3.3.2	Coding	

Once	 data	 is	 collected	 a	 systematic	 analysis	 is	 entailed.	 In	 order	 to	 be	 efficient,	 I	 use	

NVino	 Software	 that	 helps	 to	 sort	 data	 quickly.	 Furthermore	 to	 distinguish	 specific	

quotes	 I	 highlight	 and	 bold	 some	 parts	 of	 the	 text.	 Annotations	 are	 used	 to	 add	

additional	 information	 on	 a	 side	 when	 quotes	 are	 not	 clear	 or	 if	 I	 have	 some	

observations,	which	need	to	be	noted.	Software	tools	like	queries	and	world	frequency	

tests	 are	 used	 along	 the	 coding	 process	 because	 they	 help	 to	 detect	 the	 patterns	 and	

main	themes.	The	excerpt	of	coded	transcription	is	enclosed	in	Appendix	2.	
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	The	first	round	of	coding,	as	Miles	et	al.	(2014)	indicate,	generate	descriptive	codes,	that	

enable	 to	 categorize	 and	 relate	 data	 to	 the	 specific	 context.	 Codes	 are	 developed	 in	

reference	to	the	preliminary	objective	of	the	research,	which	is	oriented	upon	musicians’	

collaboration	with	business	service	providers.	Therefore,	empirical	data	 is	categorized	

in	 a	 way	 to	 reveal	 musicians’	 experiences	 and	 opinions	 about	 services	 they	 use.	

Following	 descriptive	 codes	 are	 used:	 “booking”,	 “education”,	 “external	 help”,	

“motivation”,	“network”,	and	“PR	and	promotion”.	Descriptive	codes	are	supplemented	

with	values	coding,	which	enables	to	categorize	data	reflecting	interviewees’	values	and	

beliefs	(Miles	et	al.,	2014)	to	reveal	what	they	expect	from	collaborations	to	grasp	what	

kind	of	services	they	may	appreciate:	“satisfaction”,	“success	factors”,	“motivation”	and	

“network”	 and	 with	 one	 dramaturgical	 code:	 “challenges”,	 that	 exposes	 problems	

musicians	are	facing.	The	first	round	of	coding	enables	to	find	key	themes	and	patterns	

(Saunders	 et	 al.,	 2015).	 It	 reveals	 several	 schemes,	 however,	 the	 matter	 of	 trust	 in	

collaborations	 appears	 frequently	 in	 all	 conversations,	 both	 as	 a	 challenge	 and	

expectation	from	external	help	becoming	the	key	theme.		

The	 second	 round	 of	 coding	 is	 preceded	 with	 a	 literature	 review,	 which	 remains	 an	

iterative	process	until	 the	analysis	 is	over	 indicating	that	the	data	gathered	during	the	

interviewees	is	equally	important	as	my	interpretation	of	it	and	alignment	with	existing	

theories	 (Czarniawska,	 2007).	 The	 second	 round	 of	 coding	 is	 aiming	 split	 previously	

segmented	data	 into	patterns	 indicating	relationships	between	different	segments	and	

across	 interviews.	 Pattern	 coding	 connects	 different	 aspects	 trust	 musicians	 discuss	

with	the	context	and	factors	discovered	in	the	first	cycle	(Miles	et	al.,	2014).	Following	

pattern	 codes	 are	 developed:	 “t(rust)	 &	 control”,	 “t&	 legitimacy”,	 “t	 &	 network”,	 “t	 &	

personal	relationships”,	“t	&	maintaining	collaboration”,	“gaining	trust”	and	“t	&	starting	

collaboration”.	As	the	literature	is	simultaneously	revised,	codes	are	refined	to	provide	

meaningful	insights	enabling	to	analyse	data	accordingly	to	existing	theory	of	trust.	

3.4 Quality	of	Research	

There	is	no	broad	agreement	about	what	criteria	should	be	to	judge	the	quality	of	social	

constructionist	 research	 (Eriksson	 &	 Kovalainen,	 2008b;	 Guba	 &	 Lincoln,	 1994).	

However,	authors	(Eriksson	&	Kovalainen,	2008b;	Hammersley,	1992;	Miles	et	al.,	2014)	
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indicate	at	completeness	and	transparency,	consistency	and	credibility	should	be	taken	

into	account.		

This	report	provides	an	explicit	description	of	the	whole	research	process	indicating	on	

its	transparency.		It	is	also	complete	as	it	gives	detailed	information	about	methods	and	

respondents	 included	 in	 the	 main	 text	 and	 supported	 with	 appendices	 (Miles	 et	 al.,	

2014).	 The	 consistency	 of	 the	 research	 is	 researched	 through	 reflexion	 and	 applied	

analytical	 thinking	 over	 the	 whole	 research	 process	 as	 well	 as	 through	 consultations	

with	 fellow	 students	 and	 my	 supervisor	 and	 is	 highlighted	 by	 references	 to	 other	

researchers	 having	 similar	 conclusions	 (Eriksson	 &	 Kovalainen,	 2008b).	 Finally,	 the	

credibility	 of	 the	 research	 is	 understood	 as	 authors	 knowledge	 and	 familiarity	 with	

discussed	 concepts	 (Eriksson	 &	 Kovalainen,	 2008b)	 is	 strengthen	 with	 my	 personal	

experience	 as	 a	musician.	Ability	 to	 understand	 the	 context	 of	 the	 independent	music	

industry	better	than	people	who	are	not	active	on	stage	or	haven	not	been	working	with	

musicians	 before,	 put	me	 in	 a	 favourable	 position	 and	 enable	 to	 interpret	 data	more	

accurately	 (Warren,	 2012),	 as	 interpretations	 are	 the	 key	 to	 knowledge	 creation	

(Kovalainen	&	Eriksson,	2008).		
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4.	THEORETICAL	FRAMEWORK	

In	 this	 chapter,	 I	 present	 different	 theoretical	 approaches	 to	 trust,	 its	 definition,	

assessment,	 and	 evolution.	 This	 overview	 helps	 to	 understand	 the	 complexity	 of	 the	

concept	of	trust	through	general	analysis	of	various	models	developed.	Then	the	model	

used	to	analyse	data	is	presented	along	with	justification	for	its	relevance.	

4.1. Defining	Trust	

In	their	cross-sectional	article	devoted	to	trust	Rousseau	&	Burt	(1998)	claim,	 there	 is	

no	single	definition	of	trust.	Since	1998	significant	amount	of	literature	on	the	topic	has	

been	 published,	 however,	 that	 claim	 remains	 sustained	 (Costa	 &	 Bijlsma-Frankema,	

2007;	Lambright,	Mischen,	&	Laramee,	2009;	Rousseau	et	al.,	1998;	Schoorman,	Mayer,	

&	Davis,	2007).	In	spite	of	disagreement	surrounding	the	definition	of	trust	researchers	

indicate	 several	 similarities	 across	 disciplines.	 The	 researchers	 jointly	 agree	 that	 it	

requires	 interdependence	and	willingness	 to	 fulfil	 the	 commitments	 (Costa	&	Bijlsma-

Frankema,	2007;	Rousseau	et	al.,	1998)	as	well	as	is	a	part	of	a	relationship	(Schoorman	

et	al.,	2007)	between	a	trustee	and	a	trustor	who	both	expect	a	positive	effect	resulting	

from	 their	 relationship	 (Costa	 &	 Bijlsma-Frankema,	 2007;	 Lambright	 et	 al.,	 2009;	

Rousseau	 et	 al.,	 1998;	 Schoorman	 et	 al.,	 2007).	 Moreover,	 researchers	 indicate	 a	

relationship	 between	 trust,	 control,	 and	 risk.	 Schoorman,	 Mayer,	 &	 Davis	 in	 their	

revision	of	a	previous	paper	from	1995	(2007,	p.	346)	discuss	about	“willingness	to	take	

risk”	or	“willingness	to	be	vulnerable”;	except	those	two	Rousseau	(1998)	also	mentions	

trust	as	willingness	to	rely;	Costa	and	Bijlsma-Frankema		(2007)	say	that	trusting	means	

giving	 control	 away;	while	Höhmann	 and	Welter	 (2004)	name	 the	 risk	 saying	 that	 an	

opportunistic	behaviour	may	occur	and	trust	will	be	regretted.	It	can	be	understood	that	

trust	is	developed	when	actors	assess	the	risk	resulting	from	losing	control	is	lower	than	

the	probability	of	a	beneficial	outcome	and	at	the	same	time	accept	possible	regret.	

4.2. Trust	across	Social	Sciences	and	Contexts	

A	phenomenon	of	 trust	 is	complex	and	has	been	researched	 in	varied	 fields	of	science	

and	business	(Schoorman	et	al.,	2007).	For	instance,	psychological	approach	focuses	on	

behavioural	 aspect	 of	 trust	 (Berg,	 Dickhaut,	 &	 McCabe,	 1995;	 Schoorman,	 2002),	
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sociological	approach	analyses	trust	in	a	bigger,	social	context	such	as	networks	of	trust	

(Lambright	 et	 al.,	 2009),	whereas	 business	 perspective	 emphasises	 the	 importance	 of	

trust	in	business	collaborations	(Das	&	Teng,	1998;	Höhmann	&	Welter,	2004;	Lewicki	&	

Bunker,	1996).	Trust	has	been	also	researched	on	multiple	levels:	interpersonal	-	based	

on	 social	 interactions	 and	 relationships	 between	 people,	 intra-organizational	 -	 within	

groups	or	networks,	and	inter-organizational	-	trust	between	groups	or	organizations	on	

an	institutional	level	(Rousseau	et	al.,	1998;	Schoorman	et	al.,	2007).	To	enable	informed	

discussion,	 the	 following	 review	 of	 the	 literature	 is	 limited	 to	 the	 interpersonal	

dimension	of	trust,	as	it	is	the	main	focus	of	the	research.	

4.3. Behavioural	Model	of	Trust	Development	and	Evolution	

Behavioural	approach	regards	trust	as	it	is	a	purely	rational	choice.	The	choice	to	trust	is	

based	 on	 a	 calculation	 of	 risk	 to	 expected	 outcome	 and	 is	 expressed	 by	 cooperative	

behaviour	 or	 its	 lack.	 In	 this	 approach,	 trustee’s	 trustworthiness	 and	 intentions	 are	

assessed	 through	 analysis	 of	 intensity	 and	 importance	 of	 cooperative	 or	 competitive	

moves.	 Behavioural	 trust	 is	 measured	 during	 experiment	 games	 in	 a	 laboratory	

environment.	 There	 is	 no	 consistency	 about	 the	 level	 of	 initial	 trust	 as	 researchers	

(Lewicki	et	al.,	2006)	indicate	that	different	games	brought	different	results,	and	some	of	

the	 respondents	 exhibit,	 from	 the	 first	 interaction,	 relatively	 high	 trust	 to	 unknown	

actors,	 while	 others	 do	 not.	 The	 behavioural	 model	 assumes	 that	 trust	 is	 built	

incrementally	 during	 cooperation	 and	 is	 based	 on	 reciprocity	 of	 cooperating	 actions.	

Trust	 drops	when	 cooperating	moves	 are	 not	 reciprocated	 (Lewicki	 et	 al.,	 2006).	 The	

limitation	of	this	approach	is	that	it	assumes	decisions	are	related	solely	to	the	amount	

of	trust	a	trustor	gives	to	a	trustee	and	is	not	influenced	by	other	factors.	

4.4. Psychological	Models	of	Trust	Development	and	Evolution	

4.4.1. Cognitive,	Affective	and	Behavioural	Factors	of	Trust		

Psychological	 models	 go	 one	 step	 back	 in	 comparison	 to	 behavioural	 and	 look	 into	

causes	 of	 an	 action.	 Thus,	 they	 take	 into	 account	 existence	 of	 other	 factors	 that	may	

affect	 the	 choice	 to	 trust	 that	 is	 not	 based	 purely	 on	 rational	 calculation.	 Thus,	
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psychological	 approach	 considers	 affect	 or	 emotions	 as	 trust	 influencers,	 accepting	

deviations	from	rationality	(G.	R.	Jones	&	George,	1998).	

Cognitive	 factor	 affecting	 trust	 reflects	 an	 opinion	 and	 belief	 about	 other	 party’s	

trustworthiness.	Researchers	stress	the	relatively	large	fragmentation	of	trust	measures	

used	 in	 different	 studies	 and	 their	 low	 replication	 (Rousseau	 et	 al.,	 1998).	 However,	

Mayer	et	 al.	 (1995)	accumulate	most	of	 the	meanings	used	by	others	 researchers	and	

propose	three	main	factors	of	trustworthiness:	benevolence,	ability,	and	integrity.		

Influence	of	emotional	factor	has	not	been	researched	extensively	(G.	R.	Jones	&	George,	

1998;	Lewicki	et	al.,	2006),	nonetheless	in	existing	research,	it	is	investigated	from	how	

feelings	 affect	 the	 choice	 to	 trust.	 The	 emotional	 factor	 represents	 the	 impact	 of	 hot	

emotions	 as	 well	 as	 affection	 to	 the	 other	 party.	 It	 is	 especially	 important	 in	

interpersonal	 and	 rather	 close	 relationships	 (Lewis	 &	 Weigert,	 1985).	 Moreover,	

emotional	factor	indicates	that	the	process	of	trust	assessment	is	also	influenced	by	the	

impression	 the	 other	 party	 gives	 during	 the	 face	 to	 face	 interaction	 (Lewicki	 et	 al.,	

2006).	 The	 emotional	 assessment	 rests	 on	 inferring	 the	 other	 party’s	 behaviour	 and	

translating	 it	 into	 feelings	 and	 assumptions	 about	 the	 other	 party’s	 trustworthiness	

(George	&	Brief,	1992;	G.	R.	Jones	&	George,	1998).	

Behavioural	 factor	 refers	 to	 trust’s	 assessment	 in	 relation	 to	 perceived	 risk.	 It	

represents	a	willingness	to	take	risky	action	(“willingness	to	be	vulnerable”	(Schoorman	

et	al.,	2007,	p.	346))	based	upon	a	positive	expectation	that	trust	will	be	recognized	and	

reciprocated.	 Luhmann	 (1979)	 also	 argues	 that	 the	 more	 trust	 a	 trustor	 displays	

towards	a	trustee,	the	more	likely	trustee	will	behave	trustworthily.	Weber	et	al.	(2004)	

go	 one	 step	 further	 and	 supplement	 this	 theory	 with	 a	 finding	 suggesting	 that	 the	

trustee	may	 not	 only	 behave	 trustworthily	 but,	 also	may	 feel	 obliged	 to	 develop	 new	

skills	and	support	the	trustor	more	extensively	than	expected.	

4.4.2. Irrational	Trust	and	Reciprocity	of	Trust	

As	presented	above,	psychological	models	accept	the	fact	that	the	choice	to	trust	is	not	

purely	 rational.	 Nonetheless,	 the	 process	 of	 trust	 development	 should	 be	 mostly	

rational,	 i.e.	 based	 on	 mutual	 understanding,	 an	 expectation	 of	 trust	 reciprocity	 and	
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awareness	of	inherent	risk,	thus,	the	process	is	rather	incremental	and	careful	(Weber	et	

al.,	2004).	On	the	other	hand,	Weber	et	al.	(2004)	provide	evidence	that	in	experimental	

games	trustors	and	trustees	exhibit	irrational	willingness	to	trust.	The	unusual	amount	

of	 trust	 unknown	 parties	 have	 for	 each	 other	 is	 caused	 by	 actions	 indicating	 at	

reciprocity	of	trust.	The	experiments	indicate	that	some	people	have	high	trust	toward	

the	other	party,	and	when	they	take	an	action	proving	it,	the	other	party	appreciates	the	

high	dose	of	trust	and	exhibits	reciprocity.	For	some	people,	this	honor	to	be	trusted	is	

motivation	to	work	harder	and	do	even	more	than	it	is	expected	or	required	(Luhmann,	

1979)	or	reciprocate	trust	even	if	it	is	against	their	self-interest	(Cialdini	1993	in	Weber	

et	 al.,	 2004).	 On	 the	 other	 hand,	 it	 is	 also	 common	 that	 some	 professionals	 take	 an	

advantage	of	this	situation	and	use	others,	giving	only	an	impression	that	trust	will	be	

reciprocated	(Luhmann,	1979;	Weber	et	al.,	2004).	However,	 Jones	and	George	(1998)	

claim	 that	 only	 big	 perceived	 deviation	 from	 expected	 outcome	 of	 trusted	 action	 is	

understood	 as	 a	 breach	 of	 trust.	 Thus,	 if	 dishonesty	 or	 disloyalty	 affects	 the	 trustor	

moderately	trust	may	not	be	breached.		

The	 reasons	 why	 a	 trustor	 exhibits	 high	 trust	 toward	 the	 trustee	 before	 the	 first	

interaction	and	with	no	prior	information	are	complex.	Researchers	(Weber	et	al.,	2004)	

indicate	 that	 the	 perceived	 benefits	 of	 trusting	 e.g.	 benefits	 of	 working	 with	 a	 well-

known	manager,	affect	 the	willingness	 to	 trust.	Other	 factors	 like	personal	motivation,	

dependence,	goals,	and	preferences	also	affect	perceived	trustworthiness	in	a	way	that	a	

trustor	will	 exaggerate	 trustworthiness	 of	 the	 other	 party,	which	 can	 lead	 to	 overtust	

(Weber	et	al.,	2004).	

4.4.3. Trust	and	Distrust	–Unidimensional	and	Two-dimensional	

Models	of	Trust	

Different	models	of	trust	can	be	differentiated	on	the	grounds	of	the	perception	of	trust	

and	distrust	 in	 a	 relationship.	Unidimensional	models	of	 trust	 (e.g.	Mayer	 et	 al.	 1995)	

put	 trust	 and	 distrust	 at	 the	 opposite	 sites	 of	 one	 dimension.	 Meaning,	 the	 level	 of	

perceived	 distrust	 reduces	 the	 level	 of	 perceived	 trustworthiness,	 thus,	 low	 distrust	

imposes	high	trust	etc.	(Lewicki	et	al.,	2006).	There	is	no	consensus	about	the	base	level	

of	initial	trust	in	unidimensional	models	(Lewicki	et	al.,	2006).	Most	of	the	researchers	
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indicate	 that	with	 no	prior	 experience	 the	 trust	 starts	 at	 zero	 level	 (Luhmann,	 1979).	

However,	this	view	is	challenged	by	researchers	who	prove	that	due	to	an	influence	of	

affective	and	cognitive	factors,	in	some	relations	relatively	high	initial	trust	is	observed	

(Roderick	M	Kramer,	1994;	Lewicki	et	al.,	2006).	Also,	initial	distrust	can	be	developed	

based	on	an	e.g.	 judgment	about	the	other	party’s	reputation	or	affected	by	contextual	

factors.	Another,	special	form	of	initial	trust	is	called	swift	trust.	This	form	is	developed	

in	 temporary	 organizations	 and	 is	 specific,	 as	 initial	 trust	 is	 perceived	 at	 a	 high	 level	

from	the	beginning.	This	anomaly	is	a	result	of	few	different	factors	combined	together.	

The	mixture	consists	of:	parties	interrelation	resulting	from	working	at	the	same	task	at	

the	 moment,	 trust	 to	 other	 parties’	 competencies	 in	 a	 context	 of	 assigned	 roles,	

participants	 engagement	 in	 a	 task	 and	 their	 exhibition	 of	 adaptability,	 as	 well	 as	

willingness	to	reduce	inconsistencies	(Meyerson,	Weick,	&	Kramer,	1996).	

	Two-dimensional	models	assume	that	trust	and	distrust	are	separate	and	independent	

concepts.	Trust	is	understood	as	the	confidence	of	positive	expectations,	while	distrust	

is	confidence	about	negative	expectations	(Lewicki,	Bies,	&	McAllister,	1998).	In	case	of	

two-dimensional	models	of	 trust,	 trustor	can	perceive	both	constructs	as	high	(or	 low,	

or	 at	 different	 levels),	 for	 example	 in	 a	 situation	 where	 current	 trust	 assessment	

indicates	that	person	is	trustworthy	and	simultaneously	trustee’s	negative	reputation	or	

past	shared	experiences	effect	in	a	high	level	of	perceived	distrust	(Lewicki	et	al.,	1998).	

In	the	case	of	a	 two-dimensional	model	of	 trust	 the	 initial	 level	of	 trust	and	distrust	 is	

assumed	to	be	at	 the	 low	 level	of	 trust	and	distrust,	however,	both	dimensions	can	be	

affected	by	contextual	factors	and	available	information	about	the	other	party	(Lewicki	

et	 al.,	 1998).	 Accordingly,	 the	 levels	 of	 trust	 and	 distrust	 change	 over	 time	when	 two	

parties	 share	 experiences	 and	 observations.	 Eventually,	 this	 process	 can	 lead	 to	 the	

development	of	high-trust	or	low-trust	relationships	(Lewicki	et	al.,	2006).	

4.4.4. Transformational	Models	of	Trust		

While	previous	models	 focus	on	aspects	of	 trust	and	distrust,	 transformational	models	

of	 trust	 assume	 that	 trust	 changes	 its	 form	over	 time.	 It	 is	 presented	 at	 the	 following	

figure	that	visualizes	transformational	model	of	trust	development	over	time	by	Lewicki	

and	Bunker	(1996):	
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Figure	3	Transformational	Model	of	Trust	Development	

	

Source:	Adapted	from	Lewicki	and	Bunker	(1996)	

Generally,	transformational	models	present	similar	understanding	of	trust	evolution	as	

they	all	assume	that	trust	starts	from	calculus-based	(Lewicki	&	Bunker,	1996;	Rousseau	

et	 al.,	 1998)	 or	 deterrence	 trust	 (Shaprio,	 Sheppard,	 &	 Cheraskin,	 1992)	 that	 are	 all	

based	on	a	rational	choice	to	trust	or	not	to	trust.	Afterward,	in	two	models	(Lewicki	&	

Bunker,	1996;	Shaprio	et	al.,	1992)	trust	evolves	into	the	knowledge-based	trust	that	is	

developed	through	interaction	and	provides	 information	about	other	party’s	reliability	

and	integrity	to	an	extent	that	enables	prediction	of	partner’s	behaviour.	In	the	case	of	

Rousseau	et	al.’s	(1998)	model,	relational	trust	(RT)	is	developed	and	interdependence	

and	reliability	create	a	space	 for	emotions	 that	enter	 the	relationship	and	enable	both	

parties	to	expect	certain	behaviours.	Further	alignment	between	Lewicki	&	Bunker	and	

Shaprio	 et	 al.’s	 (1996;	 1992)	 is	 observed	 as	 they	 both	 assume	 that	 trust	 evolves	 into	

identification-based	 trust	 (IBT)	 that	 accounts	 for	 full	 integrity	 between	 partners	 and	

mutual	understanding.	IBT	occurs	in	a	complex	relationship,	in	which	one	party	can	act	

on	 behalf	 of	 the	 other	 as	 common	 interest	 it	 prioritized	 over	 individuals’	 interests.	

Development	 of	 IBT	 or	 RT	 is	 time-consuming	 and	 requires	 mutual	 effort	 and	

engagement.	Williamson	(1993)	claims	that	such	trust,	characteristic	for	friendships,	is	

too	precious	to	risk	it	and	act	disloyal,	therefore	it	is	perceived	as	the	most	secure	type	

of	relationship.	
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4.4.5. Different	Forms	of	Trust	at	Once	

An	 interesting	 point	 is	 presented	 by	 Rousseau	 et	 al.	 (1998)	who	 argue	 that	 different	

forms	of	trust	can	be	mixed	together.	They	argue	that	institutional	trust	is	a	basis	for	the	

development	 of	 interpersonal	 trust	 and	 that	 calculative	 trust,	 enhanced	 by	 positive	

cooperation	between	parties,	evolves	into	relational	trust:		

Figure	4	Model	of	Trust	

	

Source:	Adapted	from	Rousseau,	Burt,	Sitkin	and	Camerer	(1998)	

They	assume	 that	 institutional	 trust	 –	 trust	based	on	 legitimacy	and	 confidence	about	

the	other	party’s	professionalism,	is	needed	for	calculative-trust	to	occur	and	relational	

trust	 to	develop.	On	the	other	hand	they	(Rousseau	et	al.,	1998)	also	 indicate	that	this	

may	depend	on	a	 context,	 as	 institutional	 control	mechanisms	 limit	 the	possibility	 for	

trust	 to	 develop,	 while	 in	 other	 contexts	 institutional	 trust	 is	 a	 trigger	 to	 start	

collaboration	 and	 it	 enhances	 development	 of	 interpersonal	 trust	 (Rousseau	 et	 al.,	

1998).		

4.5. Applied	Model	of	Trust		

As	presented	above,	there	are	many	possible	ways	to	look	at	the	concept	of	trust.	While	

most	of	the	models	demand	longitudinal	studies,	Model	of	Trust	by	Mayer	et	al.	(1995)	

enables	 analysis	 trust	 in	 a	 specific	 point	 of	 time.	 Model	 of	 Trust	 (Mayer,	 Davis,	 &	

Schoorman,	1995)	is	used	to	analyse	data	in	this	research,	as	it	is	recognized	as	one	of	

the	 most	 robust	 propositions	 in	 the	 literature	 (Lewicki	 et	 al.,	 2006).	 The	 model	 is	

complex	-	it	 includes	the	analysis	of	a	relationship	between	risk	and	trust,	as	well	as	it	
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provides	the	basis	for	analysis	of	trustworthiness	assessment	through	an	application	of	

the	 most	 popular	 trust	 measures.	 Furthermore,	 the	 model	 comprises	 of	 elements	

constructing	 perceived	 trustworthiness	 of	 a	 trustee	 as	 well	 as	 characteristics	 of	 a	

trustor.	The	model	is	complete,	therefore	has	prominent	explanatory	power	and	yet,	at	

the	same	time	is	easy	to	apply	due	to	the	restricted	trustworthiness	measures	limited	to	

three	factors.	Authors	(Mayer	et	al.,	1995)	also	indicate	that	the	model	is	adaptable	and	

provides	 space	 for	 contextual	 factors	 that	 can	 potentially	 affect	 trust	 assessment.	 For	

this	 reason	Model	 of	 Trust	 can	 be	 used	 to	 analyse	 trust	 in	 specific	 relationships	 and	

contribute	 to	 the	development	of	 the	 theory	of	 trust	providing	knowledge	 in	a	unified	

and	 credible	 manner.	 Application	 of	 the	 model	 recognized	 to	 be	 a	 valid	 instrument	

(Lewicki	 et	 al.,	 2006)	 enables	 comparison	 with	 other	 results	 and	 helps	 to	 reduce	

fragmentation	in	the	theory.	To	enhance	the	understanding	and	the	 interrelation	of	 its	

elements	I	propose	a	visual	presentation	of	the	figure:	

Figure	5	Model	of	Trust	

	

Source:	Adapted	from	Mayer,	Davis	and	Schoorman	(1995)	

Mayer	 et	 al.	 (1995)	 point	 out	 that	 further	 research	 about	 trust	 and	 cooperation	 is	

needed	 as	 the	 model	 do	 not	 analyse	 this	 relationship,	 but	 only	 indicates	 that	 trust	

evolves	over	time	during	cooperation.	Thus,	authors	assume	that	trust	is	not	necessary	

to	 start	 cooperation,	 but	 rather	 occurs	 when	 a	 personal	 relationship	 between	 two	

parties	 is	 developed	 (Mayer	 et	 al.,	 1995).	 However,	 application	 of	 the	 model	 in	 the	
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following	 case	 study	 research	 enables	 to	 relate	 trust	 to	 collaboration,	 which	 will	 be	

discussed	 in	 the	 next	 chapter.	 Authors	 (Mayer	 et	 al.,	 1995)	 also	 indicate	 that	model’s	

contribution	to	understanding	trust	in	a	social	context	is	out	of	scope	because	the	model	

concludes	about	interpersonal	trust	assessment.	This	limitation	is	overcome	through	the	

application	of	a	qualitative	method	that	helps	to	analyse	trust	in	different	relationships	

and	between	different	actors.	Afterward,	analysing	data	 through	patterning	enables	 to	

extract	 social	 constructs	 of	 trust	 in	 the	 unit	 of	 analysis.	 This	 extends	 the	 existing	

knowledge	about	the	concept	of	 trust	and	provides	 inputs	about	social	perspectives	at	

the	concept	of	trust.	
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5.	DATA	ANALYSIS	

Analysis	of	the	data	gathered	revealed	several	topics	that	could	be	discussed,	however,	

due	to	time	limitations	and	limited	length	of	this	report	I	can	only	focus	on	the	dominant	

topic.	 The	 most	 attention	 is	 given	 in	 regards	 to	 trust	 that	 is	 discussed	 in	 different	

contexts	and	by	all	participants.	Therefore,	trust	is	a	focal	point	of	the	research,	with	the	

main	focus	on	interpersonal	trust,	what	provides	an	answer	to	the	research	question.	

Mayer	 et	 al.‘s	 (1995)	Model	 of	 Trust	 gives	 a	 theoretical	 foundation	 for	 this	 empirical	

study	of	trust.	Proposed	model	provides	a	solid	basis	for	interpersonal	trust	analysis	and	

enables	 identifying	 a	 correlation	 between	 interpersonal	 trust	 and	 risk	 assessment,	

which	 together	 reflect	 a	 willingness	 to	 undertake	 a	 trusting	 action.	 It	 focuses	 on	 the	

interpersonal	 level,	 therefore,	 it	 involves	 two	 parties	 and	 helps	 to	 explain	 the	

relationship	 between	 a	 trustor	 (an	 independent	 musician)	 and	 a	 trustee	 (a	 business	

service	 provider).	 Thus,	 it	 gives	 insights	 into	 musicians’	 personal	 criteria	 shaping	

willingness	to	collaborate.	Authors	also	(Mayer	et	al.,	1995)	indicate	that	context	of	the	

relationship	 between	 a	 trustor	 and	 a	 trustee	 should	 not	 be	 omitted,	 even	 though	

contextual	factors	are	not	included	in	the	model.	It	is	so	because	the	model	has	a	general	

character.	 Thus,	 the	 model	 is	 supplemented	 with	 theories	 and	 examples	 explaining	

discrepancies	 between	 the	main	 theory	 (Mayer	 et	 al.,	 1995)	 and	 empirical	 data,	what	

provides	a	unique	overview	of	interpersonal	trust	taking	into	account	social	context	of	

the	independent	Danish	music	industry.	The	analysis	also	provides	unique	and	context	

specific	patterns.	

5.1. Expectations	and	Needs		

This	 section	 provides	 insights	 about	 musicians’	 expectations	 and	 needs	 in	 regard	 to	

trust	 in	collaboration	with	partners	providing	business	services.	Firstly	I	present	what	

independent	Danish	musicians	assess	when	they	evaluate	trustworthiness	of	the	other	

party.	It	is	done	through	analysing	data	and	three	factors	of	trustworthiness	assessment:	

benevolence,	 integrity	 and	 ability	 (Mayer,	 Davis,	 &	 Schoorman,	 1995).	 Afterwards,	

musicians’	extraordinary	need	to	control	music	projects	is	examined	through	comparing	
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data	with	two	other	elements	of	the	Model	of	Trust	-	propensity	to	trust	and	taking	risk	

in	relationships	(Mayer	et	al.,	1995).	

5.1.1. Benevolence	

The	definition	of	benevolence	that	is	most	suitable	for	this	case	is	“behaviour	relevant	to	

individual’s	needs	and	desires”	(Frost,	Stimpson	&	Maughan	cited	in	Mayer	et	al.,	1995,	

p.	 719).	 Positive	 assessment	 of	 benevolence	 is	 critical	 in	 case	 of	 collaboration	 with	

independent	musicians.	Its	 importance	is	mentioned	many	times	in	the	interviews	and	

in	many	contexts.	The	overall	conclusion	is	that	most	of	the	musicians	expect	the	highest	

level	of	benevolence	that	is	usually	achieved	among	family	members	and	friends	to	start	

and	maintain	collaboration	with	a	business	service	provider.		

The	category	of	benevolence	is	broad,	but	generally,	benevolence	can	be	understood	as	

willingness	 to	 do	 good	 to	 the	 other	 party	 (Mayer	 et	 al.,	 1995).	 Benevolence	 can	 be	

expressed	 by	 loyalty,	 commitment	 and	 good	 intentions	 toward	musician,	 helpful	 and	

positive	 attitude,	 low	motivation	 to	 lie	 and	 personal	 attachment.	 Interviewees	mostly	

discuss	the	other	party’s	good	intentions	and	commitment,	and	expect	the	other	person	

to	be	nice.	They	also	mention	loyalty,	understanding	and	ability	to	prioritize	musician’s	

motivations	over	personal:	

I5:	(…)	I	would	definitely	expect	that	this	person	wanted	me	to	thrive	

as	an	artist.	Both	because	that	what	would	make	his	business	go	

around	and	mine.	I	suppose	this	person	to	be	nice	but	first	and	

foremost	to	have	a	desire	to	bring	me	as	safely	forward	as	possible.	

I3:	I	haven't	worked	with	him	as	a	technician.	He's	just	helping	me	to	

track	instruments	and	maybe	some	vocals.	But	we	know	each	other	

from	the	way	back,	he	is	such	a	nice	guy,	and	also	he	and	his	partner	

a	long	time	ago	said	that	they	want	to	make	my	album.		
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I4:	I	think	you	really	need	to	find	a	best	friend,	someone	who	will	be	

really	honest	with	you,	and	someone	who	believes	in	you,	someone	

who	has	genuine	compassion	about	you.	(...)	Someone	who	can	

actually	make	a	difference	for	you,	and	in	the	same	time	really	has	

the	understanding	that	you	need	to	be	yourself,	not	s***	you	into	the	

mainstream	music.	

I5:	We	all	seek	for	a	positive	relationship.	I	understand	it	is	business,	

it	works	both	ways,	they	want	to	be	the	part	(ref.	have	some	impact	

on	music),	it’s	a	negotiation.	But	still	someone	who	has	fundamental	

respect	for	your	project	and	for	you	as	a	person.	I	think	that’s	the	key	

ingredient.		

I2:	The	services	are	not	just	things	you	buy.	You	need	to	have	a	

relationship	with	a	person.	

Presented	 examples	 also	 indicate	 on	 a	 link	 between	 benevolence	 and	 personal	

relationship	with	the	other	party.	Evidences	also	indicate	that	friendship	and	emotional	

attachment	positively	influence	the	assessment	of	other	party’s	benevolence.	It	is	due	to	

the	fact	that	benevolence	develops	over	time	(Mayer	et	al.,	1995),	and	thus,	the	longer	

the	relationship	and	the	better	are	common	experiences,	the	higher	is	its	assessment.	As	

presented	 above,	most	 of	 the	 artists	 expect	 to	 assess	 benevolence	 of	 business	 service	

provider	at	a	high	 level.	What	 is	more,	most	of	 them	are	not	willing	to	cooperate	with	

people	they	do	not	like,	what	is	unusual	in	business	collaborations.	While	in	majority	of	

the	business	relationships	liking	each	other	is	not	as	important	as	getting	the	job	done,	

in	 case	 of	 independent	 Danish	 musicians	 it	 may	 determine	 the	 possibility	 of	 a	

partnership.	Therefore,	the	aspect	of	a	relationship	is	crucial	in	benevolence	assessment	

in	 a	 sense	 that	 positive	 long-term	 relationship	 cements	 the	 belief	 in	 the	 other	 party’s	

benevolence.		

Another	 empirical	 evidence	 providing	 insights	 about	 the	 expectation	 of	 trustee’s	

benevolence	is	demonstrated	by	interviewees’	approach	to	searching	for	partners.	They	

firstly	look	into	their	own	network,	because	people	who	have	already	been	tested	have	

always	a	priority:		
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A:	If	you	think	you	need	a	manager,	or	an	agent	or	booking	agent,	

someone	like	that.	How	would	you	look	for	this	person?	

I5:	I	think	I	would	probably	talk	to	some	of	my	fellow	musicians,	

friends.	(…)	

I1:	(...)	I	would	just	speak	to	people	out	there	and	ask	who	they	would	

recommend	and	all	that	using	my	network.	

If	friends	cannot	help	personally,	musicians	ask	for	their	recommendations.	They	prefer	

to	 ask	 someone	 with	 whom	 they	 have	 a	 personal	 relationship	 because	 benevolence	

between	them	is	already	developed,	so	they	assume	the	person	would	give	an	accurate	

recommendation	and	would	not	recommend	somebody	who	is	not	trustworthy:	

A:	And	why	would	you	ask	your	friends?	

I5:	Because	some	of	them	have	managers.	I	have	a	friend	who	studies	

Management	at	the	Music	Conservatory	so	he	knows	the	business.	I	

know	they	would	give	me	a	good	advice.	

A:	Why	do	you	think	so?	

I5:	Because	they	know	the	business	better	than	I	do,	and	maybe	

because	they	are	my	friends.	We	have	a	good	relationship.	I	know	

they	would	not	say	anything,	sort	of	untruth	or	…	I	also	know	they	

wouldn’t	just	get	money	from	me.	I	think	I	can	trust	them,	if	you	

know	what	I	mean.	

Summing	 up,	 when	 musicians	 assess	 the	 other	 party’s	 trustworthiness	 they	 look	 at	

person’s	good	 intentions,	 loyalty,	 commitment	and	other	 factors	considered	under	 the	

category	 of	 benevolence.	 Majority	 of	 interviewed	 musicians	 admit	 that	 they	 expect	

relatively	high	level	of	benevolence	in	order	to	start	and	maintain	collaboration.	As	high	

level	of	benevolence	 is	characteristic	 for	close	relationships,	musicians	mostly	 look	for	

potential	 partners	within	 their	 social	 network.	Moreover,	 if	 none	 of	 friends	 can	 help,	

musicians	 ask	 for	 recommendations,	 and	 thus,	 their	 own	 social	 network	 as	 well	 as	

friends’	 social	 networks	 are	 the	main	 source	 of	 potential	 partnerships.	 This	 does	 not	
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mean	 that	 musicians	 blindly	 trust	 their	 friends	 and	 start	 collaboration	 only	 due	 to	 a	

recommendation,	but	rather	it	indicates	that	a	recommendation	from	a	benevolent	party	

is	a	sufficient	reason	to	give	a	chance	to	the	recommended	party	and	meet,	in	order	to	

assess	trustworthiness	personally.	

5.1.2. Integrity	

Integrity	is	the	second	factor	of	trustee’s	trustworthiness.	Mayer	et	al.	(1995)	define	it	as	

coherent	 beliefs,	 values	 or	 shared	 expectations.	 They	 indicate	 it	 can	 be	 expressed	

through	 the	 integrity	 of	 words	 and	 actions,	 trustee’s	 character	 or	 a	 strong	 sense	 of	

justice.	 Interviewed	 artists	 interpret	 integrity	 mainly	 as	 shared	 expectations	 about	

project	 outcomes	 (e.g.	 focus	 on	 artistic	 values	 and	 quality	 or	 rejection	 of	 commercial	

aspect)	 and	 shared	 values	 of	 a	 trustor	 and	 a	 trustee.	 In	 general,	 artists	 expect	 to	 be	

compatible	 with	 a	 partner.	 Respondents,	 for	 example,	 point	 out	 that	 trustee’s	 profit-

oriented	motivation	that	could	anyhow	affect	their	creative	freedom,	reduces	the	level	of	

assessed	integrity:	

I2:	One	of	the	reasons	I	actually	work	with	Kat	is	because	for	me,	she	

is	so	not	the	music	industry.	

I5:	I	think	I	would	like	a	person	with	good	values,	some	values	that	I	

can	relate	to,	values	such	as...	a	certain	respect	for	music	and	people	

in	general...	Maybe	not	to	focus	on	the	commercial	part.	I	know	it	

sounds	stupid	because	music	is	commercial,	but	a	person	who	still	

have	some	more	human	values,	even	though	they	are	working	in	this	

hard	core,	cold	music	business.		

Additionally	 the	 importance	 of	 integrity	 assessment	 if	 highlighted	 by	 the	 fact	 that	 in	

some	 cases,	 musicians	 prefer	 to	 work	 harder	 instead	 of	 delegating	 tasks	 to	 a	

professional	who	seem	not	integral.	For	example	I4	admits	she	needs	a	manager,	but	she	

does	not	have	one	as	she	has	not	find	the	person	who	would	understand	and	share	her	

values:	
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I4:	The	identity	of	my	band	is	really	my	soul,	that's	also	why	am	I	

upcoming	and	that's	also	why	I	am	not	with	a	major	label,	that's	also	

why	I	don't	make	completely	mainstream	music	and	to	find	someone	

who	can	do	management	well,	someone	who	can	actually	make	a	

difference	for	you,	and	in	the	same	time	really	has	the	understanding	

that	you	need	to	be	yourself,	not	s***	you	into	the	

mainstream	music,	that	is	really	hard	to	find	someone	like	that.	Of	

course	I	really	need	it	(ref.	a	manager).	

Even	 though	 the	 data	 about	 integrity	 assessment	 is	 limited,	 it	 is	 clear	 that	musicians	

expect	a	potential	partner	 to	be	 integral.	They	especially	emphasize	 the	 importance	of	

shared	 artistic	 values	 and	 mutual	 compatibility.	 Furthermore,	 positive	 assessment	 of	

integrity	 between	 parties	 is,	 for	 five,	 out	 of	 six	 musicians,	 necessary	 to	 start	

collaboration.		

5.1.3. 	Ability	

Third	 criterion	–	 ability	 -	 refers	 to	 trustee’s	 competences.	 It	 is	 always	 considered	 in	 a	

context,	for	example	a	person	can	trust	a	friend	in	terms	of	taking	care	of	a	child,	but	do	

not	trust	about	business	tasks.	Ability	can	be	understood	as	a	set	of	functional	skills	or	

expertise,	but	it	is	also	understood	as	trustee’s	influence,	power	to	make	things	happen,	

general	 business	 judgment	 or	 strength	 of	 interpersonal	 skills	 (Mayer	 et	 al.,	 1995).	

Interviewed	 artists	 mostly	 connect	 ability	 with	 partners’	 competences	 that	 are	

understood	as	skills	or	network:	

I4:	(...)	to	find	someone	who	can	do	management	well,	someone	who	

can	actually	make	a	difference	for	you	(...)	

I3:	(...)	Somebody	could	really	help,	a	real	booking	agent,	having	

good	contacts.	(...)		

I3:	I	think	it's	about	commitment	and	networking.	
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I1:	I	know	some	managers	working	for	them.	They	make	huge	huge	

huge	work	for	artists,	and	that's	a	really	good	thing,	that's	actually	

the	reason	why	they	have	so	much	success	(ref.	musicians),	because	

the	manager	is	doing	so	so	much	work.	You	just	need	to	have	right	

people	behind.	

Ability	 to	 perform	 tasks	 in	 a	 context	 of	 collaboration	 is	 definitely	 taken	 into	 account	

during	 trustworthiness	 assessment.	 Artists	 especially	 emphasize	 the	 importance	 of	

business	 service	 provider’s	 network,	 as	 they	 believe	 the	 music	 business	 is	 about	

knowing	 the	 right	people	 and	 general	 ability	 to	make	things	happen.	However,	 it	 does	

not	 necessarily	 translate	 into	 equally	 high	 significance	 of	 ability	 triggering	 start	 of	

collaboration.	Thus,	the	role	of	ability	in	collaboration	is	ambiguous.	Various	musicians	

approach	the	topic	differently,	what	is	discussed	and	explained	in	section	5.3.	

5.1.4. Need	for	Control	

All	of	 the	musicians	 interviewed	explicit	a	 strong	need	 to	control	 ideally	all	aspects	of	

their	 creative	 projects	 as	 they	 want	 to	maintain	 artistic	 freedom	 enabling	 passion	 to	

thrive.	 Need	 for	 control	 is	 also	 one	 of	 the	main	 reasons	 for	 their	 independence.	 This	

extraordinary	 need	 for	 control	 affects	 the	 process	 of	 trust	 development	 through	

reducing	musicians’	propensity	to	trust.	The	propensity	to	trust	is	trustor’s	“generalized	

expectation	about	the	trustworthiness	of	others”	and	it	shows	the	dose	of	trust	a	trustor	

has	for	a	trustee	before	having	any	information	available	about	the	other	party	(Mayer	

et	al.,	1995,	p.	715).		

The	willingness	to	trust	depends	on	trustor’s	personality	traits,	cultural	background	and	

experiences	 and	 it	 varies	 among	 trustors	 (Mayer	 et	 al.,	 1995;	 Weber	 et	 al.,	 2004).	

However,	in	case	of	independent	Danish	musicians	a	general	trend	emerging	from	data,	

indicating	at	low	propensity	to	trust	is	observed.	Detecting	the	trend	is	possible	because	

independent	Danish	musicians	 belong	 to	 the	 same	 one	 society,	 and	 thus,	 are	 to	 some	

extent	similar	to	each	other.	Firstly,	due	to	similarities	in	the	cultural	background	-	they	

are	all	Danish,	and	they	all	originate	from	Danish	music	scene.	Secondly,	similarities	are	

noticed	 in	 terms	 of	 personality,	 as	 they	 are	 all	 passion	 driven	 and	 prioritize	 artistic	
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values	over	potential	commercial	benefits.	The	exaggerated	need	for	control	of	creative	

projects,	makes	musicians	very	carefully	select	business	service	providers:		

I3:	(...)	I	want	to	pick	the	venues	myself	and	of	course	if	I	knew	

somebody	at	the	radio	station	that	would	be	cool	(…)	but	I	still	need	

to	feel	that	my	music	fit	to	their	programs.	I	need	to	know	the	music	

fits	into	their	musical	profile	as	well.	But	I	don't	want	to	make	music	

just	to	make	it	fit	to	somebody's	profile.		

One	of	 the	studies	 that	support	 the	assumption	that	musicians	have	 low	propensity	 to	

trust	due	 to	strong	need	 for	control	of	 the	outcomes	of	 their	creative	work	 is	Brown’s	

(2012)	 research	 on	 esteem	 of	 independent	 musicians.	 The	 author	 (Brown	 2012)	

indicates	 that	 artists	 prefer	 to	 ask	 their	 loyal	 fans	 for	 help	with	 some	 business	 tasks,	

because	as	they	already	love	the	music,	the	will	not	want	to	change	it.	Collaborating	with	

loyal	 fans	 enable	 artists	 to	 retain	 creative	 control	 and	 freedom	 over	 their	 projects	

(Brown,	2012).		

This	 radical	need	 for	 control	 the	projects	 characteristic	 for	 independent	artists	 is	 also	

observed	 in	 another	 creative	 industry	 (Svejenowa	 et	 al.,	 2011).	 Famous	 Christo	 and	

Jeanne-Claude,	 also	 independent	 artists,	 resigned	 from	 any	 external	 help	 that	 in	 their	

opinion	 might	 affect	 the	 creative	 outcome	 of	 their	 projects.	 It	 indicates	 they	 have	

extremely	 low	 propensity	 to	 trust.	 They	 preferred	 to	 work	 harder	 and	 spend	 their	

private	money,	or	not	earn	as	much	money	as	 they	could,	 just	 to	keep	 the	 full	 control	

over	their	projects	(Svejenowa	et	al.,	2011).	It	supports	previous	examples	showing	that	

passion	driven	artists,	in	general,	are	characterized	by	need	for	unusual	control	and	low	

propensity	to	trust.	

Another	factor	that	increases	the	need	for	control	and	simultaneously	limits	propensity	

to	 trust	 is	 explained	 by	 the	 fact	 that	musicians	 do	 not	 treat	 their	 career	 as	 a	 job,	 but	

rather	think	of	music	as	a	passion	that	is	an	integral	part	of	their	lives.	Low	willingness	

to	 trust	 is	 a	 kind	 of	 self-protection	 from	a	 potential	 career	 crush	 that	would	 not	 only	

break	 a	 career	 but	 also	 hurt	 a	musician	 personally.	 In	 result	musicians	 put	 relatively	

more	 attention	 to	 the	 other	 party’s	 benevolence	 and	 mutual	 integrity.	 The	 following	
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examples	 show	 that	 the	 interviewed	musicians	 have	 been	 involved	 in	music	 for	 their	

whole	lives	and	cannot	imagine	doing	anything	else.	They	agree	that	no	matter	what	“it	

always	comes	down	to	the	music”,	showing	that,	all	in	all,	playing	music	is	their	priority.	

They	 identify	 with	 their	 projects,	 they	 are	 emotionally	 engaged	 and	 they	 perceive	

playing	music	as	an	inseparable	part	of	their	lives:	

I4:	My	Band	is	really	my	soul.	I've	been	playing	music	all	my	life.	

I6:	I	don’t	know	how	not	to	play	music.	(...)	Well,	it	always	comes	

down	to	the	level	of	music.	I	just	enjoy	it	so	much	that	I	just	do	it	all	

the	time.	

I1:	I	just	wanted	to	prove	that	I	could	do	my	own	music,	to	show	to	

people	that	instead	of	being	just	the	sidemen	I	am	also	an	artist.	(...)	I	

didn't	need	to	be	a	big	rock	star.	It	wasn't	about	it.	

Moreover,	 interviewees	exhibit	extreme	devotion	to	music,	accepting	the	fact	that	they	

may	need	a	second	job	to	finance	their	projects.	They	also	willingly	devote	the	time	they	

could	spend	with	 friends	or	 family	and	 in	result	of	 such	devotion	 the	need	 for	control	

increases:	

A:	How	do	you	finance	your	music?	

I4:		I	have	a	part	time	job	on	a	side.	(…)	I'm	spending	so	many	

thousands	of	Coronas	on	making	a	pro	music	video	even	though	I	get	

people	to	do	it	for	half	of	the	money	they	would	take	from	others.	But	

I	need	professionalists	and	that's	really	expensive.	

I3:	I	usually	don't	go	out	to	drink	a	coffee	with	friends	on	Thursday	

afternoon.		I	need	to	wait	until	I	have	free	time,	even	though	I	could	

just	take	some	time	off,	but	I	am	very	disciplined.	I	said	it	is	a	full	time	

job.	I	treat	it	the	same	way	as	a	full	time	job.	

Eikhof	 &	 Haunschild’s	 (2006)	 research	 supports	 the	 above	 finding	 indicating	 that	

theatres’	 creative	 workers,	 as	 well	 as	 actors,	 also	 exhibit	 extraordinarily	 high	

involvement	 in	 work	 devoting	 their	 whole	 lives,	 personalities	 and	 energy,	 not	 only	
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talent.	 In	 their	 case,	 this	 kind	of	 commitment	 also	 results	 in	 the	 exaggerated	need	 for	

control	 of	 their	 image	 and	 careers,	 showing	 that	 passion	 to	 artistic	 endeavours	 in	

general,	may	limit	propensity	to	trust.		

Another	 interesting	 finding	 relating	 trust	 to	 control	 and	 passion,	 indicates	 that	

musicians	 cannot	 handle	well	 task	 delegation	 even	 though,	 they	 admit	 that	 they	need	

help	with	business	tasks:	

I3:	I	definitely	want	to	be	a	part	of	the	process,	but	on	the	other	hand	

somebody	could	really	help.		

I6:		I	find	it	very	hard	to	let	all	other	people	to	make	decisions	about	

my	creative	project,	so	it	easier	for	me	to	be	independent.	

A:	Do	you	need	any	specialised	experts	or	someone	who	could	help	

with	promotion	or	with	PR?		

I2:	Yes,	I	think	so.	But	I	also	think	it	is	important	probably	more	than	

ever	that	you	keep	things	close	to	your	person	so,	you	can	control	was	

is	out	there.	

The	need	for	control	and	its	relation	to	passion	is	also	described	in	the	entrepreneurship	

theory.	 Entrepreneurs	 are	 also	 passionate	 about	 their	 work,	 what	 is	 described	 as	 an	

“intense	positive	 feeling	experienced	by	 the	engagement	 in	entrepreneurial	activities,”	

(Cardon,	 Wincent,	 Singh,	 &	 Drnovsek,	 2009,	 p.	 516).	 Furthermore,	 similarly	 to	

musicians,	they	experience	excitement	and	loose	track	of	time	while	working	(Cardon	et	

al.,	 2009).	 Moreover,	 entrepreneurs	 are	 also	 emotionally	 attached	 to	 their	 ventures,	

think	 of	 them	 as	 babies,	 and	 identify	 themselves	 with	 their	 endeavours,	 just	 like	

musicians	do	with	their	projects.	Comparable	to	artists,	entrepreneurs	have	a	tendency	

to	 exhibit	 overcontrol	 and	 inability	 to	 delegate	 tasks	 (Cardon,	 Zietsma,	 Saparito,	

Matherne,	&	Davis,	2005).	According	 to	Smilor	 (1997)	entrepreneurs	also	have	 talent,	

seek	for	independence	and	desire	control.	Thus,	it	can	be	claimed	that	passion	to	create	

observed	in	different	industries,	not	restricted	to	independent	music	industry,	increase	

the	need	for	control	and	reduces	the	propensity	to	trust.	
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Examples	 presented	 above	 demonstrate	 that	 independent	Danish	musicians	 have	 low	

propensity	to	trust,	because	they	have	strong	need	to	control	their	music	projects,	which	

emerges	 from	 their	 passion	 to	 create,	 imposing	 several	 behaviours	 e.g.	 emotional	

engagement	 in	 work,	 extreme	 devotion	 or	 problems	 with	 tasks	 delegation.	 Low	

propensity	to	trust	reduces	possibilities	of	collaboration,	as	it	makes	it	more	difficult	to	

find	the	right	person.	Therefore,	potential	partners	eager	to	collaborate	with	musicians	

should	 not	 count	 on	 musicians’	 general	 willingness	 to	 trust.	 Moreover,	 Mayer	 et	 al.	

(1995)	 indicate	 that	 propensity	 to	 trust	 is	 not	 only	 important	 to	 the	 assessment	 of	

trustworthiness	 before	 any	 information	 about	 the	 other	 party	 is	 available,	 but	 it	 also	

limits	the	process	of	trust	evolution,	as	it	is	stable	over	time	(Mayer	et	al.,	1995).		

5.1.5 Need	to	Control		

General	 need	 for	 control	music	 projects	 is	 observed,	 but	 looking	 into	 how	 it	 changes	

when	 closer	 interpersonal	 relationship	 is	 developed	 enables	 to	 examine	 if	 high	 trust	

affects	 the	 need	 for	 control.	 To	 analyse	 this	 process	 I	 propose	 the	 example	 of	

Interviewee	6	and	again,	Mayer	et	al.’s	 (1995)	model	 that	 incorporates	 the	element	of	

Risk	Taking	in	Relationships	(RTR).	The	RTR	factor	refers	to	trustors’	willingness	to	risk	

in	context	of	a	specific	situation,	meaning	the	level	of	risk	acceptable	by	trustor	depends	

on	trust	he	has	in	regards	to	a	specific	trustee	(Mayer	et	al.,	1995).	Thus,	 in	enables	to	

observe	how	trust	affects	the	need	to	control.	

The	RTR	is	contextual	and	different	in	each	relationship,	what	makes	it	is	impossible	to	

argue	that	trust	development	affects	the	need	for	control	exactly	the	same	way	in	case	of	

every	collaboration.	However,	provided	example	of	 Interviewee	6	shows	that	even	 if	a	

person	 exhibits	 a	 strong	 need	 for	 control,	 the	 need	 to	 control	 a	 party	 that	 is	 highly	

trusted,	can	be	relatively	low.	On	the	one	hand,	I6	indicates	that	it	is	the	strong	need	for	

control	that	makes	her	stay	independent:	

I6:	It	is	easier	to	have	a	control	over	everything	you	do,	but	working	

with	others	means	giving	control	to	other	people.		I	find	it	very	hard	

to	let	all	other	people	make	decisions	about	my	creative	project,	so	it	

easier	for	me	to	be	independent.	
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On	the	other	hand,	I6	does	not	express	the	need	to	control	her	manager	(and	manager’s	

decisions),	 who	 is	 now	 considered	 to	 be	 a	 friend,	 what	 demonstrates	 a	 high-trust	

relationship	between	them:	

I6:	Sometimes	my	manager,	if	she	hears	about	something	or	she	

knows	someone,	she	sets	things	up	for	me,	but	normally	do	it	myself.		

A:	Yes,	you	said	you	like	to	control	everything	

I6:	True,	but	also	I	need	help.	I	trust	her	so	it	all	ok.		

	

A:	Did	you	research	any	PR	agencies?	

I6:	No,	but	I'm	pretty	sure	my	manager	knows	someone	

Although	it	is	impossible	to	construct	a	general	opinion	about	independent	artists’	RTR,	

the	evidence	confirms	Mayer	et	al.’s	(1995)	conclusion	that	the	more	trust	a	trustor	has	

for	 trustee,	 the	 more	 vulnerability	 he	 accepts.	 Meaning	 the	 more	 personal	 trust	 and	

understanding,	 the	bigger	 amplitude	of	 tolerance	 in	 regards	 to	decisions,	 so	 the	more	

risk	 can	 be	 taken	 (Williamson,	 1993).	 Moreover	 Williamson	 (1993)	 argues	 that	 not	

every	incoherence	with	expectations	is	perceived	as	a	betrayal,	especially	in	high-trust	

relationships.	 Thus,	 only	 a	 significant	 discrepancy	 from	 the	 expectations	 will	 affect	

perceived	trustworthiness	and	 lead	to	termination	of	collaboration.	This	 indicates	that	

the	more	 interpersonal	 trust	 is	 developed	 the	more	beneficial	 collaboration	 can	be	 as	

the	more	willingly	a	musician	will	follow	the	trusted	party	advice.		

5.2. Trust	Evaluation	

This	section	 is	devoted	to	the	discussion	over	the	process	of	 trust	evaluation,	which	 is	

analysed	 from	 different	 angles.	 Fist	 of	 all,	 the	 aspect	 of	 time	 in	 reference	 to	 trust	

evaluation	 is	 discussed	 as	 musicians	 exhibit	 different	 approaches	 to	 the	 topic.	

Furthermore	the	impact	of	friends’	recommendations	at	trustworthiness	assessment	is	

proposed.	 Last,	 but	 not	 least,	 emotions	 influence	 at	 trust	 assessment	 is	 presented,	 as	
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interviewed	 musicians’	 indicated	 their	 significance.	 Afterwards,	 an	 example	 of	

Interviewee	1	is	used	to	present	how	musicians	expect	trust	to	evolve	over	time.	

5.2.1. Quickly	or	Over	Time?	

To	develop	interpersonal	trust	a	trustor	has	to	positively	judge	the	combination	of	three	

trust	 antecedents:	 benevolence,	 integrity	 and	 ability	 (Mayer	 et	 al.,	 1995).	 While	 an	

ability	 to	 perform	 tasks	 can	 be	 initially	 assessed	 on	 distance,	 due	 to	 trustee’s	 good	

reputation	 and	 legitimacy,	 assessment	 of	 benevolence	 and	 usually	 integrity,	 demands	

personal	interaction:	

A:	Yeah,	if	your	friend	recommends	you	somebody,	could	you	start	

working	with	this	person	right	away	or	maybe	you	would	prefer	to	

have	a	meeting	and	talk	to	each	other?	

I5:	Definitely	first	talk	to	each	other.	

However,	 the	 question	 is	 if	 musicians	 need	 time	 or	 can	 develop	 trust	 quickly.	 The	

answer	is	ambiguous,	as	findings	indicate	that	various	artists	develop	trust	at	different	

levels	 of	 trustworthiness	 factors,	 what	 is	 related	 to	 differences	 in	 expected	 levels	 of	

benevolence	and	integrity	assessed,	which	are	discussed	in	section	5.3.		

To	start	with	the	most	common	pattern,	majority	of	musicians	interviewed	need	time	to	

develop	sufficient	trust	to	start	collaboration,	because	they	expect	to	assess	benevolence	

at	 relatively	 high	 level.	 And	 since	 high	 level	 of	 benevolence	 is	 characteristic	 for	 high-

trust,	stable	and	long-lasting	relationships	(Mayer	et	al.,	1995)	musicians	most	willingly	

collaborate	with	people	from	within	their	close	social	network.	Here	is	an	example:	

I2:	The	services	are	not	just	things	you	buy.	You	need	to	have	a	

relationship	with	a	person.	

The	 second	 option	 –	 developing	 trust	 quickly	 –	 is	 represented	 by	 three	 interviewees.	

However,	 before	 I	 provide	 detailed	 explanation	 of	 the	 reasons	 for	 instant	 trust	

development,	as	each	of	musicians	has	different	ones,	I	need	to	indicate	that	initial	trust	

that	 is	developed	quickly	 is	more	 fragile	 than	 trust	developed	 in	a	 friendship.	Thus,	 if	

trust	does	not	evolve,	it	can	easily	breach	(Williamson,	1993).	
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In	case	of	independent	Danish	musicians	trust	can	be	developed	quickly	if:	a)	a	musician	

does	not	expect	high	level	of	benevolence	at	the	beginning	of	collaboration,	b)	if	he	finds	

another	way	to	assess	benevolence	at	a	high	level.	 In	the	first	case,	a	musician	may	be	

satisfied	with	high	level	of	integrity,	which	can	be	developed	almost	at	the	first	sight:	

I4:	I	would	meet	the	person,	I	would	get	the	feeling,	to	feel	the	

vibe,	for	instance	is	this	person	genuinely	really	like	my	music,	like	

my	concerts,	to	check	if	we	have	a	good	connection	(…).	

The	combination	of	high	integrity	compensating	for	lower	level	of	benevolence	is	rather	

common,	as	Mayer	et	al.	(1995)	indicate	that	in	many	cases	a	musician	may	simply	not	

have	other	choice,	and	has	start	collaboration	with	someone	new,	from	the	outside	of	his	

own	 social	 network.	 The	 empirical	 data	 confirms	 that	 in	 some	 cases,	 if	 integrity	 is	

assessed	at	a	high	level,	 it	 is	not	necessary	to	have	a	history,	relationship	and,	in	other	

words,	 an	 assurance	 of	 the	 other	 party’s	 benevolence,	 to	 develop	 trust.	 Furthermore,	

one	of	the	interviewees	(I1)	also	developed	enough	trust	to	start	collaboration,	however	

the	 trust	 he	 developed	was	 not	 interpersonal,	 but	 institutional	 and	 thus	 it	 cannot	 be	

explained	by	Model	of	Trust	(Mayer	et	al.,	1995).	For	this	reason	the	case	of	interviewee	

1	is	considered	as	special	and	in	details	explained	in	section	5.3.2.		

The	 second	 option	 (b)	 allows	 quick	 development	 of	 benevolence.	 It	 is	 unusual	 and	

cannot	be	explained	by	the	main	theory	of	trust	(Mayer	et	al.,	1995).	Nonetheless,	one	of	

the	 interviewed	 musicians	 seems	 to	 be	 able	 to	 assess	 high	 benevolence	 of	 the	 other	

party	during	one,	intense	evening:	

I6:	I	think	maybe	one	of	the	other	girls	on	the	label	heard	my	music	

online	and	send	my	music	to	her	(ref.	her	manager)	and	she	wrote	to	

me	and	then	we	talked	for	lot	of	time,	quite	some	time	and	we	ended	

deciding	it	will	be	a	good	idea	to	work	together.	

Even	 though	 it	 is	 rather	 unusual	 approach	 to	 benevolence	 assessment,	 Lewicki	 et	 al.	

(2006)	 agree	 that	 deep	 trust	 can	 be	 also	 developed	 intensely,	 especially	 in	

circumstances	when	two	people	cannot	avoid	the	interaction.		
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Findings	presented	above	indicate	that	trust	not	necessarily	needs	time	to	be	developed	

as	in	some	cases,	when	lower	level	of	benevolence	is	accepted	and	high	level	of	integrity	

compensates	 its	 lack,	trust	needed	to	start	collaboration	is	developed	instantly.	On	the	

other	 hand,	 it	 needs	 to	 be	 remembered	 that	 majority	 of	 musicians	 interviewed	 need	

time	to	develop	trust.	A	valuable	theoretical	input	(Lewicki	et	al.,	2006,	p.	1011)	extends	

the	 assumption	 that	 independent	 musicians	 collaborate	 only	 with	 friends,	 indicating	

that	 unintentional	 or	 casual	 meetings	 also	 facilitate	 trust	 development,	 because	 even	

though	they	do	not	officially	collaborate,	 they	simple	“get	to	know	each	other”.	Similar	

finding	is	provided	by	Aldrich	(2000),	who	indicates	that	trust	can	be	developed	during	

networking	events	e.g.	conferences.	Thus,	the	most	important	conclusion	emerging	from	

this	 analysis	 is	 the	 importance	 of	 interpersonal	 interaction,	 as	 in	 five	 out	 of	 six	

interviewees,	only	personal	 trust	assessment	can	 lead	 to	 trust	development	needed	 to	

start	a	collaboration	with	an	independent	Danish	musician.	

5.2.2. 	In	Person	or	Through	Friends?	

As	it	is	said	before,	personal	interaction	is	a	must	to	assess	interpersonal	trust	(Mayer	et	

al.,	 1995).	But	what	 if	we	 look	 into	 separate	 factors	 evaluated	during	 trustworthiness	

assessment?	 It	 has	 been	 already	 mentioned	 that	 benevolence	 has	 to	 be	 assessed	

personally	 and	 that	 the	 presumption	 of	 trustee’s	 ability	 can	 be	 developed	 through	

recommendations	from	other	trusted	party	and	due	to	good	reputation	 in	general,	but	

the	 evaluation	 of	 integrity	 has	 not	 been	 discussed.	 Integrity	 is	 usually	 assessed	

personally,	but	in	some	cases	it	can	be	also	assessed	through	a	recommendation	from	a	

benevolent	friend	(Mayer	et	al.,	1995):	

A:	Who	did	your	videos	for	the	songs?		Did	you	do	it	yourself?	

I3:	No	I	hired	people	to	do	this,	but	it	was	also	through	my	network	

and	friends.		I	know	they	won’t	s***	up,	they	don’t	do	commercial	

things.	

	

A:	And	why	would	you	ask	your	friends?	



	

57	

I5:	Because	some	of	them	have	managers.	I	have	a	friend	who	studies	

Management	at	the	Music	Conservatory	so	he	knows	the	business.	I	

know	they	would	give	me	a	good	advice.	

A:	Why	do	you	think	so?	

I5:	Because	they	know	the	business	better	than	I	do,	and	maybe	

because	they	are	my	friends.	We	have	a	good	relationship.	I	know	

they	would	not	say	anything,	sort	of	untruth	or	…	I	also	know	they	

wouldn’t	just	get	money	from	me.	I	think	I	can	trust	them,	if	you	

know	what	I	mean.	

This	 finding	 is	 explained	 by	 Williams’s	 (2001)	 theory	 of	 affective	 context	 of	 trust	

development	among	group	members.	According	to	this	theory	a	musician	more	willingly	

trust,	seek	help	and	collaborate	with	a	recommended	person	because	they	both	belong	

to	 the	 group	 of	 recommending	 person’s	 friends.	 A	 musician	 assumes	 that	 the	

recommended	 party	 will	 share	 some	 values	 with	 him	 because	 he	 shares	 values	 and	

experiences	with	the	common	friend	(Williams,	2001).	Coleman	(1988,	p.	105)	calls	it	a	

“social	structure	that	facilitates	social	capital”	and	names	the	mechanism	of	connecting	

two	 strangers	 through	 a	 common	 network	 “a	 closure”.	 This	 shows	 that	 being	 in	 one	

person’s	 network	 can	 facilitate	 collaboration	with	 someone	 unknown.	 Rousseau	 et	 al.	

(1998)	 also	 mention	 third-party	 influence	 on	 trust	 development.	 They	 say	 that	 it	 is	

possible	when	a	third-party	tells	positive	stories	about	the	other	party,	and	when	these	

stories	 are	 aligned	 with	 person’s	 trust	 assessment	 factors	 (Kramer	 &	 Cook,	 2007;	

Rousseau	et	 al.,	 1998).	This	 finding	 reveals	how	closely	benevolence	and	 integrity	are	

related	 as	 integrity	 with	 a	 third	 party	 can	 be	 assessed	 through	 the	 recommendation	

from	a	benevolent	person.	

In	general,	even	though	musicians	prefer	 to	work	with	people	 they	have	already	high-

trust	 relationships	 with,	 quite	 often	 they	 have	 to	 relay	 on	 friends’	 networks,	 since	

friends	are	the	first	people	asked	for	help:	

A:	Did	you	research	any	PR	companies?	

I6:	No	but	I'm	pretty	sure	my	manager	knows	someone.		
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A:		(…)	How	did	you	find	this	place?	

I5:	Through	friends.		I	have	a	friend,	who	is	studying	Music	

Management	at	the	Rhythmical	Conservatory,	and	I	talked	to	

him,	and	he	had	a	friend	who	has	this	place	together	with	one	of	the	

guys	and	they	were	looking	for	another	partner	to	share	it	with	(ref.	

the	studio).	

This	finding	highlights	the	importance	of	personal	 interaction,	that	 is	needed	to	assess	

interpersonal	 trust	 (mainly	 benevolence),	 but	 it	 extends	 this	 conclusion	 as	 it	 also	

indicates	that	friend’s	endorsement	is	meaningful	enough	to	convince	a	musician	that	a	

specific	person	may	be	a	good	match	and	that	he	should	direct	his	attention	toward	this	

person.	 It	means	that	a	 friend	recommendation	can	be	a	trigger	 for	trust	development	

and	probably	further	collaboration.		

5.2.3 Rationally	or	Emotionally?		

Data	gathered	 indicates	 that	emotions	play	a	big	 role	 in	 the	 trust	assessment	process,	

thus	even	though	emotional	factor	is	not	included	in	Model	of	Trust	(Mayer	et	al.	1995)	

it	is	a	part	of	this	analysis.	The	choice	to	include	emotions’	impact	on	trust	assessment	is	

additionally	 supported	 by	 the	 fact	 that	 authors	 of	 the	 original	 theory,	 in	 their	 recent	

reflection	on	 the	model	admit	 that	emotional	 factor	should,	 indeed,	be	 included	 in	 the	

process	of	trust	assessment	(Schoorman	et	al.,	2007)	

Other	 researchers	also	notice	 the	 influence	of	 emotions	on	 trust	 evaluation	and	argue	

that	 emotions	 give	 powerful	 signals	 about	 the	 trustworthiness	 of	 the	 other	 party	

(Lewicki	et	al.,	2006).	It	is	due	to	the	fact	that	interpersonal	trust	is	assessed	during	face-

to-face	 interactions,	which	make	musicians	 instinctively	 interpret	 the	behaviour	of	 the	

other	party	and	experience	emotions	and	moods	(George	&	Brief,	1992;	Jones	&	George,	

1998).	Thus,	situational	factors,	communication	skills	and	self-awareness	affect	the	trust	

assessment	process.	This	finding	is	explained	by	Interviewee	4:	

I4:	I	would	meet	the	person	I	would	get	the	feeling,	to	feel	the	

vibe,	for	instance	is	this	person	genuinely	really	like	my	music,	like	

my	concerts,	to	check	if	we	have	a	good	connection	(…).	
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All	 interviewed	 musicians	 assess	 trust	 from	 other	 party’s	 behaviour.	 This	 meaning-

making	 process	 is	 also	 identified	 by	 Aldrich	 (2000)	 who	 argues	 that	 interpersonal	

attractiveness	 of	 entrepreneurs	who	 are	 organizing	 their	 companies	 in	 an	 innovative,	

yet	 untrusted	 way,	 leads	 to	 gaining	 trust	 of	 potential	 clients,	 creditors	 and	 other	

partners.	Moreover,	 Jones	 and	 George	 (1998)	 note	 that	 in	 cases	where	 emotions	 and	

affect	play	 a	big	 role	 in	 the	 trust	 assessment	process,	 initial	 trust	 can	be	perceived	as	

relatively	 higher	 than	 expected,	 due	 to	 trustor’s	 willingness	 to	 believe	 that	 trustee	 is	

trustworthy	 (Jones	 &	 George,	 1998).	 Findings	 presented	 above	 provide	 evidence	 that	

emotional	factor	is	important	not	only	during	musicians’	assessment	of	trust	but	also	in	

other	industries,	and	therefore	should	be	included	in	general	Model	of	Trust.	

5.3. Priorities	and	Trust	Development	over	Time	

This	 section	 provides	 a	 discussion	 about	 if	 and	 how	 independent	 Danish	 musicians	

prioritize	 three	 trustworthiness	 factors.	 A	 justification	 of	 rather	 irrational	 choices	 is	

proposed.	 Furthermore	 the	 difference	 in	 the	 emphasis	 put	 on	 the	 trustworthiness	

factors	between	independent	Danish	musicians	and	business	professionals	operating	in	

the	Danish	Music	Industry	is	presented.			

5.3.1 Friendship	over	Competences	

Mayer	 et	 al.	 (1995)	 argue	 that	 all	 three	 factors	 of	 trustworthiness	 (benevolence,	

integrity	and	ability)	should	be	positively	assessed	in	order	to	develop	trust	(Mayer	et	

al.,	1995)	Even	though	this	saying	may	suggest	that	three	factors	should	be	assessed	at	

similar	level,	if	we	have	a	closer	look	what	positively	means	for	each	musician,	opposite	

conclusion	occurs,	showing	that	various	musicians	prioritize	different	factors,	and	thus	

positively	can	represent	evaluation	of	different	factors	at	different	levels.		

The	 dominant	 pattern	 is	 observed,	 all	 respondents	 seem	 to	 prioritize	 integrity	 and	

benevolence	 over	 ability	 from	 the	 beginning	 of	 collaboration,	 even	 though	 they	 take	

competencies	 into	 account,	 admit	 that	 they	 are	 very	 important	 and	 two	of	 them	even	

consider	them	as	the	main	success	factor	(I4	&	I6).	One	interviewee	(I1)	admits	that	his	

last	 collaboration	 was	 started	 due	 to	 institutional	 trust	 he	 had	 in	 a	 record	 label	

(Rousseau	et	al.,	1998),	what	can	be	understood	as	prioritization	of	ability.	However,	I1	
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does	not	prioritize	ability	anymore,	as	he	plans	to	significantly	change	his	approach	to	

future	collaborations	 (it	 is	discussed	 later	on).	Similarly	 to	 I1,	 I3	prefers	 to	work	with	

people,	with	whom	she	has	a	personal	relationship	(and	high	level	of	benevolence	and	

integrity	is	already	assessed),	even	if	these	people	are	not	professionals	in	the	field	and	

may	not	have	ability	to	perform	tasks,	indicating	that	the	importance	of	benevolence	is	

higher	that	the	level	of	ability:		

A:		Do	you	think	it	is	hard	to	find	the	right	person	for	you	(ref.	a	

booking	agent)?		Did	you	try	googling	it?	

I3:		I	think	so.	(…)		If	it's	somebody	like	the	producer	that	I'm	working	

with	now	(ref.		would	offer	her	help	with	booking),	I	could	also	just	

hire	him	cause	I	know	him.	

Ref.	her	producer	has	no	experience	with	booking.	

Although	working	with	an	incompetent	friend	may	seem	irrational,	Weber,	Malhotra,	&	

Murnighan	 (2004)	 in	 their	Motivated	Attributions	Model	Of	Trust	Development	 argue	

that	 this	 may	 not	 necessarily	 lead	 to	 a	 disappointment.	 They	 (Weber,	 Malhotra,	 &	

Murnighan,	 2004,	 p.	 83)	 claim	 that	 trustworthiness	 is	 affected	 by	 person’s	 “desire	 to	

believe	that	the	trusted	party	is	trustworthy”	what	can	lead	to	overtrust,	that	in	this	case	

is	 an	 exaggeration	 of	 trustee’s	 competences.	What	 is	 interesting	 is	 that	 their	 research	

provides	an	argument	that	lack	of	rational	calculations	during	trust	assessment	may	give	

an	incentive	for	the	other	party	to	feel	trusted	and	due	to	the	human	natural	tendency	to	

reciprocate	 trust,	 do	more	 than	 is	 required	 (Weber	 et	 al.,	 2004).	 Therefore,	 it	 can	 be	

argued	that	some	independent	artists	prefer	to	collaborate	with	an	inexperienced	or	not	

necessarily	 competent	 friend,	 to	 reduce	 the	 risk	 of	 exploitation	 of	 natural	 reciprocity.	

Thus,	 giving	 unintentional	 signals	 that	 a	 friend	 is	 trusted	most	 likely	 will	 motivate	 a	

friend	 to	 acquire	 new	 competencies	 and	 engage	 into	 the	 collaboration,	 what	 can	

eventually	bring	positive	results	and	boost	further	development	of	trust	even	in	a	case	of	

choices	that	seems	to	be	irrational	(Luhmann,	1979).	What	is	more,	Williamson	(1993)	

also	notes	that	security	given	by	friendship	is	much	higher	because	the	betrayal	of	such	

a	special	relationship	is	never	effective.	For	these	reasons	musicians	prefer	to	work	with	
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friends,	even	though	collaboration	based	on	personal	trust	is	not	a	strategic	but	rather	

emotional	choice	(Rousseau	et	al.,	1998;	Williamson,	1993).	

The	importance	of	benevolence	and	integrity	is	especially	highlighted	by	Interviewee’s	1	

future	plans.	He	not	only	quit	the	independent	record	label	that	released	his	last	album	

but	 also	 considers	 collaborating	 with	 a	 friend,	 indicating	 that	 collaboration	 with	

someone	who	wishes	 him	 best,	 may,	 from	 his	 perspective,	 be	more	 beneficial	 than	 a	

collaboration	with	a	legitimized	company:	

I1:	I	think	I	will	do	it	myself,	or	maybe	with	one	or	two	other	guys.	

A:		So	if	you	decide	to	do	it	(ref.	release	next	album)	with	just	one	

more	person	who	would	that	be?		I	really	don't	mean	the	name	but	

rather	what	would	this	person	do	for	you.	

I1:		Just	the	person	that	knows	a	lot	about	the	business,	maybe	a	

manager	or	something	like	that	(…)	or	maybe	I	would	hook	up	with	a	

friend.	

These	examples	indicate	that	independent	Danish	musicians	prioritize	benevolence	and	

integrity	 over	 ability.	 Similar	 findings	 are	 presented	 by	 Brown	 (2012)	 whose	

interviewees,	independent	musicians	from	the	USA,	Canada,	and	Australia,	are	also	very	

sceptical	 about	 collaborations	 but	 agree	 they	 could	 entrust	 business	 tasks	 to	 their	

“mentors”	who	have	their	“absolute	trust”	(Brown,	2012,	p.	534).	This	allows	assuming	

that	not	only	independent	Danish	musicians,	but	also	independent	musicians	in	general,	

may	expect	a	high	level	of	benevolence	and	integrity	from	their	partners.	

This	finding	is	even	more	interesting	when	we	look	at	Lorenzen	and	Frederiksen	(2005)	

and	 Lorenzen	 and	 Maskell’s	 (2014)	 discussion	 about	 Danish	 pop	 music	 industry	

clusters.	 Their	 empirical	 studies	 about	 collaborations	 among	 specialists	 and	

organizations	 operating	 in	 the	 cluster	 indicate	 that	 the	market	 works	 similarly	 to	 an	

organization	and	therefore	there	is	a	high	level	of	social	trust	among	group	members.	It	

suggests	that	partner-specific	trust	is	not	necessary	to	start	collaboration.	This	indicates	

that	 for	 professionals	 working	 in	 the	 Danish	 music	 industry	 abilities	 are	 the	 most	

important	factor	enhancing	collaboration,	while	integrity	and	benevolence	are	probably	
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not	 even	 assessed	 before	 the	 start	 of	 collaboration.	 This	 shows	 that	 specialists	 and	

musicians	 operating	 in	 the	 same	 industry	 do	 not	 similarly	 assess	 the	 criteria	 of	

trustworthiness.	Thus,	they	expect	different	things	from	potential	partners.	If	specialists	

approach	musicians	 from	 the	professional,	 not	personal	 level	 and	 focus	on	presenting	

their	competencies,	they	do	not	develop	benevolence	and	integrity	needed	to	start	and	

maintain	 collaborations	 with	 independent	 musicians.	 This	 inconsistency	 may	 explain	

why	not	all	musicians	seeking	help	have	partners.		

5.3.2 Evolution	of	Trust	in	Collaboration	

Case	 of	 Interviewee	 1	 is	 special,	 kind	 of	 extreme,	 and	 stands	 out	 from	 the	 others	

highlighting	 the	 importance	 of	 benevolence	 and	 integrity	 and	 disinterest	 in	 the	 other	

party’s	 ability.	However,	 to	 start	 from	 the	beginning,	 I1	 started	a	 collaboration	with	 a	

legitimized	 record	 label	 just	because	his	belief	 in	 its	 ability	 to	 enhance	his	 career,	not	

interpersonal	trust,	like	it	is	in	case	of	other	interviewees:	

I1:	I	was	contacted		after	I	made	the	web	records,	by	the	XX,	and	we	

made	a	deal.	

High	assessment	of	the	other	party’s	ability,	which	despite	of	 lack	of	any	interpersonal	

trust	 evaluation	 led	 to	 trust	 development	 and	 resulted	 in	 a	 collaboration	 (he	made	 a	

decision	to	accept	the	offer	and	they	just	met	to	sign	the	contract),	 is	not	explained	by	

the	 main	 theory	 of	 this	 research	 (Mayer	 et	 al.	 1995),	 which	 indicates	 that	 all	 the	

trustworthiness	 factors	 should	 be	 assessed.	 What	 is	 observed	 in	 case	 of	 I1	 can	 be	

explained	by	Rousseau	et	al.	(1998)	theory	showing	that	 initial	trust	can	be	developed	

due	 to	 institutional-trust,	 caused	 by	 the	 fact	 that	 the	 label	 is	 a	 legitimate	 company	

(Rousseau	et	al.,	1998).	However,	Interviewee	1	asked	about	his	next	album	answers	he	

takes	into	account	working	just	with	a	friend	who	would	be	willing	to	help,	even	though	

I1	could	do	it	with	the	record	label	that	released	his	previous	album:	

A:		So	if	you	decide	to	do	it	(ref.	release	next	album)	with	just	one	

more	person	who	would	that	be?		(…)	

I1:		(…)	or	maybe	I	would	hook	up	with	a	friend	
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This	 example	 not	 only	 supports	 the	 argument	 that	 benevolence	 and	 integrity	 are	

prioritized	over	the	other	party’s	ability,	but	also	demonstrates	that	trust	has	to	evolve	

and	 even	 if	 all	 three	 trustworthiness	 factors	 are	 not	 assessed	 at	 the	 beginning	 of	

collaboration,	 they	 are	 assessed	 during	 the	 collaboration.	 Both	 models	 (Mayer	 et	 al.,	

1995;	 Rousseau	 et	 al.,	 1998)	 assume	 that	 interpersonal	 trust	 has	 to	 grow	 in	

collaboration	 if	 close	 relationship	 between	 two	 parties	 is	 needed.	 	 Further	 more	 all	

musicians	interviewed	support	the	claim	that	in	a	long-run,	personal	trust	must	develop	

and	evolve	to	maintain	the	collaboration.	Interviewee	1	declares	that	his	next	album	is	

not	going	 to	be	released	 in	cooperation	with	 the	 label	even	 though	he	mentions	many	

times	 that	 the	 label	 helped	 him	 a	 lot,	 indicating	 that	 it	 definitely	 has	 an	 ability	 to	

enhance	his	career.	Although	he	focuses	on	financial	aspects,	 the	way	he	describes	the	

collaboration	 with	 the	 label	 indicates	 that	 the	 problem	 is	 that	 there	 was	 not	 enough	

understanding	 for	 him	 and	 therefore	 his	 interpersonal	 needs	 were	 not	 satisfied.	 He	

thinks	 there	 was	 not	 enough	 integrity	 between	 his	 private	 ambitions	 and	 company’s	

plans.	 Furthermore	 relationship	 with	 the	 label	 was	 restricted	 to	 business	 contacts,	

therefore,	 he	 did	 not	 develop	 confidence	 that	 his	 partner	 from	 the	 record	 label	 is	

benevolent:	

I1:	Of	course	if	the	label	really	believe	in	you	and	really	want	to	put	

some	money	in	the	project	that	is	definitely	worth	it	(…)	but	I	was	

just	a	small	fish	so	they	made	for	me	there	a	kind	of	standard	

things		(...)	So	if	you	are	in	the	label	that	really	believes	in	you	and	

give	you	a	lot	of	attention,	maybe	it's	a	really	good	thing	to	have	a	

label,	but	when	you	are	small	fish	...	I	think	I	would	do	it	myself	(ref.	

release	the	next	album).	

In	 the	 case	 of	 Interviewee	 1	 there	 were	 multiple	 occasions	 to	 interact	 with	 label	

employees,	for	example	during	the	promotion	activities	that	took	half	a	year,	however,	

their	cooperation	can	be	understood	like	Rousseau	et	al.	(1998)	describe	it,	a	transaction	

because	due	to,	among	others,	instrumental	approach	to	the	musician,	the	presumption	

of	benevolence	and	integrity	was	not	developed.	Although	Rousseau	et	al.	(1998)	argue	

that	 institutional	 trust	 can	 facilitate	 formulating	 interpersonal	 trust,	 in	 this	 case	 the	

mechanism	did	not	work.	
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The	 example	 of	 Interviewee	 1	 provides	 evidence	 showing	 that	 in	 order	 to	 maintain	

collaboration,	continuous	process	of	trustworthiness	assessment	has	to	indicate	that	all	

three	antecedents	of	trust	evolve	(Mayer	et	al.,	1995).	If	required	trust	cannot	be	built	it	

may	mean	that	collaborating	parties,	are	probably	not	able	to	put	necessary	effort	and	

engagement	into	the	collaboration,	which	altogether	can	lead	to	terminating	it.	Authors	

(Mayer	et	 al.,	 1995)	also	 indicate	 that	 trust	 assessment	 is	 a	 continuous	process	and	 it	

cannot	 be	 assumed	 that	 high	 level	 of	 trust	 assessed	will	 remain	 stable	 forever.	 Thus,	

even	 though	 the	 collaboration	 is	 started	 because	 the	 trust	was	 developed,	musicians’	

observations	and	reflection	about	the	collaboration	make	them	correct	their	preliminary	

assessment,	like	in	the	case	of	I1.	This	means	that	a	partner	who	was	rejected	may	not	

be	turned	down	next	time	if	he	takes	an	action	to	develop	more	trust	or	if	circumstances	

affecting	risk	perception	change.	Correspondingly,	even	if	factors	of	trustworthiness	and	

risk	 assessment	 enable	 starting	 collaboration	 at	 this	 moment,	 collaboration	 may	 be	

terminated	when	contextual	circumstances	change	or	personal	trust	is	breached	(Mayer	

et	al.,	1995).		

5.4. Additional	Considerations	–	Risk	in	Collaboration	

In	this	part	I	decided	to	include	additional	factor	of	perceived	risk,	that	also	affects	the	

decision	to	trust	or	not	to	trust	(Mayer	et	al.,	1995).	I	believe	it	is	important	to	include	it	

as	it	provides	additional	argument	justifying	musicians’	caution	during	the	selection	of	

business	 service	 providers.	 Although	 risk	 is	 always	 a	 part	 of	 trust	 (Rousseau	 et	 al.,	

1998),	musicians	paid	significant	attention	to	the	topic	during	interviews	and	seemed	to	

be	especially	afraid	of	an	opportunistic	behaviour	indicating	that	either	their	friends	or	

they	personally	experienced	it:		

I4:	(...)	Someone	who	can	actually	make	a	difference	for	

you,	and	in	the	same	time	really	has	the	understanding	that	you	need	

to	be	yourself,	not	s***	you	into	the	mainstream	music.	There's	so	

many	people	in	the	business	that	are	not	fun	to	work	with.	The	entire	

music	business	part...		I	feel	they're	not	so	many	honest	people	

actually.	
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I4:	I	want	to	play	at	this	very	good	festival	this	summer	and	they	

want	to	book	me,	and	they	want	to	have	me	up	the	best	time	in	the	

best	day	to	close	one	of	the	venues	that	would	be	awesome;	But	then	

moneywise	they	are	like	"we	can	give	you	2500	Coronas	and	there	is	

no	transport	but	that's	all	we	can	give	you".	Even	though	you	are	

super	famous	in	you're	special	niche	still	every	venue	will	try	to	give	

you	the	lowest	price	possible.	

I1:	I've	learnt	a	lot	about	if	it's	important	at	all	to	have	a	

label,	because	of	course	they	(ref.	a	record	label)	helped	me,	but	if	I	

did	a	little	bit	more	work	myself,	I	would	earn	more	money,	because	

they	cut	a	big	piece	of	cake	for	themselves.	I've	almost	not	earned	any	

money	at	all	at	this	project.	

I2:	f	I	had	to	pay	someone	else	(ref.	PR	agency)	it	could	easily	get	out	

of	hands	I	don't	see	how	the	money	would	go	back	to	me.	

I5:	I	was	prepared	for	the	worst	because	people	always	say	that	the	

music	business	is	so	horrible.	

This	 general	 awareness	 that	 opportunistic	 behaviour	 is	 quite	 common	 in	 the	 music	

business	 makes	 musicians	 more	 careful	 in	 regards	 to	 collaboration	 with	 business	

service	 providers.	 Independent	 artists	 are	 especially	 exposed	 on	 opportunistic	

behaviours,	 because	 business	 intermediaries	 are	 emotionally	 detached	 from	 music	

projects	 and	 will	 always	 be	 more	 attracted	 to	 the	 commercial	 solutions,	 pushing	 the	

artist	into	this	direction,	what	causes	conflicts	of	interests	(Lizé,	2016).	Risk	aversion	of	

musicians	 is	 additionally	 stronger	 because	 they	 experience	 much	 more	 intensive	

feelings	concerning	their	ventures,	due	to	their	deep	engagement	and	constant	focus	on	

the	 project.	 It	 is	 also	 characteristic	 for	 other	 initiators	 of	 passion-driven	 projects	 in	

different	industries	(Cardon	et	al.,	2009).	Because	artists’	personalize	their	projects	and	

fully	devote	themselves	to	music,	any	opportunism	will	affect	not	only	their	projects	but	

also	 musicians	 themselves.	 High-risk	 perception	 supports	 the	 finding	 that	 musicians	

prefer	to	work	with	people	from	within	their	close	social	network	as	trust	that	is	already	

developed	between	parties	reduces	the	risk	of	opportunistic	behaviour.	
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6.	CONCLUSION	

The	 purpose	 of	 this	 research	 is	 to	 find	 out	 how	 independent	 Danish	 musicians	

emphasize	the	importance	of	trust	in	collaboration	with	business	service	providers.	The	

main	 research	 question	 is	 supported	 with	 three	 sub-questions,	 which	 structure	 the	

following	conclusion.		

1st	 Sub-question:	 what	 do	 independent	 Danish	 musicians	 expect	 and	 need	 in	

reference	to	trust	between	them	and	business	service	providers?		

Independent	Danish	musicians	 evaluate	 the	other	party’s	 benevolence,	 understood	as,	

among	others,	loyalty,	commitment	or	good	intentions.	Usually	benevolence	needs	time	

to	develop,	thus	musicians	prefer	to	work	with	people	from	within	their	social	network.	

Furthermore,	artists	assess	 the	other	party’s	 integrity,	perceived	as	shared	values	and	

expectations	 in	 regards	 to	 the	 outcomes	 of	 collaboration.	 Integrity	 can	 be	 initially	

assessed	in	person	or	through	a	recommendation	from	a	third	party	that	is	considered	

benevolent.	 Moreover,	 an	 ability	 to	 fulfil	 business	 tasks	 also	 recognized	 as	 possessed	

network	is	evaluated	too.		

Musicians	 also	 exhibit	 extraordinary	 need	 for	 control	 because	 they	 value	 creative	

freedom	that	stems	 from	the	passion	 to	music.	This	need	 imposes	various	behaviours,	

e.g.	 extreme	devotion	 to	work	and	 limits	willingness	 to	 trust.	 Low	propensity	 to	 trust	

inhibits	willingness	 to	 cooperate	 as	musicians	 are	 especially	 exposed	 to	 opportunistic	

behaviours.		

2nd	Sub-question:	how	do	independent	Danish	musicians	evaluate	trust?	

The	process	of	 trust’s	 evaluation	 is	 examined	 from	different	angles.	Usually	musicians	

need	time	to	evaluate	trust,	as	benevolence	needs	time	to	grow.	However,	in	some	cases	

when	benevolence	is	not	musician’s	priority,	trust	can	be	developed	quickly,	as	integrity	

and	 ability	 can	 be	 assessed	 almost	 at	 the	 first	 sight.	 Furthermore,	 vast	 majority	 of	

musicians	points	out	that	trustworthiness	needs	to	be	assessed	personally.	However	in	

one	 case,	 institutional	 trust	was	 sufficient	 to	 start	 collaboration.	 Last	 but	 not	 least,	 as	

most	 of	 musicians	 evaluate	 trust	 personally,	 emotions	 experienced	 during	 personal	
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meetings	play	an	important	role	in	trust’s	assessment.	Thus,	the	other	party’s	behaviour	

should	be	focused	on	making	a	good	impression.	

3rd	 Sub-question:	 what	 elements	 of	 trust	 do	 independent	 Danish	 musicians	

prioritize	and	how	do	they	develop	trust	with	their	business	partners?	

To	develop	 interpersonal	 trust	 all	 of	 the	 three	 trustworthiness	 factors	 –	 benevolence,	

integrity	 and	 ability	 –	 have	 to	 be	 positively	 assessed.	 However,	 musicians	 differently	

interpret	 what	 positively	 means.	 The	 dominant	 pattern	 indicates	 that	 musicians	

prioritize	benevolence	and	integrity	over	the	other	party’s	ability,	even	though	business	

service	 providers’	 competencies	 are	 considered	 as	 an	 important	 success	 factor	 for	

musician’s	 career.	 What	 is	 more,	 in	 two	 cases	 musicians	 irrationally	 emphasize	 the	

importance	of	benevolence	and	integrity,	as	they	prefer	to	work	with	an	inexperienced	

friend	 rather	 than	 a	 professional	 stranger.	 Moreover,	 in	 a	 long-term	 perspective	 all	

musicians	 expect	 to	 develop	 a	 high-trust	 relationship	with	 business	 service	 provider,	

and	claim	it	 is	necessary	to	maintain	the	collaboration.	This	 indicates	that	even	if	 they	

have	more	 lucrative	possibility	 that	 could	enhance	 their	 career	 in	a	 commercial	 sense	

but	would	be	offered	by	someone	who	does	not	seem	like	a	good	candidate	for	a	friend,	

most	probably	the	possibility	would	be	rejected.	To	sum	up,	even	though	outsiders	may	

think	that	independent	musicians	are	dying	to	sign	a	contract	with	a	major	record	label,	

the	truth	may	be	surprisingly	different,	as	evidences	indicate	that	musicians	have	many	

reasons	to	be	independent.		
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7.	IMPLICATIONS	

7.1. Theoretical	implication	

It	 has	 been	 over	 two	 decades	 since	 Mayer	 et	 al.’s	 (1995)	 Integrative	 Model	 of	

Organizational	Trust,	or	simply	Model	of	Trust	was	developed.	In	spite	of	vast	literature	

on	 the	 topic,	and	various	models	developed	over	 the	years	 it	 remains	one	of	 the	most	

robust	 theoretical	 models	 provided	 in	 the	 literature	 and	 is	 still	 useful	 for	 analysing	

interpersonal	trust.	The	model	is	not	coincidentally	considered	as	a	cornerstone	of	the	

theory	 of	 trust	 since	 it	 encompasses	 trustor’s	 and	 trustee’s	 characteristics.	 Thus,	

provides	a	comprehensive	framework	that	enables	analysing	the	concept	of	trust	more	

easily,	 and	 includes	 determinants	 that	 foster	 and	 hinder	 the	 assessment	 and	

development	of	interpersonal	trust	in	different	contextual	settings.		

Reflection	on	this	research	leads	me	to	the	conclusion	that	the	concept	of	trust	could	be	

further	 researched	 with	 ethnographic	 methods	 that	 would	 provide	 insights	 about	

reciprocity	of	trust,	which	is	out	of	the	scope	of	this	research	but	would	be	beneficial	for	

further	understanding	of	the	role	of	trust	in	collaboration.	Moreover,	attention	could	be	

put	 to	 better	 understanding	 of	 trust	 development	 over	 time	 what	 would	 be	 possible	

with	longitudinal	studies.	Looking	into	this	topic	would	clarify	to	what	extent	musicians	

tolerate	 lack	 of	 abilities	 and	 examine	 if	Weber	 et	 al.’s	 (2004)	 argument	 justifying	 the	

sense	 of	 irrational	 choice	 applies	 in	 the	 case	 of	 independent	 musicians.	 Last	 but	 not	

least,	 it	would	be	 interesting	 to	place	 similar	 studies	 in	a	different	 context.	This	 could	

significantly	contribute	to	development	of	knowledge	about	independent	musicians,	as	

there	is	lack	of	studies	focusing	on	artists’	perspectives	at	the	collaboration.		

7.2. Practical	Advice	For	Business	Service	Providers	

Research	 explores	 independent	 Danish	 musicians’	 perspectives	 at	 collaboration	 with	

business	 service	 providers.	 Looking	 at	 services	 dedicated	 to	 musicians	 from	 their	

perspectives	 provides	 valuable	 insights	 for	 professionals	 operating	 in	 this	 market.	

Musicians’	opinion	enables	understanding	the	reason	why	some	of	them	need	help	and	

are	 open	 to	 cooperate,	 but	 keep	 working	 alone.	 Findings	 indicate	 which	 part	 of	

collaboration	musicians	 emphasize,	 and	point	out	precisely	what	professionals	 should	
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focus	 on	 while	 trying	 to	 attract	 musicians.	 Collaboration	 is	 mainly	 discussed	 in	 the	

context	of	managers,	bookers,	record	labels	and	PR	companies,	therefore,	professionals	

working	 in	 these	areas	of	business	should	especially	 take	 into	account	 findings	of	 this	

research.		

First	of	all	–	trust.	The	research	reveals	that	independent	musicians	value	interpersonal	

bond	 more	 than	 competences	 in	 reference	 to	 collaboration.	 A	 personal	 relationship	

based	on	benevolence	and	shared	values,	 is	 in	most	cases	necessary	to	start	and	 in	all	

cases	necessary	to	maintain	collaboration.	Partner’s	skills	are	relatively	less	important.	

It	suggests	that	service	companies	and	professionals	looking	for	new	artists	to	cooperate	

with	 should	 focus	 on	 gaining	 interpersonal	 trust,	 rather	 than	 branding	 their	 abilities.	

Interpersonal	trust	is	built	through	interactions,	even	casual,	thus	it	can	be	established	

during	networking	events.	Moreover,	professionals	should	utilize	the	potential	of	 their	

previous	 collaborations	 and	 maintain	 good	 relationships	 with	 artists	 they	 already	

worked	 with,	 as	 these	 artists	 are	 a	 primary	 source	 of	 information	 for	 other	 artists	

looking	for	partners.		

Second	of	all	–	control.	The	analysis	reveals	that	musicians	value	control.	They	want	to	

make	 decisions	 about	 the	 project	 independently,	 but	 they	 also	 admit	 they	 could	 use	

someone’s	 help.	 Therefore,	 business	 service	 providers	 or	 other	 entrepreneurs	 should	

reflect	the	design	of	services	offered	to	musicians	and	consider	offering	complementary	

services	 (e.g.	 management	 of	 social	 media)	 that	 would	 still	 leave	 control	 and	 main	

decisions	 to	 musicians.	 I	 would	 advise	 looking	 how	 these	 services	 are	 designed	 in	

Toronto	 independent	 music	 industry	 because	 already	 a	 few	 years	 ago	 Canadian	

entrepreneurs	 started	 developing	 companies	 with	 new	 business	 models	 offering	 to	

outsource	specific	activities.	

Last,	but	not	least,	during	the	interviews	musicians	admit	that	they	are	not	sure	how	to	

deal	with	 specific	 business	 tasks	 or	 even	 do	 not	 realize	 that	 some	 kind	 of	 services	 is	

offered.	Thus,	professionals	should	actively	participate	in	the	life	of	independent	Danish	

musicians’	 society,	 to	 spread	 knowledge	 about	 their	 services	 and	 to	 gain	 musicians’	

trust.	Furthermore,	they	should	reach	musicians	and	do	now	wait	to	be	asked	for	help.	
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8.	DISCUSSION	

The	 purpose	 of	 this	 chapter	 is	 to	 go	 beyond	 the	 borders	 of	 the	 proposed	 study	 and	

consider	 to	 what	 extent	 discovered	 social	 patterns	 might	 be	 applicable	 in	 other	

independent	music	 industries	 all	 over	 the	world.	 In	order	 to	discuss	 the	possibility	of	

generalization,	I	propose	to	look	into	the	roots	of	independent	music	production.		

The	 nature	 of	 artistic,	 non-commercial	 projects	 is	 always	 the	 same,	 regardless	 the	

geographical	 borders.	 Passion	 is	 a	 source	 of	 creativity	 and	music	 is	 an	 artist’s	way	 to	

express	feelings	and	communicate	his	mood	to	the	world.	Often	enough	musicians	feel	

strong	need	to	fully	control	the	outcomes	of	creative	work	as	it	has	personal	meaning.	In	

an	 ideal	 world,	 musicians	 would	 not	 have	 to	 go	 for	 artistic	 compromises	 and	 would	

cooperate	only	with	partners	who	without	a	doubt	fulfil	commitments	and	always	have	

artists	 best	 in	 mind.	 However,	 in	 the	 real	 world	 artists	 need	 to	 accept	 some	 level	 of	

vulnerability	 in	 order	 to	 collaborate.	 That	 is	 why	 they	 very	 sceptical	 and	 seek	 for	

trustworthy	partners	(Brown,	2012).		

Nonetheless,	the	level	of	vulnerability	that	a	musician	can	accept	and	compromises	that	

can	 agree	 upon	 depends	 on	 a	 context.	 While	 in	 such	 a	 wealthy	 state	 as	 Denmark	

musicians	can	spend	some	time	on	looking	for	trusted	partners,	in	poorer	countries	like	

e.g.	 Poland	people	more	willingly	 accept	 a	bigger	 risk	 and	more	 compromises	 as	 they	

have	more	pressure	to	close	the	deals	and	start	earning	money.	Therefore,	I	argue	that	

the	 better	 the	 economic	 situation	 of	 the	 country,	 the	 greater	 the	 importance	 of	 trust	

between	a	musician	and	business	partner	and	 the	bigger	possibility	 that	 social	 trends	

observed	in	independent	Danish	music	industry	occur	at	the	market.	
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APPENDICES	

Appendix	1	-Interview	Guide	

	
Customize	me!	The	more	conversation	the	better.	Questions	are	just	a	checklist	(I	still	can	

get	answers	on	questions	I	have).	Make	sure	to	ask	bold	questions.	
	

I. General		
1) How	old	are	you?		
2) How	long	have	you	been	performing	on	stage	–	in	how	many	projects	you	
took	part,	how	many	albums	released?	

3) What	is	your	background	education	
4) How	would	you	describe	your	exposure	to	music?	
5) How	do	you	finance	your	music?	
6) What	do	you	do	for	living?	
7) Why	do	you	sing/play	music?	(for	fun,	for	career,	for	money)	

	

II. Process	of	releasing	an	album	

1) If	you	get	a	budget	200	000	dkk	for	your	album,	how	would	you	spend	the	
money?	(e.g.	only	on	production	of	a	good	quality	sound,	or	maybe	on	
promotion	and	PR)	→	ASK	HOW	THEY	WORKED	WITH	AN	ALBUM,	SEE	
WHAT	ALREADY	WORKET	WITH	→	I	can	get	an	impression	what	are	they	
doing	themselves,	what	are	their	weaknesses,	what	they	didn’t	think	about,	
where	I	might	get	some	help,	what	they	focus	on?		

Young	people	→	may	have	many	ideas,	have	different	knowledge,		

2) You	are	releasing	an	album	(or	released	–	depending	on	interviewee),	are	
you	under	a	record	label	or	are	you	doing	it	alone?	

i. [If	not]	Did	you	send	your	demo	to	any	labels	or	other	entities	
(publishers,	managers)	

3) *How	did	you	plan	to	release	your	songs	[how	did	you	organize	the	
process]?		→	To	see	the	value	chain	they	have	in	mind	and	to	check	if	there	
was	any	[coordination	between]	promotion,	publishing	and	distribution)	

i. How	much	time	does/did	it	take	you	weekly?	

4) What	kind	of	business	services	did	you	use	in	order	to	release	and	
promote	your	music?	(do	you	hire	people	or	use	platforms	e.g.	for	
distribution)		
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5) What	is/was	the	biggest	problem	for	you	while	releasing	an	album?	

6) What	could	be	done	better?	

7) What	will	you	approach	differently	next	time?	→Maybe	hire	someone	
to	help	with	marketing,	or	contact	more	labels	

8) *What	are	next	steps	in	your	plan?	→For	those	who	are	releasing	an	album	
now	

9) What	is,	in	your	opinion,	the	most	important	part	of	building	a	successful	
career	(except	good	music!)?	

10) Where	do	you	look	for	knowledge	about	self-management?	→	“"If	you	
coordinated	parts	of	the	production/promotion	[process]	yourself,	how	did	
you	find	out	how	to	do	it?"”	

III. 	Delivering	the	album	to	the	audience	

1) Do	you	feel	being	part	of	a	Copenhagen	music	community?	

2) Do	you	think	that	having	external	help	would	help	you	succeed?		

3) Are	you	a	member	of	any	musicans’	association?		

4) Who	is	working	for	your	success	(manager,	label,	publisher,	booking	agent,	
pr	agency	[events,	social	media,	promotion	in	media],)		

i. How	did	you	find	your	manager	(or	other	↑)?	

ii. How	long	do	you	know	each	other,	where	have	you	met?	

iii. What	is	the	best	part	about	having	this	↑	help?	

iv. How	do	you	pay	them	(commission	or	up-front)	

v. What	is	the	most	problematic	part	of	collaboration?	

	

IV. How	many	concerts	do	you	have	this	year?	

1) Do	you	organize	gigs	for	yourself?	How	much	time	does	it	take	you?	Are	
you	satisfied	with	the	number	of	gigs?	

2) How	do	you	promote	yourself	and	your	gigs?	

3) How	do	you	feel	about	hiring	a	specialist	that	could	deal	with	organizing	
concerts?	

4) How	many	active	fans	do	you	have?	

i. What	if	hiring	a	specialist	might	boost	it	to	X	(check	their	profiles	
first)?	
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ii. Where	would	you	look	for	this	kind	of	services?		→	ask	about	it	
under	each	service	a	musician	mentions	
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Appendix	2	–	Example	of	Transcribed	and	Coded	Data	From	Nvivo	

	


