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EXECUTIVE SUMMARY

The worldwide music industry continues to transition through enormous structural
change as it navigates innumerable technological and market challenges. Although
the value of recorded music sales has fallen dramatically over the last seventeen
years, the new eco-system being shaped by technology along with changing artist
and consumer behaviour looks to have significant potential. This unfolding
landscape has important implications for the competencies of the people working
in the industry. Accordingly, this research study takes a strategic UK perspective on
the future competencies required by a global music industry workforce if it is to

capitalise on the opportunities now emerging.

This paper contributes to existing knowledge by taking the research of Mietzner &
Kamprath (2013) undertaken for the “creative industries” and developing it further
for the sub-sector of the “music industry”. Following an extensive literature review,
a qualitative study was designed and interviews conducted with 19 senior music
industry executives over a period of three months with the aim of discovering what
the future skills and competencies of the music industry might be over the next 5 to
10 years. By taking a strategic approach, the study develops a competency portfolio
for music professionals and further adds to the research of Mietzner & Kamprath
(2013) by discussing how these competencies might be developed and the extent

to which that burden should be shared across various parties.

Findings from the research suggest that there are four key forces or themes
influencing industry development and competency requirement: (1) Migration of
value creation, (2) Industry structure, (3) Working and learning cultures and (4)

Power and control. Central to all four is the common thread of “vision”.
As a precursor to developing the competency profile, the research concludes that

(1) a re-conceptualisation of the industry is required to take account of these four

identified forces and (2) in order to address them, the industry might need to
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consider a new operating model; one that is driven by vision and shared values, and

supports more congruent industry structures, processes and systems.

A key component of this new paradigm is a requirement for more relevant industry
skills and competencies which are summarised as a competency portfolio. This is
intended to give guidance to educational providers and the music industry itself as
to the existence of performance gaps and provide direction of competency
development. It proposes that there are 3 critical success factors to effective and
prosperous evolution: (1) Vision, (2) Learning to learn and (3) Critical and analytical

thinking.

The paper ends with a discussion on aspects of competency development. For
educational providers, it recommends courses that are broader in their scope,
focus more on problem solving, have a higher emphasis on soft skills and are less
theoretical in content. Music companies are recommended to implement

continuous learning programs with greater input from other sectors and industries.
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CHAPTER 1 Introduction and background

1.1 Overview of the context

‘Continuous evolution with no context is just entropy, chaos’ (Interviewee)

Consider a scenario where an orchestra is playing, but the lights are off. Sections of
the ensemble: woodwind, brass, percussion and brass are playing their parts; some
combine well together whilst others struggle; some instruments are out of tune,
but the protagonists battle bravely on; wrong notes punctuate the score in the
gloom. There is no conductor- at least it’s not apparent there is one —it’s dark and
so there is no discernible direction or leadership. Everybody seems to be “feeling”
their way. Help is available but the cacophony drowns out its presence. The result is

a discordant mix of disparate parts coming together in somewhat inglorious

disharmony.

As an analogy for the music industry and its component sectors this might seem a
little extreme and perhaps unfair in some quarters. However, evidence suggests it
is not too far off the mark. Moreover, it makes a point. The industry is grappling
with new models of operating without being quite sure of their eventual shape and
potential. As one interviewee in this research remarked, “we are in the room with
the new model but with the lights out. We know it’s got a soft nose and hairy legs,
but we don’t know whether it’s an aardvark or a pig, we can’t see it properly”. This
sets the scene for a research paper which provides an evidence-based argument for
suggesting that the music industry needs to re-set its learning culture and acquire
some key competencies now and over the next 5-10 years if it is to succeed in

finding the light switch and illuminating the way forward.

Nowhere has the impact of creative disruption been more keenly felt than in the
worldwide music industry which has undergone enormous structural change. The
numbers speak for themselves: global recorded music sales peaked at $27.6bn in

1998 (IFPI, 2013: 7) but by 2014 had fallen by a staggering 46% to $15.0bn (IFPI,
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2015: 6). A business model that was driven by the distribution of physical product,
which provided head-room for substantial risk-taking, allowed significant
investment in artist development and supported large levels of overhead was
destroyed overnight by the impact of new digital technology. This “old world” was
controlled by the music companies and consumers paid handsomely for their
offerings; people purchased music in their droves, often twice or more as the
model was super-charged by replacement purchasing as tape cassette replaced

vinyl and compact disc (CD) replaced tape cassette.

Today the international music industry is arguably part of a much wider
entertainment industry that encompasses telecommunications, information
technology and general commerce. It is also much smaller. The game has changed;
power has shifted from record company to consumer and artist; social media now
drives patterns of consumption and value creation has migrated from traditional
sales platforms to a point where business collaborations through synchronisation
and branding provide an ever-increasing slice of the cake. Perceptions have also
changed. The populace of “Generation Z” are happy to spend money on expensive
and perishable cappuccinos and lattes but will not pay for their music. Indeed, for

them, the concept of “paying” for music is alien.

There is no doubt that the industry as a whole was slow to react to the massive
change that it encountered; that it lacked the internal capabilities to deal with the
new world with which it had to engage; a large proportion of its skill-sets were no
longer relevant and it lacked the strategic insight to formulate a way forward. With
the emergence of players such as Napster, it saw only threats and very little

opportunity. It struggled with incumbent legal frameworks and industry structure.

Indeed, it has taken the best part of a decade for the industry to start embracing
new business models: legal file sharing, downloading and streaming (advertising
supported and subscription) and collaborative routes to market such as artist
branding partnerships. It is finally responding proactively to the external context
and beginning to exploit new emerging possibilities. But as Figure (1)

demonstrates, it has been a painfully slow process.
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FIGURE 1: Opportunity-response framework modelled for the music industry

(adapted from Tovstiga, 2013: 130)

The lower curves represent the ‘firm’s internal basis of competitiveness; its
knowledge, capabilities, resources and organizational wherewithal relative to the
market opportunity at any point in time’ (Tovstiga, 2013: 131). One might assert
that a more strategic approach to capability management might have accelerated
the response and taken advantage of the market opportunities at point (a) rather
than point (b). The ability for the music industry to manage change is vitally
important, a notion developed by Rogers (2004), but it is a competency with which

it has struggled.

1.2 Theissue

Can the industry re-align itself as a sustainable proposition in this brave new world?
There is no doubt that, despite inherent challenges, it faces great opportunity
through new and innovative routes to market and ever-evolving patterns of
consumption which will continue to evolve at a rapid pace over the next 5 to 10
years. As its business boundaries have become blurred and it has been forced to

become more outward facing, a key issue is whether the skills base is keeping pace
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with the demands and fluctuations of an ever-changing and increasingly volatile
business environment. With all this in mind, this paper attempts to address the

following issues:

What will be the skills and competencies required of a music industry workforce
going forward over the next 5 to 10 years? How different will they be from the
competencies of today’s workforce? What are the performance gaps and how are

they being closed?

These issues are of great importance. If they can be identified sooner rather later,
then opportunity-response times can be reduced, the industry can increase its
returns from new future opportunities and shareholder value can be maximised by

ensuring it has the relevant competencies in place or in the pipeline.

1.3 Scope and reference

This research project investigates what the future capabilities of the industry might
be in order to engineer and develop innovative routes to market, meet the needs
of evolving music consumption trends, support the careers of artists and explore

those competencies needed to underpin wider business collaborations.

It aims to identify shifting trends in competencies and their implications by
identifying future trends in artist development, music consumption and future
major growth areas in the industry. It endeavours to ascertain competencies that
are considered as essential for future music professionals in order to exploit the
changing music business landscape and expose gaps between current and future
identified capabilities. By referencing to the external context, it takes a strategic

approach to the identification of future required capabilities.

The research was sponsored by UK Music, ‘a campaigning and lobbying group
which represents every part of the recorded and live music industry’ (UK Music,
2015) and which represents the collective interests of the UK’s commercial music

industry, from artists, songwriters and composers, to record labels, music
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managers, music publishers, studio producers and music licensing organisations. It
was conducted under the auspice of the Music Academic Partnership (MAP) which
has been recently set up in order for the music industry and academia to
collaborate on wide-ranging areas of research. The sponsorship carried no financial

element and thus did not hinder academic freedom in carrying out the research.

This paper provides focus by tailoring the research to a framework covering the

four core assets of the music industry which UK Music has defined as:

The music composition itself; songwriters and lyricists;

The recording of a composition;

Live performance;

Secondary exploitation e.g. artist brand value, synchronisation, licensing.

(UK Music, 2014)

The research yields strategic insight into the relevance of the current provision of
skills provided by schools, colleges and universities and also the role that music
businesses can play in developing relevant competencies. It contributes to a
growing body of evidence with which UK Music might lobby government in order to
influence future policy and also provide salient feedback to educational institutions

and the industry itself.

The project meets the terms of reference from Henley by investigating a broad
‘organisational issue that is relevant to the wider industry or business context’
(Henley Business School, 2012a: 2). By evaluating current practice, identifying
current and future critical success factors, the research hopes to inform the future
actions and initiatives of educational institutions and that of the wider music
industry. The research encourages the industry to review its strategy and direction
by identifying or anticipating future opportunities, business patterns and changing
consumer behaviour and then ensuring that there exists a capability to exploit
these. It provides a basis for the industry to proactively develop its resources

rather than react retrospectively to a rapidly changing business environment.
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1.4 Personal development objectives

The project will hopefully give me the desired opportunity of working on (and in) an
industry at a more strategic level, examining how it might be improved, rather than
working in a functional capacity as in the past. In undertaking this management
challenge | hope to develop my leadership and networking skills, and in the
process, perhaps improve my level of employability by running strategic and

creative business projects in the future.

By assigning me responsibility to run this project, UK Music has given me the
chance to proactively develop alliances with different organisations and with
various individuals. The project has required primary research from all sectors of
the music business which has provided the opportunity to develop my networking
skills and the leadership toolkit described by Goleman (2000). Through the contacts
| have forged, | hope to initiate spin-offs in terms of future projects as | develop a

more portfolio career as discussed in my PD3 paper.
1.5 Structure of report
The paper begins, in Chapter 2, with an extensive review of the relevant literature

on competencies, which as Figure 2 depicts, begins with a general review and ends

by providing focus on the music industry itself.

\ Competencies: a
broad perspective

Competenciesin
the creative
a o i
industries /

Cempetenci e'sijn
‘the musi¢’
industry

N /S
v

FIGURE 2: Pathway for the literature review
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This review is structured by themes and concepts and identifies ‘relationships
between variables... [with a view to developing] an understanding of the relevant
previous research’ (Hair et al, 2007: 94-95). It aims to identify gaps in existing
research, particularly within the creative industries and the music industry
especially, and be used to formulate a conceptual model with which to model the

research design.

Chapter 3 describes the investigation itself including how its design has been
influenced by the literature, the method of data analysis and some of the
limitations of the research. This is followed by the analysis and findings of the
research in chapter 4. Whilst providing answers to the research questions, it is
structured around four high level “meta-themes” that emerge from the analysis

and which form part of the final competency framework.

The conclusions of the research are detailed in chapter 5 and reflect that any future
competency portfolio for the music business must take account of (1) the changing
shape of the industry and (2) a new framework for operating effectively within it.
With these two contextual paradigms in place, a meaningful competency portfolio
is then presented. It highlights distinguishing and threshold competencies and
filters out three critical success factors necessary for successful industry evolution.
The chapter ends with a discussion on competency development and offers some

proposals on its future development.

The paper ends with a reflection on the research findings, the research process and

provides a link to the personal objectives of the author (Chapter 6).
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CHAPTER 2 Review of current thinking

2.1 What do we mean by competency?

The importance of competencies in driving performance was raised over forty years
ago by McClelland (1973). Since then, there appear to be many and varying
definitions of competencies. Woodruffe (1991: 30) sums it up when he states that
‘the whole issue of “competency”... is a minefield in which the term is used by

different people to mean different things’, thus causing confusion and ambiguity.

Woodruffe (1991: 131) makes the distinction between being “competent” i.e. being
able to perform a functional task and “competency” which he describes as ‘the
dimensions of behaviour behind competent performance’. This view is echoed by
Grzeda (2005) who distinguishes between the “American” and “British” approach
to competency definition. He contends that ‘the American model, in which
competence is treated as a composite of skills, knowledge, attitudes or traits,
represents competence as a set of inputs that influence behaviour... [whereas] the
British perspective understands competence to be a dependent outcome
equivalent to a performance standard’ (Grzeda, 2005: 533), perspectives also

identified by Cheng et al (2003).

This input/outcome approach is also adopted by Naqvi (2009). However, his
definition of competency neatly brings together these two opposing views: ‘a
competency is “a cluster of related knowledge, skills and attitudes that affect a
major part of one’s job (a role or responsibility), that correlates with performance
in the job, that can be measured against well-accepted standards, and that can be

improved with training and development” ’ (Naqvi, 2009: 86).

Antonacopoulou & Fitzgerald (1996: 27) take the arguments for competency
definition a step further by arguing that competency not only pertains to ‘specific
knowledge and skills’ or ‘expected standards of performance and demonstrated

behaviours’ but also embraces the notion that ‘competence is defined and
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redefined as personal (inherent to self) and situational (contextual — social, political
etc) factors interact [with each other]’. This theme is reinforced by Thijssen et al
(2008: 173) but re-framed as ‘the three components of employability’ which they
term, ‘employability radius’, ‘employability competencies’ and ‘contextual

conditions’.

2.2 Types of competency

The literature suggests that some competencies are more valuable than others.
Cockerill et al (1995: 2) differentiate between ‘a threshold competency’ and a ‘high
performance managerial competency’ (HPMC) which ‘is a cluster of related
behaviours that has been found empirically to distinguish high-performing from
average-performing job holders...". Boyatzis (2008: 7) differentiates between the

two in similar fashion.

In her exploration of industry relevant competencies for graduate employability
within a longitudinal study lasting ten years, Jackson (2009a) profiled a detailed list
of three types of competency split between those required for (1) task
requirements (which she calls ‘akin with a job description’), (2) threshold personal

characteristics and (3) distinguishing personal characteristics.

In adding to the complexity, Grzeda (2005: 534) aligns threshold competencies with
what he calls ‘generic competencies’ or ‘core leadership competencies’ and that
these might be applied to the vast majority of positions of management. Indeed,
generic competencies are the subject of research carried out by Azevedo et al
(2012) who take an industry-led approach and study the required competencies of
business graduates in entry-level positions in a variety of non-creative industries in
Europe. Through their exploratory approach, they report that eight generic
competencies emerged as consistently important for current job performance and

development of future careers (Appendix A).

It is clear that, although there are patterns of similarity, there is no defining division

or classification of competencies. To a large extent, a profile of competencies is a
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subjective exercise, very much dependent on context. Woodruffe (1991: 32)
recognised this when he questioned the validity of competency profiles based on
those who performed better than others by pointing out that ‘such lists risk
specifying the competencies up to today rather than those from tomorrow’. This is
echoed by Cheng et al (2003: 533) who, by referring to Stuart & Lindsay (1997), also
make the point that the US approach ‘fails to adequately define managerial
performance in terms of the context of an organisation, its culture, market-place

and its business environment’.

2.3 Problems with profiling competencies

2.3.1 Interrelationships and ambiguity

Jackson (2009b: 89) identifies the ‘the interwoven and holistic nature of
competencies...” while Braun (2004) demonstrates this by connecting better critical
thinking skills to quality of decision-making. Denise Jackson endorses these
sentiments by saying that ‘certain skills require competency in others, creating a
web of synergistic interrelationships, key examples being critical thinking, decision

management and problem solving’ (Jackson, 2009a: 53).

The literature also reveals that ambiguity and confusion over definitions together
with classifications of competency is problematic (Woodruffe, 1991: 30; Cheng et
al, 2003: 527). Others including Cockerill et al (1995) argue that it is vital to
differentiate between HPMCs and those pertaining to ‘average-performing’
workers. However, they conclude that, ultimately, ‘threshold and high performance
competencies are inextricably mixed, causing analytical confusion and questionable
results’ (Cockerill et al, 1995: 2). Antonacopoulou & Fitzgerald (1996: 29)
acknowledge the problem by stating that ‘the divergent meanings attached to the
word “competency” create great confusion, not least in all those soft
characteristics which might lead to an individual being awarded the title

v a

“competent” ‘.
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Continuing the theme, Rausch et al (2001: 187) maintain that ‘defining
competencies is a daunting task, not to mention all the different perspectives on
effective criteria’. One of the key findings of the research undertaken by Jackson
(2009a) when she examined the nature of skills gaps in graduates across the UK,
Australia and US was that ‘only tentative conclusions of the relative importance
and extent of skills gaps within and across developed countries can be drawn due

to the ambiguity of skills definitions’ (Jackson, 2009a: 53).

Problems of ambiguity have led some commentators to believe that the
competency approach is flawed altogether. Grzeda (2005) devotes a whole paper
to the subject, arguing that the complexity of management and the plethora of
competency models are the source of much of this confusion. In fact he claims that
‘there is little evidence to substantiate a causal relationship between competence
and performance in high complexity managerial positions’ (Grzeda, 2005: 533), a
claim that would appear to contrast with some of the thinking of McClelland

(1973).

2.3.2 Context and the “learning” organisation

Antonacopoulou & Fitzgerald (1996: 32) argue that ‘the organizational context in
which the skill is practised... will both define what is perceived as “competence”
and influence individual’s judgements and, therefore, their actions’. They question
the appropriateness of ‘the adoption of a competency framework for management
development activities’ saying that it does not take into account ‘the learning
opportunities provided within organisation settings’. In fact they conclude that
“learning” is rarely specified as a major skill in its own right. This is reinforced by
Boyatzis (2008: 6) when he highlights that ‘culture and climate’ might have a

significant impact on ‘the demonstration of competencies’.

2.3.3 Intelligence or competence?

Do we want intelligent people or competent people? Barry (1996) cited in Jackson

(2009b: 89) notes the ‘ “tenuous link” between the possession of knowledge... and
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performance’ as does Antonacopoulou & Fitzgerald (1996: 41) who contend that

there is no clear link between ‘defined competencies and effective performance’.

McClelland (1973) argues that the possession of intelligence does not necessarily
correlate with success in life and work. He essentially maintains that the ability to
test for competencies and educate based on real-life competencies required in the
real world is more important. A contrasting viewpoint is made by Boyatzis (2008: 8)
who, although proffering that concepts of emotional and social intelligence endear
superior performance, also maintains that the concept of “intelligence” should be

‘related to life and job outcomes’.

However, evidence to suggest that intelligence (the 1Q or intelligence quotient) is
not enough is further provided by Akers & Porter (2003: 69) who demonstrate ‘a
negative or zero correlation between an IQ indicator (entrance exam scores) and
subsequent career success’. They conclude that emotional intelligence (the EQ or
emotional quotient) is more valuable in contributing to future success than IQ, a
view supported by Tucker et al (2000) and Lightfoot (2007). Indeed, following a
survey of 200 leading companies by the Association of Graduate Recruiters, the
latter concludes that employers realise that ‘the days of academic criteria “as the
be-all and end-all are long gone” ‘ and that ‘employers are also looking for “soft
skills” such as communication, leadership, time management and “emotional

intelligence” ‘(Lightfoot, 2007).

2.3.4 Intelligence or emotional intelligence?

The notion that intelligence on its own won’t “cut it” in the real world was seeded
by McClelland (1973) and subsequently explored by a variety of writers (Jackson,
2009b; Lightfoot, 2007; Berman & Ritchie, 2006).

A definition of emotional intelligence (El) that many readers will resonate with is
given by Akers & Porter (2003: 66) who cite Howard Gardner of Harvard University:
‘basically, your EQ is the level of your ability to understand other people, what

motivates them and how to work cooperatively with them’. Another by Tucker et al
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(2000: 331) defines El as comprising a class of ‘intrapersonal and interpersonal’
competencies which are needed by individuals in order to cope with ever faster
rates of change, driven by technological and social evolution. They argue for
educational establishments to include the construct in their curricula as a
compliment to traditional technical and academic learning; a view supported by

Abraham (2006) in a later study on accountants.

Its importance as a link to effective leadership was developed by Goleman (2000)
who identified six distinct leadership styles underpinned by different components
of El: self-awareness, self-management, social awareness and social skill, which
Goleman terms ‘capabilities’. Indeed, he then goes on to deconstruct these
capabilities into sets of competencies and their traits. Again, the spectre of
ambiguity casts its shadow: many of these competencies and capabilities are listed
as individual competencies in their own right in many other frameworks and with
no direct reference to El (Berdrow & Evers, 2011; Jackson, 2013; Cockerill et al,

1995).

This ambiguity is partly recognised by Dulewicz and Higgs (2004: 95 & 96) who
conclude that the literature suggests that El can be framed either ‘as an ability
(Mayer et al, 1999)’ or ‘as being competencies-based (Goleman, 1998)’ or as being
more related to ‘personal factors... and particularly into “emotionally and socially
competent behaviour” (Bar-On, 2000: 364)’. An important conclusion from their
study (which they acknowledge had limitations) was that El was capable of being

developed, a view endorsed by Akers & Porter (2003).

Ultimately, the realisation that academic qualities, in themselves, are not enough
for life/work success is increasingly acknowledged in the literature; ‘knowledge
alone is not sufficient in today’s society’ (Berman & Ritchie: 2006: 205); educators
need to provide a well balanced curricula covering both technical and emotional

training (Abraham, 2006).
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2.4 Competency frameworks: the link to strategy

There is a wide diversity of competency frameworks in the literature, some of
which we have already touched on. A selection of others include Dulewicz & Higgs
(2004) who develop a model of EI competencies; Jackson (2013) who builds an
employability skills framework; Berdrow & Evers (2011), who create a ‘bases of

competencies’ model’.

Antonacopoulou & Fitzgerald (1996) offer some reasons for the purpose of such

frameworks, suggesting that they could be:

A tool for boosting the competiveness of an organisation;

A conduit for translating company vision into operational activities;

A mechanism for managing corporate change and culture;

A device for developing and implementing strategic Human Resource Management

(HRM).

A distinction that Campion et al (2011: 227) make is that, unlike a job description,
‘competency models may consider future job requirements either directly or
indirectly... they do not document the status quo but attempt to look into the

future and sometimes even try to define that future’.

They go on to suggest that ‘successful competency models also identify
competencies that align to corporate strategy and foster competitive advantage’
(Campion et al, 2001: 231). This is not a new concept. Schuler & Jackson (1987)
contended that certain strategic directions required employees of particular
profiles in order that the organisation can achieve and maintain a competitive
advantage. By referring to Wright & Snell (1998), Boxall & Purcell (2003a: 56) use
and build on this by saying that ‘a more helpful model for practice is one in which
fit with existing competitive strategy is developed simultaneously with flexibility in
the range of skills and behaviour that may be needed to cope with different

scenarios in the future’.
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According to the framework of Leinwand & Mainardi (2011: 65-66) sustainable
competitiveness is achieved by delivering a ‘capabilities-driven strategy’. They
describe the concept of ‘coherence’ and defines it as ‘a destination that is reached
when a company has three elements in alignment: capabilities, market position (or
way to play) and product portfolio’. Tovstiga (2013) presents a similar paradigm
with his idea of the “Unique Competing Space (UCS)” in which he argues that
internal capabilities must be relevant to the firm’s competitive position and
direction. A notable critic of this strategic approach is Cockerill et al (1995) who
characterise those who try to identify competencies of the future as ‘inventors’.
They argue that the inventors’ approach is flawed and that it is not possible to

forecast the shape of the world 5 to 10 years into the future.

An alternative approach to developing competitive advantage is furnished by the
Resource Based View (RBV) of the firm which focuses on the way that businesses
might build unique clusters of human and technical resources. ‘It focuses on the
analysis of internal strengths and weaknesses, paying particular attention to the
ways in which firms can develop valuable resources and erect barriers to imitation
of them’ Boxall & Purcell (2003b: 87). The authors cite Hamel & Prahalad (1993,
1994) who ‘argue that competitive advantage, over the long run, stems from
building “core competencies” in a firm which are superior to rivals’ (Boxall & Purcell
, 2003b: 78). ‘Their work’, state Boxall & Purcell (2003: 79) ‘is an argument for
developing a “knowledge-based” rather than a product-based, understanding of

the firm’.

Seifert & Hadida (2006) combine both theories (positioning and RBV) by developing
a framework for improving the way artist & repertoire (A&R) managers select
artists with a view to improving a music company’s “hit rate”. They posit that ‘the
integration of both theories in the music sector leads to the need for the
organisation’s ability to “improvise” and develop “skilled decision makers” ‘(Seifert
& Hadida (2006). The importance of both approaches is also acknowledged by
Woodruffe (1991: 32) who states that ‘it is vital that a list of competencies is
flexible and able to reflect changes in the organisation’s direction’, and that such a

‘list must reflect the best estimate of what the future will require of people, and it
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must be kept under review’. An excellent 3-dimensional integrated model linking
“best fit” to “best practice” is provided by Gratton & Truss (2003) who add a third
dimension of “action”, implying that having policies is not enough; there also needs

to be a determination to act.

In conclusion, Hines (2011: 15) proposes that ‘by preparing now, not only will
surprise be avoided, but a potential competitive advantage could be gained by
aligning the organization with emerging future directions’, an opinion supported by
DeFazio (2014) who declares that ‘too often, the current “best practice” models
mean that workforce planning efforts become tactical and static, rather than

strategic’ (De Fazio, 2014: 55).

Critics of competency frameworks and models include Burgoyne (1993: 7) who
asserts that ‘the competence movement... seeks to impose an overly simple model’
on what is a complex combination of managerial behaviour, training and
development. The risk of failing to connect with the future is also highlighted by

Antonacopoulou & Fitzgerald (1996):

The competency framework in its present form is only capable of illuminating and
defining the behaviour and skills that are useful in the present circumstances. It
cannot guarantee that these will be appropriate to the future needs of the
individuals and their organisations. Instead of growing dynamic, flexible and
adaptable managers, capable of facing the challenges of tomorrow, the risk seems to
be that the competency framework is, in an evolving society, cultivating dinosaurs
struggling to develop the skills of the past.

(Antonacopoulou & Fitzgerald, 1996: 34)

Finally, Grzeda (2005: 532) maintains that complexity ‘makes it virtually impossible

to establish causal relationships’ and even proposes that maybe it is time ‘to move

beyond competence’ (Grzeda, 2005: 541) by adopting a ‘learning model’.
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2.5 Employability, future workforce trends and co-creation of value

An investigation of competencies should also take account of current and future

predicted workforce trends.

Ball (2003) talks of the development of the ‘portfolio career’. In her review of
education, the labour market and graduate employment, she points out that
‘recent employability places additional emphasis on... higher level problem-solving
and decision-making skills as well as requiring graduates to be independent
learners with a range of self-management skills’ (Ball, 2003:7). Also, the trend for
more collaborative portfolio working practices raises interesting challenges for
organisations with respect to knowledge retention. Needless to say, these
collaborative networks are, in some quarters, ‘being advocated as prime settings to
create value in the 21* century’ (Adler 2006; Dunne & Martin, 2006 cited in
Tempest, 2009: 924).

An interesting US perspective is raised by Hilton (2008: 63) who explores the notion
of computers taking over the role of manual, non-routine and abstract tasks
resulting in a ‘polarisation of skill requirements’. She also discusses the potential for
vocational education and reflects on the greater need for linking skills to the real-
life domain of work, a view endorsed by Berman & Ritchie (2006: 205) who posit

that ‘education should impart [both] skills and competencies’.

A fascinating list of 12 views of how the nature of work might change is given in a
practitioner article by Hines (2011). These include many concepts that may be
familiar to the reader: a more project-based culture ‘in which organisations recruit
networks instead of individuals’ (Hines, 2011: 7); organisations will have to get used
to workers prioritising life rather than work; work is something you do rather than
somewhere you go; and as ‘employer-provided training disappears... organizations
may become skills clearing houses rather than training providers’ (Hines, 2011: 10-
11). This last point is increasingly commonplace within the literature. Wente (2013:
1) identifies the problem by saying that because there is a lack of training by

companies, organisations want ‘people who can hit the ground running’.
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By citing Thijssen, Van der Heijden, & Rocco, 2008, Berdrow & Evers (2011: 407)
pick up on this theme by stating that employees have transitioned from
‘guaranteed lifelong employment to self-managed life-long employability’. This
employability concept is extended into the notion of the “boundaryless career” by
Thijssen et al (2008) who suggest that not only do workers experience numerous
employments but they often cross into different occupational skill-sets. Because of
this trend, workers often have more than one job at the same time. According to
Rousseau (2004) this produces quite different problems to firms; these part-time
workers have a number of different psychological contracts in place and the task of
motivating them and retaining their commitment is not the same as with longer

serving employees.

There are other trends that are noticeable in their frequency. The growing
importance of “soft skills” is highlighted by Lightfoot (2007) who claims that
competencies such as ‘leadership, communication and decision-making are
increasingly giving candidates the edge’. Evidence from the literature suggests that
‘employability skills typically considered important in developing economies are
team working, communication, self-management, analysis and critical thinking’
(Jackson, 2013: 271), views supported by Braid (2007) and Green (2008). An
alternative stance is taken by Barbara Moses (cited in Wente, 2013) who claims
that the problem of the soft-skills gap is overblown saying that ‘today’s adults have

collaborated and worked in teams all their lives’ (Wente, 2013:1).

McQuaid & Lindsay (2005: 203), in their discussion of employability present an
integrated view by stating that there has been a shift towards services in the UK (as
in many parts of the world) and that ‘this has resulted in changing skills needs (with
“soft skills”, such as interpersonal and communication skills increasingly valued)...
[and] also a shift towards part-time and more flexible working practices’.
Additionally, because of the growth and ubiquitous nature of technology Chen &
Nath (2005) recognise a growing nomadic culture of working which they say can

provide competitive advantage if supported in an appropriate manner.
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Finally, further review reveals, from some quarters, a desire for industry to be more
involved in skills development because of the apparent mismatch between
employer and employee expectations. Jackson (2013: 277) suggests that ‘workplace
learning during degree programs... are increasingly acknowledged as an effective
tool for skill development and enhancing work readiness’. Similarly, in their critique
on MBA programs, Doria et al (2004: 5) suggest that ‘business schools are open to

partnerships with companies and vice-versa’.

2.6 Competencies in the creative industries

The characteristics of the “creative industries” are defined and elaborated on by
writers such as Ball (2003), Mietzner & Kamprath (2013) and Chaston & Sadler-
Smith (2012). The latter propose that ‘the creative industries are notable for a
distinctive management style (Howkins, 2005) described by Powell (2008: 158) as
being based on “intuition, informality and speed of decision-making” ‘Chaston &
Sadler-Smith (2012: 417). This distinctiveness is also defined by the need to co-
ordinate ‘a wide variety of individuals such as line managers and creatives’ Wilson

(2009).

Ball (2003: 12) defines the sector as including ‘advertising, architecture, art and
antiques, crafts, design, fashion, film and video, interactive leisure software, music,
performing arts, publishing, software and computer services, television and radio’.
Based on existing literature and research, she says that in terms of employability in
the creative sector, ‘the basic requirements are for people with excellent generic
skills in communication, networking and teamwork — individuals who can work

flexibly with good interpersonal and research skills’ (Ball, 2002: 10).

The study by Chaston & Sadler-Smith (2012) into a sample of firms within the
creative industries in south-west England found ‘high growth small firms are
characterised by well developed internal capabilities allied to an entrepreneurial
orientation...” Chaston Sadler-Smith (2012: 415), and that this combination may

confer competitive advantage. They argue that focus on a ‘set of core capabilities’
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rather than on ‘transformational’ initiatives will increase the chance of business

success (Chaston & Sadler-Smith, 2012: 416).

Mietzner & Kamprath (2013) take an alternative approach by examining both
generic and non-generic competencies but in the context of emerging trends within
the creative industries in Germany. From their strategic approach to the research
they develop a competence portfolio across the 3 dimensions of (1) Professional,
(2) Methodological and (3) Personal-Social (Appendix B) and claim that ‘the
portfolio clearly indicates which competencies should be taken into consideration
for the development of curricula and study programmes in the education of

creative professionals’ (Mietzner & Kamprath, 2013: 289).

Creativity itself has been recognised as requiring specific management
competencies. Whilst open cultures are required in order to promote both artistic
and organisational creativity, they need to co-exist at the same time with closed
processes so as to support co-ordination and control (Boerner & Gebert, 2005). The
need for a more relational skill-set is identified by Florida & Goodnight (2005) who
argue the value of stakeholder management and the co-creation of superior value
through engaging more closely with consumers. They maintain that companies who
‘figure out how to manage creativity will have a crucial advantage in the ever-
increasing competition for global talent’” (Florida & Goodnight, 2005: 131).
Organisational elements that are seen to undermine successful exploitation of
creative prowess included political issues, organisational in-fighting (or turf battles)
and internal competition (Amabile, 1997), concepts that might equally be applied
at an industry level. In contrast to this, creativity was seen to be stimulated by the
networking characteristics of social media which facilitated the ‘sharing and

spreading of heterogeneous information’ (George, 2007).

2.7 Competencies in the music industry

An extensive review of the literature reveals that academically founded research
and especially qualitative investigation in this area is limited. Power & Jansson

(2004) describe the collaboration of the music industry with other industries,
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particularly information and communication technology (ICT) in Stockholm,
Sweden. The study reveals a strategy of exploiting the core strengths of the music
industry by the development of an ‘inter-industry and inter-cluster environment’
(Power & Jansson, 2004: 425) in which synergies with other industries might direct
the ‘future competitiveness and shape of the music industry’. It reveals migration
of hotspots of value creation and the potential for ‘adding value to the core
product’ (Power & Jansson, 2004: 431) and provides a good sense of the wider skill-

sets and competencies required in this new digital era for the music industry.

The importance of taking a strategic approach in order to transform the core
business is documented by Waldman (2010) who describes how the core assets of
recording and publishing rights have fallen in value due to the collapse of recorded
music revenues. His solution is to radically re-invent the way the core is monetised
through using ‘smarter marketing solutions; making greater use of the web and
social media, as well as direct contact with fans through customer relationship
management (CRM) databases’ (Waldman, 2010: 119). He argues that ‘people need
to know the direction they are heading for’ and there needs to be real and
‘tangible’ movement in that direction (Waldman, 2010: 124), processes aided by

putting the interests of artists first and utilising processes of strategic insight.

Seifert & Hadida (2006: 9) describe a framework which aims to integrate 'decision-
making theory and the RBV into a holistic artist selection mechanism’. They argue
that the business of music is a ‘high velocity industry... [and] that decision speed is
crucial to effective decision-making (Seifert & Hadida, 2006: 3). They go on to say
that ‘in high velocity industries, where the pace of change and competition allows
few mistakes... identifying, developing and deploying competencies and capabilities
most likely to lead to a sustainable competitive advantage become crucial’ (Seifert

& Hadida, 2006: 4).

One paper specifically dedicated to the music industry is ‘The Music Blueprint’ by
The National Skills Academy, Creative & Cultural Skills (2011) which provides a
snapshot of the skills needs of the music sector in the UK. Its findings are based on

a survey of over 2,000 employers, and tend to focus predominantly on technical
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skills for current workforce needs. A brief section on future skills requirements does
so in isolation from identified future trends within the industry; statements of skills
gaps are made in areas such as IT, marketing and business development but
without mention of what these are or how they relate to the future shape of the
industry. It claims that the organisations in the sector are not very forward thinking
in terms of skills issues and that remarkably, ‘45% of businesses think there are no
areas where they might experience skills problems in the future’ (Creative &

Cultural Skills, 2011: 13).

Although not dedicated specifically to competencies, a useful and interesting
future-orientated paper is provided by Warr & Goode (2011) who review the
challenges the music industry confronts in the face of digitalisation. They examine
current trends and opportunities which have great bearing on present and future
competencies. The concepts they discuss include the following (Warr & Goode,

2011:127-129):

‘The influence of “blogs” and podcasts’ in music reviews and feedback;

Value-chain opportunities: ‘added-value through additional products and
services...’;

Value-chain opportunities: ‘the co-creation of value’ via the internet ‘and the

establishment of on-line brand communities’.

2.8 Conclusions

The task of developing a competency portfolio is therefore not entirely
straightforward notwithstanding the various meanings attached to competency.
Nevertheless, this report proposes a preferred definition, distilled from the
literature review, which combines the “American” approach to the concept of
competency with the forward-looking opinion of Campion et al (2011) and

Woodruffe (1991):
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A competency is a skill or characteristic that influences subsequent behaviour and
must be strategic in nature by taking into account the context specific to the current
and future environment. Depending on this context, there will be some
competencies which confer greater competitive advantage than others. Any derived
competency framework merely reflects a snapshot in time, is dynamic in

characteristic and must be reviewed constantly.

This paper therefore subscribes to the view that a suitably derived competency
framework will provide competitive advantage for an organisation or industry and
that, even though it is not possible to predict the future with 100% accuracy, we

can prepare for it more effectively by taking a more strategic approach.

In addition, the importance of “soft skills” as a growing source of importance is
notable as is the trend for education to be based more on “real life”; flexible
working practices, more collaborative working and the notion of multiple career
paths make for interesting reflection and, in summary, one may conclude that both
individuals and organisations need to consider and reassess the value of learning

and their roles within the construct.
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CHAPTER 3 The investigation

3.1 Objectives of the investigation

This comprehensive review of the literature suggests that any study into future
competences must take account of external context, particularly the future shape
of an industry and the trends of its customer base. Accordingly, the investigation
takes a strategic approach, is largely inductive in its methodological approach and

has the following objectives:

(1) To identify future trends in music consumption;

(2) To identify future major growth areas in the music industry;

(3) To identify any blockages hindering the development of emerging business models;

(4) To identify future trends in workforce practices;

(5) To identify competencies that are considered as essential for future music
professionals in order to deal with the changing landscape as identified above, and

(6) To identify how existing and new competencies should be developed

To achieve these objectives, it intends to answer the following research questions:

(1) What are the current trends in music consumption and how will these evolve over
the next 5 to 10 years?

(2) What are the current major growth areas in the music industry and how will these
evolve over the next 5 to 10 years?

(3) Are there any blockages to development of emerging business models?

(4) What are the current trends in workforce practices? How will these evolve over the
next 5 to 10 years?

(5) What are the current trends in competencies and how will these evolve over the
next 5 to 10 years?

(6) How or to what extent should existing or new competencies be developed?
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3.2 The investigation design

The review of literature into competencies in the music industry reveals research
that is predominantly anchored in the present, is largely quantitative in its
methodology and has limited bearing on the possible future shape of the industry.
It extols a bias towards functional job specifications or hard skills and sheds very
little on the “softer” area of competencies, which for an industry more heavily

dependent on people skills than most, is unhelpful.

3.2.1 Key influences from the literature

The design of the investigation is influenced by Mietzner & Kamprath (2013), and
War & Goode (2011).

Mietzner & Kamprath (2013: 280), in particular, recognise the lack of strategic
linkage in their study of competencies in the creative industries in Germany by
noting that, within this sector, ‘only a few studies focus on competency needs’ and
those that do are ‘more or less isolated from the trends within the industry’. By
conducting an ‘exploratory qualitative study with industry experts’ (Mietzner &
Kamprath, 2013: 281) which was framed around an extensive literature review of
four perceived competence shifting trends in the creative sector, the authors
present a portfolio of competencies for the sector along three ‘dimensions of
professional, methodological and personal-social competencies’ (Appendix C). The
authors recommend that ‘further research should address sub-sectors to address
industrial, locational or scalar specificity’ (Mietzner & Kamprath, 2013: 291). Indeed
they extend this to propose that further study should not only investigate ‘which
competencies should be developed’ but ‘to what extent and how’ (Mietzner &
Kamprath, 2013: 291). The author feels that their frameworks (Appendices B & C)
could be developed further in order to more directly relate to the forces currently

acting on the music industry.
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War & Goode (2011: 130) suggest that’ further research is required in order to
discover how deeply consumer behaviour has changed in relation to the new model

that the music industry is shaping itself towards’.

The approach of these articles and their subsequent recommendations for future
work provided stimulus for the design of an investigation that recognises that there

are gaps in the literature that could be overcome by initiating research that:

extends existing research into the specific context of the music industry;

is more strategic in nature and outlook;

relates future competencies to emerging trends in the music industry, both from a
consumer and a business perspective; and

is qualitative in nature in order to identify and explore previously unidentified
themes, and also perhaps able to capture something of the “mood” of the industry

as it grapples with unprecedented change.

3.2.2 Designing the investigation

In their discussion on possible research methodologies, Campion et al (2011)
propose that one simple approach ‘is to conduct interviews and focus groups on
the topic of future-oriented requirements [arguing that] many executives and other
key employees have insights into future requirements because of their broad
perspective, access to information on new developments, and role in shaping the

future.” Campion et al (2011: 236).

This thinking supported an investigation design which was underpinned and
synthesised with an academically grounded model of strategy, ‘The Unique
Competing Space’ (Tovstiga, 2013: 104) together with the framework of the music
industry as defined by UK Music (Page 12). This framework (Figure 3) was used as
‘starting point” with the intention that as the research project progressed, it would
be ‘subject to amendment and refinement rather than being subject to formal

testing as in hypothetic-deductive approaches’ (Henley Business School, 2012b: 89).
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The purpose of the conceptual model was to guide the design of a semi-structured
interview (Appendix D) that covered the six research questions. This semi-
standardised approach, as Mietzner & Kamprath, 2013: 286 recognise, ‘allow[s]
more space for own phrases, additional questions and identification of so far

hidden or unknown issues’.

THE CORE ASSETS OF THE MUSIC INDUSRY
(1) The music composition; (2) The recording of a composition; (3) Live
music performance; (4) Artist brand value

I Emerging workforce trends Emerging workforce trends I

| Professional Personal -Social & Methodological

‘ UCS - Unique Competing Space |

FIGURE 3: Conceptual framework (adapted from Tovstiga, 2013; Mietzner &
Kamprath, 2013 and UK Music, 2014)

By structuring the investigation around such a framework, the author recognises
the observations of Gibbs (2015a), in that a qualitative approach can be both

deductive and inductive; that we might start with some conceptual framework,
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derived from the literature review, and which might evolve during the investigation
itself, but then lends itself hopefully to the discovery of ‘new ideas, theories, [and]
explanations in the data’ (Gibbs, 2015a). It therefore leans towards a
constructionist approach to grounded theory which proposes that both the
researcher and participant are involved in the interpretation of data and the
construction of theory (Charmaz in Gibbs, 2015b) and that ‘theory neutral
observation [is] impossible’ (Gibbs, 2015b).

The research project itself is a cross-sectional investigation aimed at an industry
level unit of analysis (the UK music industry). Its aim is to ‘discover new
relationships, patterns, themes, ideas and so on’ Hair et al (2007: 154) and so the
research design is exploratory in nature and takes a flexible (qualitative) form. It
was hoped that this approach would be more suited for discovery, enable more in-
depth probing of certain characteristics of information and to help to uncover

driving forces, agendas and values (Hair et al, 2007).

The selection process for participants began early in 2015. The author was invited
to attend a research working group at UK Music in January where he presented an
early outline of the project to a body of senior representatives from around the
industry. They were then each invited to nominate two potential participants
whom they deemed suitable for the research. Suitability was defined as someone
who was qualified to provide insight by virtue of their roles and experience in the

music industry.

Response rates were very good and potential participants were initially chosen
using a non-probability (judgement) sampling technique. Each interviewee received
an information sheet (Appendix E) in advance describing the nature of the research
and the participant’s role within it as well as providing ethical and confidentiality
assurances. On the day of the interview each respondent was also required to sign
a consent form (Appendix F). As the investigation progressed and data collected, a
process of theoretical sampling also emerged. This ensured that, across the 19
interviews that were eventually conducted, the four core assets of the music

industry as defined by UK Music were evenly represented (Figure 4) and new lines
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of inquiry were followed up. The interviews were conducted either at the
participant’s office or at the offices of UK Music. There was strong engagement and
interest in the subject matter and as a result the interviews averaged just over one

hour in duration.

UK MUSIC - CORE ASSET CLASSIFICATION
The music The recording of Live music Artistbrand  Position of the

No. Music Industry Sector composition acomposition performance value Interviewee

1  MusicPublishing X X Director

2 Music Management X X X X Director

3 Music Publishing X X Senior Vice President
4 Music Recording X X Vice President

5  Music Publishing & Management X X X X CEQ

6  Music Publishing X X Director

7 Music Recording X X Director

8  MusicLicensing X X Director

9  Music Management X X x X Chairman

10 Musicians X X CEO

11 Musicians X X X X Songwriter

12 Media X Senior Vice President
13 MusicLicensing X Director

14 Live Performance X CEQ

15 Music Recording X X Head of Department
16 Industry Representative Body X X X X Head of Department
17 Musicians X X X X Head of Department
18 Live Performance X Head of Department
19 Live Performance X Director

FIGURE 4: List of interviewed music industry experts (design adapted from

Mietzner & Kamprath, 2013: 287)

3.3 Data analysis

Data was analysed using an integrated form of template analysis (King, 2015) and
the ‘pre-structured case’ analysis described by Miles et al (2014: 157). Recognising
that the investigation was influenced by the literature review and designed around
a pre-conceived strategic conceptual framework, the analysis could not take a
wholly bottom up approach as expounded in grounded theory nor a wholly top
down approach given the idea of it also being exploratory. The approach taken was
therefore part deductive and part inductive. As such, analysis commenced with a
template of “a priori” themes based on the research questions with an additional
theme covering “emergent themes and concepts” to recognise the exploratory
nature of the investigation. As coding commenced, sub themes were inserted as

emergent ideas surfaced through examination of the transcripts in grounded
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theory fashion. An initial template was constructed through study of the first four
transcripts. As new themes emerged, the template was amended accordingly and
prior reviews re-examined in iterative fashion. Thus, a hierarchical template of

themes and codes emerged with second and third order themes (King, 2015).

Despite best intentions to keep the number of codes down to a manageable level —
King (2015) advises no more than 50 given a sample size of 10 to 20 interviews —
the sheer richness of the data and variety of backgrounds of the participants meant
that, as each interview was coded, inevitably new themes were added. However,
despite 129 codes in the final template (Appendix G), the nested format facilitated
focus and aided by the construction of a ‘conceptually clustered matrix’ (Miles et al,
2014: 173) which facilitated cross-participant comparison (Miles et al, 2014, 174),
patterns emerged which helped with the final analysis and discussion and provided
further thought for future research. Four meta-themes emerged from the analysis
with which to relate future required competencies and with which to more usefully

structure the findings and analysis.

3.4 Limitations

Inevitably, given the time constraints around the research project and the level of
the industry on which it is based, the paper is not without its limitations. The
author recognises this and has sought to mitigate these wherever possible, drawing

on the following citation:

‘...the paper should be seen as an exploratory piece and ...is built upon material from
interviews with people within the industry... A number of problems and biases can
arise from such a foundation in qualitative research based on the interpretation of
the voices of positioned actors (McDowell, 1992; Smith, 1993; England, 1994) ...but
it was hoped that cross referencing of materials and the researcher’s ‘objectivity’
checked as much as possible of such bias’.

(Power & Jansson, 2004: 427)
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Cross referencing by means of data source triangulation wherever possible was
used to assess whether findings could be confirmed (Miles et al, 2014; Spinks &
Reid, 2011). Furthermore, the quality of the interviewees by virtue of their
experience and roles meant that, in the opinion of the author, considerably greater
weight could be given to the validity of their data than might otherwise be the case.
In drawing conclusions later in the paper, the author contends that the reasonably
large sample of 19 interviewees representing the four assets of the music industry
as defined by UK Music combined with ‘looking for negative evidence’ (Spinks &
Reid, 2011: 11) confers some justification for a degree of representation to be
implied (Miles et al, 2014). Nevertheless, the author acknowledges that additional
research with perhaps a similar number of perhaps random interviewees might
extend the ‘universe of [the] study’ (Miles et al, 2014: 296) and provide further

validity.

However, a contribution to such assurance is provided by cross-referencing very
valuable additional insight gained at a music industry seminar held at Henley
Business School on 7 Oct 2015 entitled “Superbrands to Superfans” which is
synthesised and referenced into the findings on pages 42 and 43 and which both

verifies and amplifies conclusions drawn from the interviewees.
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CHAPTER 4 Analysis and findings

4.1 Meta-themes

During the analysis, four “meta-themes” emerged from the research (Figure 5) and
accordingly, the author has taken the view that a much more integrated and
meaningful analysis emerges by structuring this review across these four themes.
Each section incorporates findings from the research questions but synthesises it in
a way that is not a rigid reporting and interpretation of the evidence but provides a
means of developing more insightful conclusions on future required competencies

throughout the industry. Linking all four themes is “vision”.

MIGRATION OF INDUSTRY
VALUE CREATION STRUCTURE

VISION

POWER AND WORKING AND
CONTROL LEARNING CULTURES

FIGURE 5: Emergent meta themes

4.2 Migration of value creation

Key areas of analysis: models of consumption; ubiquitous nature of music;
unbundling the record company; managers as the new labels; specialised
generalism; artist - brand partnerships; live performance; co-creation of value;

business model convergence.

This high level theme integrates findings from research questions 1 and 2. Analysis
of the research reveals a fundamental shift in value creation way from the recorded

piece and to more collaborative routes to market. Gratton (2007) terms these new
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areas of value creation “hot spots” as they relate to the convergence of ideas,

sectors and industries in ways that innovation can flourish.

4.2.1 Patterns of consumption and the value of music

Respondents widely consider that “access” models of consumption will gradually
replace “ownership” models in the coming years and that these “access” models
will be either subscription-based or funded by advertising (ad-funded). Loss of
control of pricing to service providers like i-tunes, the “all you can eat” models of
subscription services and the somewhat opaque models of advertising have
reduced the income to rights holders (record companies, publishers) who have
passed on an even smaller proportion to the creators of music themselves (artists
and songwriters). This would require scale to become significant and although such
scale might arrest the overall fall in value of recorded music, opinion is that it

would not solve everything.

A phenomenon expressed by many of the participants was the ubiquitous nature of
music and how this had diluted the relationship with the consumer and made it a
much more “soft” one. Others remarked on this “oversupply” proposing that there
was just too much choice with the result that one didn’t listen to anything! This
contrasted with a view from another respondent on the recording side who
suggested that it was an “illusion of choice” and that the future, far from being
“long tail” in its paradigm was more “short head”. Participants remarked that music
was no longer as special as it was but that it would have greater value if it was
presented in a manner that appealed: music venues with facilities and service more
akin to upmarket night clubs perhaps; the possibility of an invite to a sound check
and so forth. As a respondent on the musician’s side noted “music [only] has value

in the way you receive it”.

The general feeling was that the old-style record company (80s and 90s) as a
driving force for the industry, where rights owners and artists made significant
sums of money and industry careers were forged was changing. As one participant

expressed, “the internet has unbundled the record company” and “we should move
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away from offering money for exploitation to creating a set-up that looks like a
hybrid of a venture capitalist for start-up talent and emerging artists, private equity
for returning or heritage artists, a strategy consultancy, a market/brand
consultancy agency and a digital and social media agency”. This insight reflects that
there are now new innovative ways of connecting creators to audiences and
confirms a move away from traditional value creation centres to more progressive

and intimate experiences of music.

4.2.2 Major growth areas: managers as labels

As record companies dispense of areas such as artist development and focus on
lower risk artist strategies, a good representation of respondents consider
managers as the new “labels” but better given that record labels have had no
historical expertise in areas such as live performance. Such management structures
aid cross-fertilisation of innovative ideas across sectors by having complimentary
stables of actors, film and sports stars etc in addition to music artists. Whilst, some
of these new management structures are quite large, often they are micro-
businesses requiring a wide portfolio of skills across a small number of people.
Managers can no longer be expected to do everything across a range of artists and
now hire in specialists as needed to cover areas such as brand partnerships, social
media and digital marketing. They are expected to road-map strategies for artists
for whom a growing trend is rights retention, and where the reward for the

manager and artist is a stake in a much wider portfolio of revenue streams.

Key competencies required for the future identified from the research were:

Strategy, teamwork, ability to ask the right questions, flexibility, agility, data
management and analysis, social media, critical & analytical thinking, numeracy,

knowledgeable about technology

Additionally, the concept of “specialised generalism” was proposed by one

respondent to describe the qualities of employees in such organisations; people
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with a real specialism but able to be a generalist, work cross-disciplinary and

provide context in whatever part of the value chain they resided.

4.2.3 Major growth areas: artists as brands

The research indicated that brand/music partnerships are a growing source of value
for the industry and have great potential, particularly if licensing bottlenecks
together with authenticity and credibility issues can be managed effectively. By
exploiting the emotional aspect of music, such collaborations provide a return on
investment for the brand, financial reward for the music creators and rights holders
and satisfy consumer/fan expectations. This symbiotic relationship is often
evidenced by high profile music industry figures occupying key positions in their
brand “host”. Important competencies are much more relational, with the
traditional 4 Ps replaced by the 4 Es of Engagement, Experience, Exclusivity and
Emotion creating a notion of intimacy (Robert-Murphy, 2015). It was pointed out by
one participant that a conversation with a famous band of the 80’s highlighted the
fact that the act, as a brand, was worth more than any new material and what they

had created was the heritage or legacy of the brand.

Exploiting this new channel means the music industry must have the capability to
engage in conversations with other industries (fashion, drinks, sport etc.).

Respondents identified the following competencies as key to achieving this:

Presenting, negotiating, openness to new ideas, tolerance for ambiguity,
relationship building, communication, collaboration and a broadened general
business skill-set, empathy and sensitivity, professionalism and stakeholder

management

4.2.4 Major growth areas: co-creation and convergence

Methods of value co-creation are becoming valuable hot spots of innovation.

Technology would seem to have inadvertently accelerated the popularity of the live
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music experience with consumers’ desire to ditch the “tinny” headphones and
experience music in communal fashion, often becoming part of the event itself
through direct to fan initiatives. Together with a wider experience of improved
facilities and often complimentary activities, opinion suggests that the phenomena
of festivals will continue to grow. Indeed, as one participant noted, “people will

now book a weekend festival without even researching the line-up”.

The targeting of “super-fans” through relational means has created brand
ambassadors, who can be rewarded by perks and direct to fan initiatives such as
“meet and greet”. They become influencers in their own right; speak with authority
and with others, creating new fans. For the brand they become valuable marketing
assets (Legg, 2015). One contributor posited a future where the boundaries
between artist and fan became blurred with fans taking a more active role in a

“shared experience”.

Convergence was a key theme identified by the research and manifested itself in
three ways. Firstly convergence within the industry, for example publishing and
recording; convergence with other talent sectors (sport, film) in order to learn new
practices and cross-fertilise ideas and finally convergence with other industries:
respondents note that Red Bull invests in music in the Middle East and that Coca
Cola has its own head of music. As one respondent from the recording sector
proffered “Key players are hardware companies, ‘tech’ companies, fashion
companies. How do you define being in music?” Again, competencies required to
exploit these new value hot-spots mirror those of the previous section on artist

brands but an important addition would be:

Entrepreneurship

4.3 Industry structure

Key areas of analysis: institutionalism; vested interests; goal incongruence;

licensing structures; low overhead models; a two tier industry.
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Themes within this section emerge from responses to research question 3 together
with the a priori theme of “emergent themes and concepts” in the template

analysis.

4.3.1 Blockages to business development

Respondents representing all sectors regard the industry as institutionalised or
“stuck in its ways” and that this hinders the development of the business going
forward. There is a strong view that the industry is locked into a delineated set up
of label, publisher, live, promoter, manager and so forth, each with different
agendas. Institutional investors in one company are invariably reliant on other
companies in the value chain fulfilling their roles satisfactorily and following
congruent agendas. As a result, their investments often carry higher risk, require
greater return and put significant pressure on shareholder value and expectations.
For one respondent with experience of working in other sectors, it was sometimes
“shocking” to see the different agendas and views of so-called partners, some of
which were “confrontational”.

These ideas were evident in other participants’ interviews with “vested interests” a
common line of comment. It was viewed that this made finding new ways of doing
things difficult, again as a result of conflicting agendas, particularly with those
interested in the business staying roughly recognisable to how it once was, eliciting

notions of self-preservation.

Structural issues were also seen to impede effective development of new routes to
market such as branding partnerships. Whereas, in the sporting arena, often a call
to one or two people (manager or agent) was sufficient to secure a deal, it was
harder in music with potentially many more touch points. As one respondent
pointed out, a song may have 6 co-writers, each with different publishing deals, a
master contract, separate live and merchandising deals and so forth; “we are
investors in the brand, but without necessarily controlling the whole brand”.
Another perspective at industry body level was that the existing structure looked

like it did because the design had historically followed the rights. However,
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although it was suggested that these rights work, protect the creator and didn’t
need to change, there was agreement that management of them needed to be
streamlined, either by consolidation or disruption and that the current

configuration was untenable in 10 years time.

Evidence collected pointed to the acceptance that “low overhead” models were a
key strand of the future. Despite this, some respondents pointed to the continuing
practice of high fixed remuneration and industry members bench-marking against
an old model that is no longer relevant, causing conceptual blockages to future
progress. It also emerged that the due to the physical business still accounting for
50% of all business, some companies were having to run two very different
business models under one roof with very different processes and people skills
required. As Porter (1996) explains, the problems of not dealing effectively with
trade-offs arising from different strategic approaches can result in debilitating

operating inefficiencies, to the detriment of the organisation.

Finally, issues of consolidation whilst driving short-term efficiencies are seen to
cause long-term problems. Two types of consolidation were identified; one to “get
bigger” or “land-grab” and the other “to survive”. What was almost universally
acknowledged as worrying was the ever-increasing divide between the majors and
the “micro-businesses” at the bottom with the middle-ground facing extinction.
Problems cited for consolidation included lengthy periods of due-diligence with an
ensuing hiatus of signings, degradation of trust amongst artists and employees and
cessation of innovative practices. The paroxysms of larger consolidations thrust
staff out of “creation” and into “protection” mode. The longer term problem seems
to be that a fragmented independent (inde) market comprising smaller and cottage
businesses no longer has the power or reach of the majors, finds it hard to
inculcate “infection” amongst a new audience and has no capability to extend

existing audiences.

A discussion of competencies around these issues revealed the following to have

importance going forward into the future:
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Vision: Most respondents felt that the industry had no real vision and could not
conceptualise success. Such a competency was required to re-think concepts,
devise strategy, lead and motivate employees. On an industry level this entailed

congruent decision-making and “seeing the bigger picture”.

Strategic analysis: have the skills to conduct ongoing analysis of external context in

particular (“the industry has been very bad at taking notice of customers”).

Leadership: have the confidence in bringing in external influence and not be
threatened by it. Be more open and less insular both within the industry and with
other industries. Collaborative and collegiate qualities were viewed as desirable
together with humility: understanding you do not know it all. However, in the eyes
of one participant, the industry structure needed to be fixed first in order to avoid

the talented leaders “being picked off and leaving”.

Presentation: Better advocacy and lobbying skills with better use of “stars”.

Execution: Be able to execute on strategy, a skill viewed as currently poor, and one
hindered by the current industry structure. As one respondent put it, “there are
lots of meetings and people talk a lot but nothing gets done — it’s like an echo-

chamber”.

4.4 Working and learning cultures

Key areas of analysis: experience; insularity; flexible working; music and
technology; hard and soft skills; face of the industry; articulacy and writing; culture

of learning; professional development; engagement with educational providers.

This high level theme integrates findings from research questions 4, 5 and 6.

46 | Page




4.4.1 Current and future workforce practices

The importance of experience varied across respondents and within music sectors.
Within music publishing, one participant said that it was more important than any
music business qualification, if for no other reason than to understand what
interests a potential employee. This contrasted with another respondent, within
the same sector who contended that experience was not necessary and could not
be expected at entry level. In the publishing and licensing sectors, a trend toward
apprenticeships and internships emerged in the analysis with soft competencies
highly valued including flexibility, resilience, and the ability to be accommodating

and communicate effectively.

A wide cross-section of respondents agreed that the industry needed to be less
insular and develop a more open culture so that new ideas and innovation might be
encouraged and it could learn from other industries, something that, according to
one participant, was not encouraged in “huge swathes of the industry”. Another
respondent wondered whether the structural changes imposed on the music sector

might have been handled very differently with other industry input.

As in other industries, the research revealed that flexible working was encouraged
and was a trend that was likely to increase due to the advancement of technology,
people living and working longer and the trend for companies to provide their staff
with a better work/life balance. Although emphasis was now weighted towards
productivity and away from time-keeping, not all managers embraced the concept
according to respondents. It became clear that the concept of nomadic working
was limited a little by the increasing need for teamwork. In fact, there emerged a
theme of networked employment whereby teams of specialists would be hired to
work together on projects and then, once finished, would “disengage” and “plug”
into another project for someone else, a concept explored by Hines (2011). These
bundles of specialist capabilities seem to align with the new notion of low overhead
models and would require competencies of trust, self-discipline, delegation,
teamwork and collaboration. The success of these work groups in the creative

environment is recognised by Amabile (1997: 54) who states that they ‘represent a
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diversity of skills... and are made up of individuals who trust and communicate well
with each other, challenging each other’s ideas in constructive ways, are mutually
supportive, and are committed to the work they are doing’. Whilst the portfolio
careers of musicians has long been a feature of their lifestyle, we start to see the
advent of the portfolio job or project concept, where employees work in networks

for other business networks for limited periods of time.

Finally, respondents across the publishing, licensing and live sectors acknowledge
the gradual convergence of technology and music. One participant called his
business “a music and technology company”, another “it’s basically a technology
and data company now”. A criticism was that very few people seemed to
understand both intellectual property (IP) rights and technology with
recommendations that, younger “digital natives” should be given more rope and

that the sector as a whole should engage more with the “tech” industry.

4.4.2 Competency trends

Throughout the research, it has been clear that the skill-sets required to find and
create music remain a pre-requisite of any new route to market and/or any
associated structural change. Within this, the “hanging out with people bit” is still
important (it is a people industry after all) but the clear message going forward is
that artists, in today’s climate, want to “hang out” with competent people.
Respondents remark how companies now hire people with “a hard skill wrapped up
in a set of softer skills”; employees are recruited on the basis of having a technical
discipline but also possessing the quality of being conversant with the creative and
music business ethos rather than the old paradigm of employing workers who want

to be in the industry but don’t know how to do anything.

Despite this, evidence from the research appears to show that this shift in culture is
not immediately clear to potential stakeholders outside of the industry. Work fairs
apparently still attract the stereotyped “muso” and it is in the area of
“presentation” that some respondents feel the industry falls short; that there

remains a naivety about the industry and the array of roles within it and that the
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sector is “missing a trick” through poor and inconsistent messaging. For the
industry to benefit from being more open, it is felt this issue requires addressing so

that it might attract the best talent.

A consistent and worrying theme was the trend of poor communication skills,
particularly in written and spoken word. Respondents across publishing and
licensing sectors together with musicians bemoaned a noticeable gap in skill with
regard to writing and articulacy, citing examples of spelling and grammatical errors,
and “shocking CVs”. One company had resorted to in-house training on writing
skills whilst another contended that it was a long-term cultural issue “which was
bigger than understanding the music industry itself”. It was suggested that a tool-
box of communication skills was required so that, when necessary, the industry
could engage in suitably professional language and pursue new business

opportunities with other business sectors.

4.4.3 Development of competencies

The issue of competency and its development would seem to remain problematic
given the patterns emerging from the research. This discussion transcends the
continuing professional development (CPD) programmes for employees in areas
such as finance, legal or human resources for which training and development is
continually required but extends to the wider context of general management and
employees in positions of responsibility across all areas of business. A flavour of the
issue emerges from a comment by one participant, who on once attending an
interview with a multi-national “tech” company, was confronted by the assertion
and following question, “Your only experience is in the record industry. Do you

think you can work in a real company?”

If the response from the interviewees is to be generalised, then the music industry
still has considerable issues with competency development. Comments from the

II’

respondents provide rich context: “too cool to do school” (recorded music sector);

“it’s like going back to school — do | have to do it?” (management); “getting people
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to sit down long enough that they can actually pay attention, absorb it and process

it is a problem that one feels is specific to this industry” (publishing).

Feelings are shared across young and more experienced participants: one highly
experienced interviewee admitted that whereas previously, you could get away
with knowing nothing, you now had to have “real world skills”; a younger
participant maintained that long serving incumbent industry occupants had a duty
to make an effort and understand how new technologies worked; that problems of
“attitude towards learning” were hindering progress. The review of the literature
reveals warnings of underinvestment in this area, “that only such learning
organisations will be able to compete in the future in the developed world” (Senge,

1992; Nonaka, 1991 in Antonacopoulou & Fitzgerald, 1996: 43).

A positive take was that respondents realised the value of competency
development despite deeply ingrained cultural problems. Two of the
representatives from the record sector believed that professional development was
good for the industry, more was needed and that even though creatives were vital,
they were not the best people to run businesses, especially in today’s rapidly
changing world. A further recognition was that the music business was now part of
a much wider entertainment industry and development of competencies needed to
take this into account; the implication was that so-called “music” courses needed
to broaden out considerably and teach skills that were complimentary to other

industries and the external environment in which the business now found itself.

In terms of competencies delivered by educational providers, there was a mixture
of views from which two main patterns emerged. The first was that it was felt that
softer skills required more emphasis, particularly in communication, time
management, conflict management and work-place etiquette and expectations and
that there was an over-reliance on academic grades. The second was that
education needed to be less theoretical and more vocational, particularly in key
areas such as technology and IT. Additionally, two respondents remarked that

some educational institutions “..are still selling a dream”. Despite

acknowledgement of current programs such as those at the Music Publishers
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Association (MPA), it was felt that the industry should offer more support and
engage more with educational providers and that industry bodies and associations
do more in the way of informed conferences and seminars. Opinion suggests that
focus should turn more on critical and analytical thinking and problem-solving, and

not just “mechanical” learning.

Within working and learning cultures, future required competencies were deemed

to include:

Flexibility, resilience

Ability to be accommodating

Communication: writing skills and articulacy

Presentation: the ability for the industry as a whole to present and promote itself
effectively

Time management, conflict management

Work-place etiquette

Collaboration

Critical and analytical thinking, problem solving

4.5 Power and control

Key areas of analysis: Shifting power bases; distribution and pricing; artist rights;

conservatism; the creative piece.

The major record companies, in many respondents’ eyes, are still seen to have
enormous power and reach with concern that the fractured independent market is
invariably last to the negotiating table particularly with emerging platforms and
services. However, trends (current and future) suggest that maybe this power is
slowly shifting. Services like Apple Music Connect, where artists can post videos,
blogs and updates, are something that used to be the exclusive preserve of the

majors. Indeed one respondent remarked that ex-music executives were moving to
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“tech” players who viewed such migration as a symptom of a possible weakening of

the majors’ influence.

Participants remarked that the industry no longer controls distribution in the
manner it once did. The model has shifted away from a business to business (B2B)
paradigm where companies previously controlled (physical) distribution and
supplied direct to wholesalers for rates pretty much uniformly determined by the
industry; it was transactional and not too dissimilar from selling “frozen peas” in
the eyes of one participant. As respondents identified, in the current and future
model, distribution is and will continue to be consumer driven; digital files are
replicated as required and it is a relational process: “it’s the idea of selling an artist
as opposed to selling a CD”, a concept that links to the RBV of the firm as
postulated by Boxall & Purcell (2003b) which emphasises knowledge over product-

based competencies.

The music industry, perhaps in its narrower definition, has also lost control of
pricing, with power clearly shifting to the technology providers behind the
distribution platforms and services. This clearly exasperated some participants of
the research; “we are the only industry in the world where we sell our Rolls-Royces
for the same price as it sells its Skodas!” Careful evaluation of this might conclude
that that this merely reflects the migration of value creation along the value chain
and that the industry is no longer a self-contained inward-looking eco-system. An
emerging theme was that it was not about how to refine how you sell more
product but to engage in conversation with a community, build up a global
entertainment brand and then translate that into revenue streams around multiple
areas. Perhaps then, the Roll Royces will command and generate Roll Royce

returns.

Related to this is a growing trend revealing that an increasing number of artists are
retaining their master rights and control of their works. They are able to “shop”
around for services (often called “label services”) from the record companies who
provide, inter alia, marketing and access to scale through relationships with digital

aggregators for a set fee across all revenue streams. In fact, some respondents
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commented that traditional record contracts were limiting in terms of revenue
stream participation and actually increased risk. This shift in control creates a trend
for a culture which is much more service oriented requiring appropriate capabilities
and competencies to be able to compete effectively. One participant succinctly
summed up how painful this transition was: “not relinquishing control is a massive

hang-up of the industry”.

Lower profits around the traditional recorded piece appear to have introduced a
phenomenon of “conservatism” where major labels focus on products (and
services) for which they have greater control over the outcome. Instead of the
record label trying to find a market for a piece of work, the trend is for the public,
through social media, to do the market research for them, thus lowering risk.
Opinion suggests that instinct is thus subjugated and plays a smaller role in the
decision-making process and may account for a current era of “shiny pop”. In fact,
there is evidence to suggest the traditional raison d’étre of artist and repertoire
departments for finding and pushing new talent is now being increasingly
performed by consumers on social media platforms. Another respondent remarks
that customers are inadvertently carrying out marketing and promotional functions
through activities such as curating playlists. This shift of power to the consumer is
acknowledged by one respondent from a record company who remarks “you don’t
future proof about worrying about the tech platforms or whoever is coming next...
instead you follow the audience and work how you can better connect them to the
music”. The audience is becoming a much more important part of the conversation;

“they are increasingly the new innovator and not the music company”.

Underpinning all this remains the importance of the creative work itself. As one
respondent eloquently elaborated: if the expanding skin of a balloon represents all
the new and growing areas of value (branding, live etc..), then the recorded piece
and associated publishing rights might be a “pin-prick”; but burst the balloon here

and the surrounding eco-system ceases to exist.

The findings indicated that future competencies include:
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Social media and digital marketing (including audience segmentation): required for
label services

Critical and analytical thinking: to provide strategic insight

Ability to see the bigger picture: reflecting a need to re-conceptualise the music
industry itself

“To be quick on your feet”: to be agile, flexible and responsive

Change management: communicate need for progress and manage the pain called
change

Tolerance for ambiguity: be willing to listen to the reasoning of others

Vision and Leadership

4.6 Summary

Answers to the six research questions (page 31) reveal that four themes or forces are

crucial for the future success of the industry:

1. Migration of value creation: future value can no longer be measured simply
within “recorded music” and be solely reliant on new consumer patterns of
direct consumption such as streaming. Its wider value is to be found in (but not
limited to) “new label” structures run by managers where artists are developed
as brands and where new collaborative and innovative routes to market might be

forged.

2. Industry structure: a new integrated industry structure is required with shared
interests and congruent decision-making so that new value “hotspots” can thrive,

supported by low overhead models.

3. Working and learning cultures: the industry needs to be less insular and more
open; a learning culture needs to be fostered, facilitated by educational
institutions who should place greater emphasis on “soft” skills, problem solving

and educate for the “real world”. Flexible, collaborative and networked working
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is a growing trend for employees for whom portfolio careers will become

increasingly common.

Power and control: value creation will be driven by the interaction of artists and
consumers and move away from record labels; culture will be more service
orientated. The growing gap between the majors and the independents is cause

for concern.

Underpinning and linking all four is the requirement for vision so that co-

ordinated strategic responses might be initiated to address these themes.
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CHAPTER 5 Conclusions and recommendations

The conclusions and recommendations draw on the strategic approach to this

research and follow three logical steps to developing a competency portfolio:

1. Industry members need to consider how the industry of the future will look,

where the power will reside and how it aligns with this new paradigm.

2. This new paradigm requires a fundamental shift in thinking and culture. A
model is presented to help transition the industry into a new way of operating

which enables it to overcome some of the blockages identified.

3. This new operating model requires key competencies of the future music work-

force.

5.1 Reconceptualising the music industry

This paper concludes that, from answers to research questions 1, 2 and 3, the
modus operandi of the “music” industry will continue to evolve rapidly over the
coming years and postulate that, given the current evidence, it might look very

different in 5 to 10 years time.

Through loss of pricing to new emerging players such as Apple and Spotify,
migration of value transferring to collaborative routes to market, a gradual
diffusion of knowledge and collaboration across both connected and disconnected
business sectors, the rise of agile manager/label enterprises employing flexible
networks of specialism, the trend for a more service orientated “entertainment”
business with artists controlling their rights and consumers influencing and co-
creating value through social networks, the research points to a future where
traditional music companies (large and small) are no longer centre of the “music-

verse” as depicted in (Figure 6).
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Transfer of value

"Closed" model of the "music industry”
Insular, transactional, control

FIGURE 6: The old “closed” model of the “music industry” (drawing on the ideas

of Hope & Fraser, 1999 and Gratton, 2007: 157)

Evidence is now pointing to a world in 5 to 10 years time where artists and
consumers will be driving the new eco-system around which will be a fluid “multi-
verse” of bundles of networked specialists (of varying sizes) exploiting new “hot
spots” of value creation such as artist/brand partnerships, direct to fan initiatives,
live performance and many other routes to market across many other industries.

Value will flow both ways and often be inter-linked (Figure 7).
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FIGURE 7: A new “open” model of a wider “entertainment industry” (drawing on

the ideas of Hope & Fraser, 1999 and Gratton, 2007: 157)

5.2 A new operating model and mindset

This paper concludes that, in this more fluid and networked environment, the
operating model of the industry needs to be reviewed and re-set with vision and
shared values driving more congruent industry structures, processes and systems,

requiring new sets of relevant competencies.

Operating structures have typically been devised for individual organisations in
order that business problems be solved, new opportunities be developed and
complex change be managed successfully (Henley Business School, 2012c). It seems
sensible and logical that such an approach be followed for an industry also facing

similar challenges. In the same way that a corporation has many operating divisions
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requiring strategic alignment, the music industry has various sectors, inextricably
linked through content and licensing structures, which all need to be aligned

strategically.

As a pre-requisite to formulating the competencies of tomorrow, this article
proposes that the industry must start to think collectively, incorporate a vision that
allows values and ideas to be shared, systems and structures to be unified where
appropriate and strategies developed that align with the overall vision but allow
individual bundles of value creation to maintain uniqueness and purpose within
distinct markets. In essence it proposes that the operating model of the
organisation be elevated to the level of the industry so that opportunity-response

times are shortened, value creation is increased, and stakeholder value maximised.

This paper proposes that the music industry consider one such model, the
McKinsey 7S framework (Peters, 2014), originally created for the benefits of the
organisation, but applicable at industry level in order to help transition the music
business through change (Figure 8). It promotes shared values (arising from an

overall vision) instead of vested interests as the key driving force.

Successful implementation of such a framework will enable the industry to:

1. Shape strategy by avoiding conflicting agendas and develop a more service
oriented culture with mutually beneficial partnerships;

2. Create structures that facilitate new routes to market, eliminate silo mentality,
encourage cross-boundary working practices and reduce overhead;

3. Set up open processes and forums for collaboration with internal and external

industry players and promote effective execution of strategy.

Peters (2011) classified these as “hard” skills.
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Furthermore, it would require:

4. A new style of leadership; collaborative and collegiate qualities together with
humility and a style welcoming external influence; Gratton (2007: 13) talks of
leaders who start the conversations, “igniting exciting and stimulating questions
that people want to engage in”;

5. A new working and learning culture: networked employment, portfolios of
project experience and continuous learning;

6. Appropriate competencies (next section), some of which are already integral

parts of the framework.

Peters (2011) classified these as “soft” skills.

STRUCTURE
(Licensing, new

models)

SYSTEMS
(Licensing,
open
collaboration)

STRATEGY
(Service,
Partnerships)

' SHARED
VALUES
. (VISION)

SKILLS
(Hard & Soft
competencies)

(Leadership)

STAFF

(Learning)

FIGURE 8: McKinsey 7S framework adapted for the music industry (Peters, 2014;
Henley Business School, 2012c)
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The structure recognises the need to link competencies to vision, strategy and to
take a more long-term view as expounded in the literature (Campion et al, 2011;
Boxall & Purcell, 2003a; Antonacopoulou & Fitzgerald, 1996; Leinwand & Mainardi,
2011).

5.3 A competency portfolio for music professionals

This paper recommends a portfolio of competencies to enable the music industry to
operate this new model so that it can thrive in the new artist-consumer centric

“music-verse”.

This paper contributes to existing knowledge by taking the competencies
framework of Mietzner & Kamprath (2013) formulated for the “creative industries”
and develops it further by formulating a portfolio for the sub-sector of the “music
industry” as revealed by the research. It adopts the classifications of personal-
social, methodological and professional as chosen by the authors. They combine
personal and social skills arguing that they are ‘contingent upon one another and
cannot be considered in isolation from one another in practice’ and argue that
‘professional and methodological must be considered separately because
methodological competence can [also] be found in both social competences... and
in personal competences’ (Mietzner & Kamprath, 2013: 283). The music portfolio
elaborates further by making a division between HPMCs and threshold
competencies in accordance with the strength of feelings around the identified
competencies in the interviews. It also distinguishes between “hard and “soft”
competencies but acknowledges that ambiguity and interrelationships of

competencies make this an uncertain science with no agreed profile.

Mietzner & Kamprath (2013) set their original portfolio against four competency
trends which they identified through a review of the literature. Whilst these are
informative, they provide no direct relationship to key contextual forces operating
in the music industry. In order for this research to add value, it is felt that any
portfolio of competencies must relate directly to the forces and context that are

key to developing the music industry. These have been identified as the migration
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of value creation, industry structure, working and learning cultures and power and

control. A revised framework is proposed in Figure 9.

COMPETENCIES FOR THE MUSIC INDUSTRY

MIGRATION OF INDUSTRY
VALUE CREATION STRUCTURE

LEARNING & WORKING

POWER AND CULTURES
CONTROL

HPMC - High Performing Managerial Competency

FIGURE 9: Requirements for future competencies for music professionals

(adapted from Mietzner & Kamprath, 2013: 286)

The detailed portfolio of future competencies required for music professionals
operating in the sector now and over the next 5 to 10 years is then displayed in
Figure 10. The table highlights that across each category, the research analysis
indicates that there are three competencies that emerge as critical success factors

for the future prosperity of the industry.

62 |Page



1.

2.

3.

Learning to learn: the industry needs to be open to learning, not just from third
party educational providers but also from its peers within its own sector, other

sectors and other industries.

Critical and analytical thinking was viewed as a critical success factor by a number
of respondents. It is closely associated with problem solving which was viewed as

poor by a number of respondents and challenging by others.

A lack of corporate and industry vision was generally considered a major problem
and one that might be aided by a willingness to learn with the help of frameworks
such as the McKinsey 7 S. Incongruent systems and structures, dysfunctional

behaviour, loss of power and control were symptoms of this phenomena.

COMPETENCIES FOR MUSIC INDUSTRY PROFESSIONALS

Personal-social
SOFT

HPMCs

LEARNING TO LEARN

OPEN TO NEW IDEAS

ABILITY TO SEE THE BIGGER PICTURE
TOLERANCE FOR AMBIGUITY

SELF AWARENESS

Theshold

Ability to ask the right questions
Flexibility

Agility

Relationship building
Collaboration

Resilience

Empathy

Sensitivity

Ability to be accomodating
Humility

Responsive

Methodological
SOFT - HARD

HPMCs

CRITICAL & ANALYTICAL THINKING
LEADERSHIP

TEAMWORK

COMMUNICATION

PRESENTATION
PROBLEM-SOLVING

Theshold

Intepretation
Megotiation

Stakeholder management
Time managemenmnt
Conflict management
Workplace etiquette
Specialised Generalism
Cross functional working
Change management
Professionalism

Professional
HARD

HPMCs

VISION

STRATEGIC ANALYSIS
EXECUTIOM SKILLS
ENTREPRENEURSHIP
BUSIMESS ADMINISTRATION

Theshold

Data management & analysis
Social media competencies

Digital marketing competencies

Numeracy

Competent with technology
IP and Copyright

Writing and articulacy
Experience

FIGURE 10: A competency portfolio for music professionals (adapted from

Mietzner & Kamprath, 2013: 290)

63|Page



An important realisation is that the portfolio is merely a “snapshot” of future
required competencies and that such an analysis is dynamic in nature and must be

reviewed periodically (Woodruffe, 1991; Cheng et al, 2003).

5.4 Development of competencies

Mietzner & Kamprath (2013: 291) admit that they were unable to fully answer ‘to
what extent’ or ‘how’ competencies should be developed. Whilst not claiming to
provide definitive solutions, the following discussion hopefully draws together
strands of thought as evidenced by the research and indicates areas which may be
taken forward or further investigation initiated. As such, this paper believes it

contributes to the debate.

It is clear that the music business eco-system is evolving quickly and requires new
competencies, culture and behaviour. Accordingly, the author concludes that the
incumbent industry faces a stark choice: that its current “asset-base” of leaders,
management and employees must either evolve along with the “new eco-system”
or ignore the messages, founded in the analysis of the evidence, and be subsumed
by talent from outside the sector. In some respects, we are seeing this already;
senior individuals (from multi-national fast moving consumer goods (FMCG)
companies for example), are already promulgating their knowledge and experience

to good effect in the industry.

The development strategy must of course be derived from an industry vision. This
does not mean necessarily predicting what the future might be but means setting
forth a strategy of working with all stakeholders (internal and external) so that,
current and future opportunities are exploited to the benefit of all (and not the
few), stakeholder (including shareholder) value is increased, and skill-sets and
competencies are developed in readiness for the next wave of innovation and

disruption.

Findings suggest that a lot of educational providers are still offering theoretical

based courses that are often two stages removed from the coal-face; firstly
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because they are in the business of teaching academic material and secondly
because they are teaching theoretical concepts to people who aren’t necessarily
involved in the industry. One recommendation emerging is to get the various music
business associations more actively engaged in the courses with regular speakers
on various aspects of the courses. Opinion also suggests that music business
associations could do a lot more by way of informed industry driven conferences,
training programs or seminars; that you can only really learn from the people who
are actually doing it and there is only so much theorising you can do; a theme
endorsed in the literature (McClelland, 1973; Berman & Ritchie, 2006). The growing
trend for internships and apprenticeships is a mechanism that could be further
explored and extended. Overall, it appears that a desired ‘widespread alignment
between education and industry’ Creative & Cultural Skills (2011: 20) is not
happening, with compelling evidence for the lack of industry vision, poor leadership

and minimal execution skills; and for the notion of the “echo-chamber”!

In terms of course content, it has become clear that programs need to be broader
and teach competencies that are required in complimentary industries and not just
the music industry. In fact, one might suggest that calling them “music business”
courses is now a misnomer and does not accurately reflect the new external
context. Opinion also suggests that it is not enough to be taught the intricacies of
something such as copyright, important though it is; instead courses should identify
current issues in the industry and get students to apply their new found knowledge
to solving real world issues, the emphasis being more on critical and analytical
thinking. Music companies now want (and need) people who can come in and solve
problems and innovate, and not just be passive, albeit knowledgeable employees.
Again, some of these themes are picked up in Creative & Cultural Skills (2011) and

so this suggests that blockages to formulating effective learning content remain.

The research has also recognised a desire for courses to have a greater emphasis on
soft skills with which to complement the hard, technological, data-driven direction
of the industry. On the “hard” side there emerges a desire to have courses that
combine technology, IP rights and their interdependencies. On the “softer” side,

valued competencies include self-awareness, resilience, flexibility, tolerance for
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ambiguity, relationship building and ability to see the bigger picture.
Communication skills are also viewed as critical, perhaps ironically, as an antidote
to the informal and impersonal world of the internet where you often did not need

to meet or speak to anybody.

It might also be prudent for courses to explore with students the changing nature
of the work-place and their place within it with respect to expectations of future
career path. The evidence points to more portfolio orientated career trajectories
which combined with smaller, flatter, organisational structures means that career
progression must inevitably occur within numerous organisations and projects. This
echoes the work of Ball (2003) and which we could add to by contending that this
can no longer bemoaned as problematic but instead is symptomatic of a rapidly
evolving working eco-system. The competencies, (both “hard” and “soft”) required

to engage in such a world should therefore be part of the curriculum.

Within the industry itself, there should be initiatives to take training more seriously
and make it a continuous process. Despite some exceptions, evidence reveals an
often haphazard approach to learning with often an organisation’s training budget
being utilised by only one manager. Opinions also vary as to the level of
responsibility that companies and educational providers have in delivering training.
Certainly, mechanisms are required within the industry to introduce a “learning”
culture, which needs to be driven by top level management and be a lot more
strategic in its nature. Leadership is a key issue here; the industry requires smart
people to engage with the boundary-spanning nature of the business. A significant
concern that does emerge is the widening gap between the independents and the
majors and the ability for independents to have sufficient resources to train and
collaborate with majors on the same playing field. The rise of risk-averse strategies
adopted by the majors and the concept of “conservatism” means that the industry
is increasingly reliant on the smaller cottage industries to develop new talent.
Therefore, if diversity of music is to be nurtured, it is recommended that a
mechanism be put in put in place to increase collaboration between the majors and
the independents and assist with competency development, perhaps run by an

industry body and funded by a central pool into which the majors (and maybe
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others) might contribute. Participation in such a scheme would rely on an actioned,
unified vision for the industry as a whole so that benefit accrues to all stakeholders,

large and small alike.

Finally, initiatives might be engineered so that the music business becomes much
better at bringing in knowledge from other sectors and industries, something that
might be aided by the introduction of cross-industry work-shops, again perhaps
initiated at music industry body level. This dovetails with improving how the
industry is perceived by other sectors and potential employees. The evidence
suggests that it still falling short in presenting itself as a creative yet credible,
professional business that requires “real-life” competencies. That needs to change
because there will be others with these capabilities who will take our seats at the

table, shape the future for us and reap the rewards.

5.5 Recommendations for further research

It would be informative to extend the methodology of Azevedo et al (2012) and
conduct a quantitative piece of research around a summary portfolio of HPMCs as
identified above in the new music competency portfolio, using their ‘Valuable,
Relevant and Capable’ framework in order to assess the degree of ‘mismatch
between skills acquired in higher education and those required for employment’

(Azevedo et al, 2012: 14).

Additionally, the author feels that it might also be insightful to conduct a piece of
research from a reputational perspective by conducting a qualitative analysis with
companies from other industries with which the music sector might look to engage
in order to exploit future value. Its objective would be to assess third party opinion

of the capabilities and competencies of the music sector as a whole.

5.6 Summary

In short, this paper proposes that, as a precursor to developing a competency

portfolio for the future, the music industry needs to reconceptualise “future”
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reality: a business driven and controlled by artists and consumers and then
operationalise an industry-wide model to exploit this new emerging actuality. Only
then can the real competencies of tomorrow be identified with learning to learn,

critical and analytical thinking, and vision top of the pile.
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CHAPTER 6 Reflection

6.1 Evaluation of the research findings

The qualitative nature of this research has enabled a much more in-depth study
into future required competencies than might ordinarily be possible. Its value has
not just simply been assessing what these competencies might be or how they
might be developed. Rather, it contributes to existing knowledge by showing that
the subject matter needs to be considered in the context of four higher-level issues.
In fact, the emergence of high level themes in the findings was directly a result of

the exploratory approach to the study.

The ultimate contribution of the research is that it raises the possibility that, in all
probability, the industry might need to consider operating under a different
paradigm and mind-set if future potential is to be truly fulfilled and
shareholder/stakeholder value maximised. This, in itself, requires competencies of
vision, leadership and execution and immediately provides context and meaning to
the portfolio of competencies identified. It is in this higher level meaning that the

research really contributes to further understanding.

Many of the research findings align with themes explored in the literature review;
the emergence of portfolio working (Ball, 2003); the importance of “soft” skills
(Lightfoot, 2007) and the requirement for more relational skill-sets (Florida &
Goodnight, 2005). It concurs that classification of competencies remains a
subjective exercise and inevitably blurred at the edges due to the problems of
ambiguity and inter-relationships (Woodruffe, 1991; Cheng et al, 2003; Jackson,
2009b; Rausch, 2001). On the other hand, the importance of context in competency
development and its link to strategy as promoted by Campion et al (2011); Boxall &
Purcell (2003a), Antonacopoulou & Fitzgerald (1996) and Tovstiga (2013) was

notable by its general absence in the findings and a cause for concern.
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Limitations of the research might include perhaps a degree of lack of objectivity
due to the researcher’s involvement in the process and his prior experience in the
industry. Whilst, the semi-structured interview facilitates discovery, it is conducted
within a loose framework of pre-designed questions and therefore cannot entirely
eliminate subjectivity (Hair et al, 2007). However, it is hoped that the number of
interviewees (19), the fact that they represent the four key assets of the industry
(as defined by UK Music) and have extensive experience by virtue of their roles

provides some comfort in terms of reliability and validity.

6.2 Experience of the research process

The whole project has taken the best part of a year with initial conversations and
ideas being exchanged from December 2014 (as evidenced in a sample of the
author’s research diary - Appendix H). It’s genesis as a feasible study occurred in
February 2015 at a group research meeting at UK Music where the rationale for
taking a strategic approach to the research emerged given the general consensus to
link the project to areas of potential high growth (Appendix I). Soon afterwards and
following discussions with my learning team at Henley, it became clear that this
was closely entwined with trends in consumer consumption patterns going
forward. Accordingly, the use of the UCS (Tovstiga, 2013) as a key building block for
the research design seemed logical given that, in conducting a piece of research
that is future-orientated, it inevitably has to be strategic in its outlook and design. It
provided a natural framework around which to structure the interviews and
provided scope for emergent ideas and thoughts to surface. As a methodology, it

proved very effective in gathering rich data.

The conclusions however, warranted a different framework, and reflected the
realisation that a conceptual framework utilised for design may not always be
suited for final analysis; the emerging theme of blurring boundaries of consumer,
artist and business presented a very fluid concept and one that did not seem to be

immediately compatible with the UCS framework.
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Key stakeholders in the project have had varying levels of influence. The
interviewees were very engaged in the subject-matter and provided very insightful
and rich data, albeit requiring methods of validation. UK Music, as sponsors, was
more involved at the start and later in facilitating some of the interviews. As time
moved on, particularly during the transcription, coding and analysis phases, they
receded more into the background. This latter part of the project was very
challenging in terms of the sheer workload of analysis which, admittedly, came as a
bit of a shock. Here, my learning team and support from Henley Business School

proved invaluable in keeping the project on track.

As a result of conducting a first research project, | have learned that organisation is
key. The decision to organise interviews quickly at the beginning was an excellent
one and that part of the process worked very well. However, | completely
underestimated the work involved in transcription, coding and analysis. There is no
question that more time would need to be scheduled for this in any future

research.

6.3 Achievement of personal objectives

My personal objective at the outset of the project was to initiate possibilities of
working within the industry at a more strategic level. It is encouraging that the first
steps are being taken with proposals currently being discussed to present the
findings of this paper to a private audience of the interviewees, representatives of
UK Music and other interested members of the industry; testament to its potential

value. A letter of endorsement from UK Music can be found in Appendix J.

Reflecting on the whole process, this has been a very challenging but enormously
fulfilling assignment. Emotions have shifted from “excitement” following my first
conversation with UK Music on Christmas Eve 2014; to “fear” in the January of
2015 when it seemed that the project was a daunting prospect - perhaps because |
hadn’t done anything like it before; and now back to “relief” and “fulfilment”.
However, it has required of me, leadership, organisation, critical review and

analysis, and academic thinking all glued together with enduring persistence and
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determination. In these areas and as an investigative practitioner, my development
has been huge. Understanding of what is required to produce a piece of evidence-

based research is much more highly appreciated and will stand me in good stead.
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Glossary

4 Ps
A&R
B2B
CcD
CPD
CRM
cv

El

EQ
FMCG
HPMC
HRM
ICT
IFPI

Independent (or inde)

MAP

MBA

MPA
Music-verse
Muso

RBV

Rights

Tech

ucs

Product, Price, Promotion & Place

Artist and repertoire

Business to business

Compact disc

Continuing professional development

Customer relationship management

Curriculum vitae

Emotional intelligence

Emotional quotient

Fast moving consumer goods

High performance managerial competency
Human resource management

Information and communication technology

The International Federation of the Phonographic
Industry

Independent music label: a label that is not a “major”
label (see definition below)

Intellectual property

Intelligence quotient

Major music label: Universal Music Group, Sony/ATV or
Warner Music Group

Music Academic Partnership

Masters of business administration

Music Publishers Association

A universe dominated by music

A musician or a fan of music

Resource based view

Intellectual property rights

Abbreviation for technology

Unique competing space
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Appendices

Appendix A

Appendix B

The eight generic competencies of Azevedo et al (2012)

5 Leadership

7 Presentation

8 Communication

1 Influencing and persuading

2 Teamwork and relationship building
3 Critical and analytical thinking

4 Self and time management

6 The ability to see the bigger picture

The eight generic competencies of Azevedo et al (2012)

Competencies for creative professionals

Competences for Creative Professionals

J

Personal-social

Motivation

Independence

Ability to work in a team

Creativity

Communication

Self-reliance

Readiness for action

Readiness to learn

Discipline

Open for change (“open minded”)
Networked holistic thinking
Ability to make decision
Innovativeness and optimism
Readiness to arrange and initiative
Persistence

Being aware of consequences and
strategic thinking

Ability to give and receive criticism

(Mietzner & Kamprath, 2013: 290)

¥
Methodological

Management of multi-
and cross-media
projects

Strategic, proactive
thinking

Change management
Analysis understanding
Scientific methods
Connectional strength
Ability to assess
Ability to organise
Creative methods

y

Professional

IT-competencies/dealing with
new technologies
Sector-based knowledge and
multi- and cross-media
understanding

Practical experience

Business administration
Legislation/law/IP and
copyrights

Intercultural understanding
Entrepreneurial thinking
Innovation management
Sector-crossing competence
Relation management/network
management
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Appendix C Requirements for future competencies

Turbulent Business Environment

(Mietzner & Kamprath, 2013: 286)
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Appendix D
INTERVIEW FORMAT

Opening pleasantries

Provide overview of research; sponsorship by UK Music and the link to the Music
Academic Partnership (MAP)

QUESTION: In order to provide context, please could you provide a brief description
of the organisation for whom you work and your role within it

Semi-structured question list

QUESTION: Perhaps we might start with what skills/competencies are needed to
perform your job at present? How do you see this changing going forward?
Explore and probe

QUESTION: What trends can you identify in music consumption and how do you
think these will evolve over the next 5-10 years?
Explore and probe

QUESTION: What do you see as the major growth areas in the industry and how
might these evolve over the next 5-10 years?

Explore and probe

In particular: Is there anything currently blocking development of these themes?

QUESTION: What competencies trends can you identify? Given your answers to the
first three questions, how do you envisage these evolving over the next 5-10 years?
What do you think will be the key competencies for the music industry workforce in
5-10 years time?

Note: Ensure conversation covers soft and hard competencies

QUESTION: Do you consider there to be any competency gaps in today’s workforce
(in general and in your own area)?

QUESTION: How or to what extent do you think existing or new competencies be
developed? Where do you think the onus for development lies; on the individual or

the company?

Further questions if not already discussed in the main body of the interview:

QUESTION: Do you think the music industry has a vision?

QUESTION: When you recruit, what skills do you prize? What would you be looking
for in an entry level assistant if you were looking to recruit one?

QUESTION: Can you identify the competencies we lacked between 2000 and 2010
as an industry? (last 4 interviews)
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Appendix E

Interview information sheet @ Hen|e

Business School
Title of research project: UNIVERSITY OF READING

Future gazing — what competencies will the music industry workforce
need 5 to 10 years from today: a strategic UK industry perspective

This research project investigates what the future capabilities of the industry might be in
order to engineer and develop innovative routes to market, meet the needs of evolving
music consumption trends, support the careers of artists and explore those competencies
needed to support wider business collaborations.

It aims to identify shifting trends in competencies and their implications by identifying
future trends in artist development, music consumption and future major growth areas in
the industry. It will endeavour to ascertain competencies that are considered as essential
for future music professionals in order exploit the changing music business landscape and
expose gaps between current and future identified capabilities.

The research is being sponsored by UK Music, 4™ Floor, 49 Whitehall, London SW1A 2BX.
Its findings will be added to the growing body of research evidence with which to hopefully
influence future government policy and investment and will also be made available to
educational institutions and the music industry itself. It forms part of my MBA academic
gualification at Henley Business School at the University of Reading and will be submitted
as a thesis (or management challenge).

Part of the research involves interviewing people who are qualified to provide insight into
this topic by virtue of their roles and experience. For this reason, | have invited you to take
part.

As | have indicated already, you will be asked to participate in an interview of about 1 hour.
During the interview | will ask you questions on areas such as:

Trends in music consumption and how you see them evolving,

What you consider to be the major areas of growth and how these might evolve over the
next 5 to 10 years,

Your view on current workforce practices and trends and how you see this evolving,

Given you answers to the first three questions, what competency trends (both professional
and non-professional) can you identify and how might these evolve over the next 5 to 10
years)?

Current competency gaps in today’s workforce (in general and perhaps in your own area of
expertise)

How you think existing or new competencies should be developed?

This framework is not fixed but is a guide to exploring the subject matter. Other ideas,
themes and directions not mentioned here are welcome.
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You can choose not to answer any particular questions and are free to withdraw from the
study at any time.

With your permission, | would like to record the interview and/or take notes for later
analysis. The data will be kept securely and destroyed after the completion of the project.

At every stage your identity will remain confidential. Your name and identifying
information will not be included in the final report. The identity of your organisation will
not be included in the final report. A copy of the completed research project will be
available on request.

The project has been subject to ethical review in accordance with the procedures specified
by the University of Reading Ethics Committee and has been given a favourable ethical
opinion for conduct.

If you have any further questions about the project, please feel free to contact me at the
email address below.

Name of researcher Stan Dwight
Email address sedconsulting2012@gmail.com
Date 29 April 2015
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Appendix F

Henle
@ Business Scho¥l

UNIVERSITY OF READING

Interview consent form

Title of research project:

Future gazing — what competencies will the music industry workforce
need 5 to 10 years from today: a strategic UK industry perspective

| have read and had explained to me by Stan Dwight the information sheet relating to the
research project and any questions have been answered to my satisfaction.

| agree to the arrangements described in the information sheet insofar as they relate to my
participation.

| understand that my participation is entirely voluntary and that | may withdraw from the
project at any time.

| agree / do not agree (delete as applicable) to the interview being audio recorded.
| have received a copy of this consent form and of the accompanying information sheet.

| am aged 18 or older.

Name of participant

Position and Company

Signed e ss e

D F- ) RN
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Appendix G

Coding template (part 1)

A PRIORI THEMES 2ND LEVEL THEME 3RD LEVEL CODE
1. MUSIC CONSUMPTION MC
1.1 BUSINESS TO CONSUMER MC-CON

1.11 Streaming MC-CON/S
1.12 Simultaneous channels/fragmentation MC-CON/SCY
1.13 On-Demand MC-CON/OD
1.14 Rise of the festival MC-CON/FEST
1.15 Engagment / Intimacy MC-CON/ENG
1.16 Access v Ownership MC-CON/ACC
1.17 Method of Consumption MC-CON/METH

1.18 Multi-platform consumption

MC-CON/MULTI

1.2 BUSINESS TO BUSINESS MC-B2B
2. GROWTH AREAS GA

2.1 ONLINE CHANMELS GA-ON
2.11 User Generated Content (UGC) GA-ON/UGC

2.2 NEW BUSINESS MODELS GA-NBM
2.21 Ad Revenue Sharing (Freemium) GA-NBM/AD
2.22 Subscription (All you can eat) GA-NBM/SUB
2.23 Core Competencies GA-NBM/CC
2.24 New Markets GA-NBM/NM
2.25 Low Overhead GA-NBM/OHD
2.26 Branding Partnerships GA-NBM/BP

2.261 Artists as brands GA-NBM/AB

2.27 Other collaborative partnerships GA-NBM/OCP
2.28 Consumer engagement/intimacy GA-NBM/ENG
2.29 Managers as the new 'labels’ GA-NBM/MAN
2.30 Self-funded & owned albums GA-NBM/SFA
2.31 Catalogue exploitation for heritage acts GA-NBM/HER
2.32 360 Model GA-NBM/360
2.33 Label Services GA-NBM/LS

2.34 Internet connected cars

GA-NMB/INTCAR

3. WORK PRACTICES

WP

3.1 CULTURE

3.11 Flexible Working
3.12 Working from Home
3.13 Retirement Age
3.14 Service model

WP-CULT
WP-CULT/FLEX
WP-CULT/HOME
WP-CULT/RET
WE-CULT/SERV

3.2 WORKING PRACTICES WP - WP
3.21 Technology & Work WP-WP/TECH
3.22 Remuneration WP-WP/REM
3.23 Size of work pool WP-WR/EMP

4. KEY COMPETENCIES KC

4.1 SOFT COMPETENCIES KC-50FT
4,11 Leadership KC-SOFT/L
4.12 Communication KC-SOFT/COM
4.13 Intuition KC-SOFT/INT

4.14 Responsive / Flexible
4.15 Presentation
4.16 Critical and Analytical thinking
4.17 Relationship building
4.18 Professionalism
4.15 Time Management
4.20 Teamwork
4,111 Emotional Intelligence
4.112 See the bigger picture
4,113 Decision-making
4.114 Tolerance for ambiguity
4,115 Stakeholder management
4,116 Influencing & Persuading
4,117 Entrepreneurship
4,118 Dynamic / Proactive
4,119 Aptitude
4,120 Attitude
4,121 Self-Discipline
4.122 Trust

KC-SOFT/RES
KC-SOFT/PRES
KC-SOFT/AN
KC-SOFT/RB
KC-SOFT/PROF
KC-SOFT/TIME
KC-SOFT/TEAM
KC-SOFT/EI
KC-SOFT/TBP
KC-SOFT/DEC
KC-SOFT/AMB
KC-SOFT/SHM
KC-SOFT/IP
KC-SOFT/ENT
KC-SOFT/PRO
KC-SOFT/APT
KC-SOFT/ATT
KC-SOFT/DIS
KC-SOFT/TRU
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Coding template (part 2)

A PRIORI THEMES 2ND LEVEL THEME 3RD LEVEL CODE
4. KEY COMPETENCIES (continued) KC
4.2 HARD COMPETENCIES KC-HARD

4.21 Forecasting
4.22 Megotiating
4,23 Legal
4.24 Data Analysis
4.25 Technology
4.26 Strategy
4.27 Change Management
4.28 Digital & Social Media
4.29 Income tracking
4.291 Numeracy
4,292 Licensing / IP
4.293 Songwriting

4.294 Health & Wellbeing
4.295 Campaigning & Lobbying
4.296 Transparancy

4.3 COMPETENCY TRENDS
4.31 Generalist or Specialist?

4.32 Transactional to Relational

KC-HARD/FOR
KC-HARD/NEG
KC-HARD/LEG
KC-HARD/ANAL
KC-HARD/TECH
KC-HARD/STRAT
KC-HARD/CHG
KC-HARD/DIGSOC
KC-HARD/INC
KC-HARD/NUM
KC-HARD/LIC
KC-HARD/SONG

KC-HARD/HEA
KC-HARD/CAM
KC-HARD/TRA

KC-TREND
KC-TREND/Gors

KC-TREND/REL

5. COMPETENCY DEVELOPMENT CD
5.1 EXPERIENCE CD-EXP
5.2 QUALIFICATIONS CD-QUAL
5.3 RECRUITMENT CD-REC
5.4 DEVELOPMENT CD-DEV
5.5 SCHOOL/ COLLLEGE CD-5CH
6. EMERGENT THEMES & CONCEPTS ETC
6.1 VALUE OF MUSIC ETC-VM
6.2 MUSIC AND TECHNOLOGY ETC-MAT
6.3 CHANGING ROLE OF MAJORS & INDES ETC-MAJ/INDE
6.4 OVERSUPPLY OF MUSIC ETC-05M
6.41 Long tail or short head ETC-LTSH
6.5 HOW SPECIAL IS MUSIC NOW? ETC-NOTSP
6.6 THE SUPER FAN ETC-SF
6.7 ARTIST PERFORMANCE PATTERNS ETC-APP
6.8 MIGRATION OF VALUE HOT-SPOTS ETC-MVH
6.81 Co-creation of value ETC-MVH/CCV
6.811 Live Performance ETC/MVH/LP
6.82 The wider experience ETC-MVH/WE
6.82 Direct to fan initiatives ETC-MVH/DTFI
6.83 Crowd sourcing ETC-MVH/CS
6.84 Integration with other talent sectors ETC-MVH/OTS
6.85 Music industry sector convergence ETC-MVH/ISC
6.86 Other industry convergence ETC-MVH/OIC
6.87 Distribution channel convergence ETC-MVH/DCC
6.88 Shift of power and control ETC-MVH/SPC
6.89 No more royalties {or very little) ETC-MVH/NOR
6.9 HUMILITY ETC-H
6.11 BROADER AUDIENCE DEMOGRAPHIC ETC-DEM
6.12 BLURRING JOB BOUNDARIES ETC-BIB
6.13 RELEASE CONCEPTS ETC-RC
6.131 Is album concept still valid? ETC-RC/ALB
6.132 Release process ETC-RC/REL
6.14 COMPETITION FOR SKILLS ETC-COMP
6.15 CONSERVATISM ETC-CONS
6.16 THE PORTFOLIO CAREER ETC-PORT
6.17 MICRO-BUSINESSES ETC-MICRO
6.18 LOCAL AUTHORITY INTERVENTION ETC-AUTH
6.19 EMPLOYEE CARE ETC/EMP
6.191 BANDS WITH NO MANAGERS ETC/BNM
6.192 MORE DIGITAL PLATFORMS ETC/MDP
6.193 UBIQUITOUS MEDIA EXPOSURE ETC/UME
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Coding template (part 3)

A PRIORI THEMES 2ND LEVEL THEME 3RD LEVEL CODE
7. BLOCKAGES TO BUSINESS DEVELOPMENT BBD

7.1 FAILURES IN LEADERSHIP BBD-FLEAD

7.2 MUSIC INDUSTRY STRUCTURE BBD-IS

7.3 LICENSING BBD-LIC

7.31 Multiple touchpaoints for brand deals BBD-LIC/BRA
7.32 Inconconsistent data quality BBD-LIC/DQ

7.4 RESISTANCE BBD-R

7.5 SIZE BBD-SIZE

7.6 CONSOLIDATION BBD-CONS

7.7 VESTED INTERESTS BBD-VEST

7.8 SHORT TERMISM BBD-5T

7.9 FAILURES IN COMPETENCY DEVELOPMENT BBD-COMP
7.11 CULTURE BBD-CULT
7.12 RECORD CONTRACTS BBD-REC
7.13 BENCHMARKING BBD-BEN
7.14 FAILURE TO UNDERSTAND THE CUSTOMER BBD-CUST
7.15 MACRO-ECONOMIC FACTORS BBD-MAC
7.16 INTERNATIONAL BOUNDARIES BBD-IB
7.17 LACK OF VISION BBD-VIS
7.18 INSULARITY BBD-INS
7.19 ECHO CHAMBER BBD-ECH
7.20 LACK OF GRASS-ROQTS LIVE BBD-GRL
7.21 LACK OF GOVERNMENT SUPPORT BBD-GOV
7.22 LACK OF EXECUTION BBD-EXE
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Coding template - definitions (part 4)

CODE

MC DEFINITION

MC-CON

MC-COMN/5 Delivering content to consumers via streaming services.

MC-COMN/SCV Example: watching TV and browsing on a laptop at the same time: link
with fragmentation of music channels.

MC-CON/OD The facility to watch content at a time that suits the user.

MC-CON/FEST The growing popularity of festivals and experiences

MC-CON/ENG Providing a more engaing and intimate experience for the consumer

MC-CON/ACC The shift from ownership to access re: consumption (includes streaming)

MC-COMN/METH The different methods of listening ie through headphones or an a stereo

MC-CON/MULTI

systems at home. The possible trends of such listening habits.
Consumption of music across many different platforms; brand websites,
artist websites etc. A trend going forward: "thinning out".

MC-B2B Delivering content direct to another business

GA DEFINITION

GA-ON

GA-ON/UGC Content such as videos uploaded online

GA-NBM

GA-NBM/AD

GA-NBM/SUB

GA-NBM/CC Exploitation of some area of expertise with another business or industry.

GA-NBM/NM MNew and emerging markets (both locally and internationally).

GA-NBM/OHD Low levels of overhead and support services.

GA-NBM/BP Secondary exploitation through branding opportunities

GA-NBM/AB Building artists into brands; heritage artists as brands.

GA-NBM/OCP Partnerships with other non-industry companies eg Tech companies, fashion

GA-NBM/ENG Where consumers 'pay' to meet artists or get a more intimate experience
(model of 'SupaPass' which engages the 'Superfan')

GA-NBM/MAN The concept that managers now hire in specialists to provide label services
like marketing, press, digital & social media

GA-NBM/SFA The concept of self-funded albums, rights owned by artist an then licensed
for distribution eg Daft Punk, Rufus Wainright.

GA-NBM/HER Heritage acts recognise the greater value in exploiting existing catalogue,
often to new auduences, rather than tying to create new hits.

GA-NBM/360 Different revenue streams but all reliant on the recorded music piece.

GA-NBM/LS The idea of providing services: distribution, marketing in return for a license.

GA-NMB/INTCAR

WP

DEFINITION

WP-CULT
WP-CULT/FLEX
WP-CULT/HOME
WP-CULT/RET
WP-CULT/SERV

WP - WP
WP-WP/TECH
WP-WP/REM
WP-WP/EMP

Aspects of culture within the work-place

Impact of later retirement age
The idea of creating a more "service dominant" model biased towards
the artist and the consumer.

The impact of technology on jobs and roles.
Reward practices.
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CODE

Coding template - definitions (part 5)

KC

DEFINITION

KC-SOFT
KC-SOFT/L
KC-SOFT/COM
KC-SOFT/INT
KC-SOFT/RES
KC-SOFT/PRES
KC-SOFT/AN
KC-SOFT/RB
KC-SOFT/PROF
KC-SOFT/TIME
KC-SOFT/TEAM
KC-SOFT/E
KC-SOFT/TBP
KC-SOFT/DEC
KC-SOFT/AMB
KC-SOFT/SHM
KC-SOFT/IP
KC-SOFT/ENT
KC-SOFT/PRO
KC-SOFT/APT
KC-SOFT/ATT
KC-SOFT/DIS
KC-SOFT/TRU

CODE

Includes problem-solving.
Includes networking

Includes collaboration

Balancing hard information with "gut” instinct
Part of El competencies?

To be creative.

Linked to flexible working
Linked to flexible working

KC

DEFINITION

KC-HARD
KC-HARD/FOR
KC-HARD/NEG
KC-HARD/LEG
KC-HARD/ANAL
KC-HARD/TECH
KC-HARD/STRAT
KC-HARD/CHG
KC-HARD/DIGSOC
KC-HARD/INC
KC-HARD/NUM
KC-HARD/LIC
KC-HARD/SONG

KC-HARD/HEA
KC-HARD/CAM
KC-HARD/TRA

KC-TREND
KC-TREND/Gors

KC-TREND/REL

Manipulation and analysis of data.
To be good with technology
Gaining insight and being strategic

MNew methods for connecting creators to audience.

still need a "great" song to exploit the new model. This cannot be
substituted.
Supporting employees re: stress, mental illnes

How important is it to have a broad knowlege
of skills (eg business) as well as specialist knowledge or vice versa
The shift towards a more relational interaction with consumers.

CD DEFINITION

CD-EXP The importance or relevance of experience.

CD-QuAL The importance or relevance of qualifications.

CD-REC Trends in recruitment preactices.

CD-DEV Internal / external developmemt; current & future trends.
CD-5CH
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Coding template - definitions (part 6)

CODE

ETC DEFINITION

ETC-VM Actual / perceived value of music.

ETC-MAT The notion that technology and music are now very much entwined and

ETC-MAJ/INDE

ETC-OSM
ETC-LTSH

ETC-NOTSP
ETC-SF
ETC-APP

ETC-MVWH

ETC-MVH/CCV
ETC/MVH/LP
ETC-MVH/WE

ETC-MVH/DTFI

ETC-MVH/CS
ETC-MVH/OTS

ETC-MVH/ISC
ETC-MVH/OIC
ETC-MVH/DCC

ETC-MVH/SPC
ETC-MVH/NOR

ETC-H
ETC-DEM
ETC-BJB

ETC-RC
ETC-RC/ALB
ETC-RC/REL
ETC-COMP
ETC-CONS

ETC-PORT
ETC-MICRO
ETC-AUTH

ETC/EMP
ETC/BNM

ETC/MDP
ETC/UME

affect how we interact with music.

The idea that maajors are more a marketing machine whilst the creative
works is burdoned by the independents.

The ubiguitous nature of music and its effect on consumption habits.

Is it short head because there is too much music? A few artists make up
90% of revenue and not 100 artists.

The notion that music is now more of utility or commodity.

The fan that has an obsession with an artist.

The changing nature of the way an artisy performs eg playing at a string
of festivals rather than headlining their own shows.

The notion that value was once created and resided within the record companies;
now it has migrated to other areas.
The idea that value creation relies on both creator and consumer activity.

The notion that consumers go to festivals for the experience rather than

to see any particular band. Buying ticket before seeing the line-up!

For example, pledging money in exchange for meeting & greeting; name on a CD or
attend a sound check.

Raising funds from the public for projects eg funding an album.

Convergence with other talent sectors eg actors & sport, to learn new practices and
cross-fertilise ideas; a wider entertainment industry

The merging of say publishing and recording sectors.

Eg Red Bull investing in music development (Middle East); Coca Cola having a head of musi
Eg. geting films & music from one service; the media package concept; bundling deals.
"triple-play" or "quad-play".

Companies outside direct music industry (eg Apple) making decisions for the industry
eg pricing OR artists shopping around for services from labels (whilst retaining rights).
The idea that value is generated elswhere (a hark back to the 20s and 30s).

The ability to recognise that one does not know everything.

The music audience has grown older creating a broader demographic.
The blurring between brand partnership teams, marketing (re: the artist)
and sales team (re: the product).

will an album as a concept continue?

Is the release of singles followed by an album appropriate any more?
Competition for skills with other industries.

The notion that record companies (major labels) might concentrate only on product that it
can control the outcome, thereby lowering risk; Subjugation of instinct.

The concept that careers are increasingly portfolio in nature.

The development of "cottage" businesses with very small numbers of staff

Local authotities helping graass-root live performance: providing access and
professionalism to local arts centres.

Growing trend for failities to help stress, mental illness; councilling etc.

Due to lack of advances, a lot of developing bands have no managers or managers
with appropriate skills.

In parallel with music you have gaming, movies, racing drivers; all instantly accessible
due to technolgy: harder to stand out and be a global superstar.
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Coding template - definitions (part 7)

CODE

BED DEFINITION

BBD-FLEAD Blockages due to failures in leadership.

BBD-I5 Blockages due to the current structure of the industry.

BBD-LIC Blockages due to licensing issues.

BBD-LIC/BRA Brand deals requiring multiple licence clearances from varoius sources.

BED-LIC/DQ Sound recordings having inconsistent "label codes". Poor quality data.
Having identifiers that follow the recording.

BBD-R Blockages due to resistance from certain stakeholders.

BBD-SIZE The notion that there is a gap between the majors & small companies
once filled by the likes of Chrysalis.

BBD-CONS The notion that conscolidation to get "bigger” is disuptive; hiatus on activity.
Degration of trust. Services become "mainstream”.

BED-VEST

BBD-ST The idea that longer term standpoints might be more valuable

BBED-COMP Hard to get experience; very few interships; no real structured path.

BBD-CULT Having a culture where business innovation/creativity is not encouraged;
or "too cool to do school”.

BBD-REC The notion that record contracts hinder development of companies. Why
invest in something where value may shift elsewhere?

BBD-BEN Benchmarking new models and revenue streams with an old model that no
longer works and to old concepts.

BBD-CUST A failure to have sufficient strategic insight into customer behaviour.

BBD-MAC Government policy and economic factors.

BBD-1B Different countries and regions with different systems, values etc..

BBD-VIS Lack of vision as an industry.

BBD-INS Perception of being a "closed" business: not open to external input from other
sectors and industries. Inward looking.

BBD-ECH People saying the same old thing because of current leaders having been in the
music industry a very long time (cultural / not generational).

BBD-GRL The live sector is prevalent in festivals and big gigs. But grass-root scene struggles
due to no money in it.

BBD-GOV Support required re: copyright enforcement; Support of export market. Support for BBC.

BBD-EXE Lack of execution; inertia, talking and not doing.
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Appendix H

RESEARCH DIARY

Sample of research diary

Date Activity People Involved Aim Outcome Personal observations & reflections
22/12/14 First conversation Cathy Koester (CK) Introduction re: possibility of Client excited by prospect. Agree to Client seems very positive.
(UK Music) undertaking research on behalf catch up after Xmas on 29th
of UK Music.
29/12/14 Second conversation Cathy Koester To further explore possibility Research collaboration agreed CK genuinely excited to be involved.
Client - telephone (UK Music) of undertaking collaborative in principle. MAP topics discussed; |am excites also as three is a clear
research with UK Music CK recommends 1 or 7 as front benefit to both parties, particularly
runners. | agreed to : as CK is head of research section
a) send Henley Sponsor's Guide at UK Music.
b) Choose a project by next week
c) both agreed to talk next wek
30/11/14 E-mail to CK (UK Music) Cathy Koester Sent through Sponsor's Guide
(UK Music) and my intention to review
research projects by end of week.
21/01/15 E-mail to CK Cathy Koester Sent through initial documenton  CK set up meeting on 27th Jan to
(UK Music) ideas/deliverables/timetable meet up and discuss this doc.
27/01/15 Meeting at UK Music Cathy Koester To review aims and ideas from the See minutes and action points for ~ Thought CK was guite serious- reflect
(UK Music) perspectives of both parties this meeting that maybe this is due to the nature of

Invited to research meeting on
10th Feb

Invited to MAP launch party on
3rd Mar

their work and its relationship with
government.

Personally, initial feelings are that this
is daunting project in scope - reflect
that maybe this is because | haven't
done anything like this before.

Things are moving quite quickly - hope
Helen & Henley agree terms with MAP.
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Appendix | Minutes of UK Music Group Research Meeting

UK Music / MAP Meeting

Group Research Meeting - 10" February 2015 - Minutes

Attendees:

Stan Dwight

Cathy Koester: Music Academic Partnership Research Envoy (UK Music)
Jonathan Todd: Head of Research (UK Music)

Representatives from Music Publishers Association (MPA), PRS for Music (PRS), British
Phonographic Industry (BPI), Music Managers Forum (MMF), Association of Independent
Music (AIM), Musicians’ Union (MU), Phonographic Performance Ltd (PPL)

Absent but notified:
Representative from British Academy of Songwriters, Composers and Authors (BASCA)

Note added 23 Nov 2015:
None of the attendees and non-attendee mentioned above was an interviewee in the
research. Anonymity of all interviewees in the subsequent research is preserved.

Where:
49 Whitehall: 10.30 to 12.00

This was the first meeting of the members of MAP to discuss the research project “Future-
Gazing — What skills will the music industry workforce need 5-10 years from now?”

After a brief introduction from CK, | introduced myself, my background and the proposed
research project.

Discussion was given to the all encompassing nature of the project and how it might be
more focused. CK suggested the possibility of linking the research to the ‘4 Asset’
framework employed by UK Music in their annual report ie:

Commercial Asset 1: the music composition ie composers etc..
Commercial Asset 2: A master recording of a composition (ie records)
Commercial Asset 3: A live music performance

Commercial Asset 4: Artist brand value: secondary exploitation?

Talk was given to the complexity of all the different income streams; mention was made to
the finance function not fully understanding the investment world. Another another

proposal was to that it would be useful to speak to legal teams eg Lee & Thompson.

Again, the subject of project boundaries came up and focus. An approach that seemed to
be mutually agreed on was:

To focus on skills required for areas of the business where there was strong growth
potential either now or in the future.
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This was because although there may be a skills gap re: marketing, A&R etc, this would be
amplified in areas of emerging revenue streams and areas, as yet unexploited eg future
non-industry collaborations. This may involve future data efficiencies and emerging
technologies. The idea of initial interviews would be to establish common themes on
required specific business skills and perhaps generic skills (leadership).

A qualitative interview process would need to be designed in a structured way, but may
begin by asking:

Where do you see strong growth potential for the music industry now and in 5 years
time? What impact to this have on current skills?

JT suggested thinking about how technology might replace work that is done now eg by
apps (applications). Were there any studies on this out there? What part does Emotional
Intelligence play?

“Representative A” talked about the polarisation of business: there was a lower level
where talent was being developed and a top level where the majors were able to help A
list artists make a lot of money but there was no significant middle-ground.

“Representative A” talked about how technology has disrupted existing traditional models
such that lower end artists could make some kind of a living. Stan mentioned ‘disruptive
innovation’ and easier access to markets for the artist without the marketing power of the
majors.

Stan said that by aiming for 20+ interviews hopefully at least 10 to 15 would be completed.
Timescales

Stan hoped to complete interviews by 31 May. CK proposed to set up another meeting
after this stage was completed.

ACTION POINTS

Stan to get a list of attendees off CK: was the meeting minuted?

Cathy to distribute my contact details to the attendees + those not attending.

It was proposed that each member present propose 2 people for Stan to meet and
conduct first round interviews bearing in mind the emphasis on ‘Areas of significant
growth potential’. What skills would be needed to grow the pot (rather than split the
pot, or split it more equitably).

Stan to draft an interview structure for such meetings.

Stan to draft a paragraph explaining the project so that attendees could refer to it when
approaching possible interviewees.
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Appendix J

UK

UK MUSIC

Endorsement from UK Music as Industry Sponsor

UK Music is pleased to have acted as an industry sponsor to Stan Dwight’s
Management Challenge. Stan’s professionalism and his familiarity with industry
issues was apparent from the start and provided an excellent basis upon which to
progress the relationship.

Significance of the project: The topic he chose — the competencies required of the
music industry over the next 5 to 10 years — is manifestly critical to the industry’s
future, and particularly relevant at this juncture of the industry’s evolution, where
emphasis is on growth. This relevance of his topic is reflected in the prominence
given to skills development by UK Music itself as an organisation. Together,
industry-relevant research and skills development are central to UK Music’s work.

Range of stakeholders: UK Music is the umbrella organisation for the commercial
music industry, representing every part of the sector. Through UK Music, Stan met
with a representative from each of our member organisations. And through that
representative, Stan was provided with the names of two industry professionals with
whom he should contact for interviews. The range of stakeholders with whom he
interacted was therefore as representative as is possible.

Inputs: As industry sponsor to post-graduate research, UK Music sees its role as:
identifying pertinent and pressing topics for research;

once a topic was selected, helping to scope the project and give it focus;

once the project was developed, provide access to industry infrastructure, expertise
and data as appropriate;

over the course of the project, help with practicalities as they arose;

at the conclusion of the project, provide observations on the work itself; and

after completion of the project, disseminate and highlight industry-relevant findings.

We believe that this represents a reasonable and appropriate level of input as an
industry sponsor, as an enabler. All of the work itself should be carried out by the
researcher. All of the views are those of the researcher.

The relationship between UK Music and Stan Dwight followed this model. Stan was
particularly independent and required minimal assistance from UK Music as the
sponsor. He is clearly very capable of directing his own work, resourceful,
methodical and tenacious.

Quality and standard of the research output: The thorough and exhaustive nature
of chapter 2 (Review of Current Thinking) is indicative of the quality of Stan’s work
overall. He is critical and creative in his approach. Not only did he thoroughly
investigate and cite existing literature, he provided insight into that which is still

98 |Page



relevant and which could be built upon, and where new ways of thinking might be
needed. His prior experience of working in the industry as an executive is reflected
in the depth of understanding of the factors at play in the industry over the past 20
years. His synthesis of the viewpoints of the many interviews he conducted into a
coherent narrative of the music industry’'s past and its future challenges
demonstrates an exceptionally high degree of analytical acumen.

An exhaustive and exact history of the music industry would no doubt require many
volumes and has been, and is being written by many people. The music industry’s
whole history is difficult to tell from one person’s perspective. That which is
skimmed over will no doubt be mourned by those who lived through it -- for
example, the efforts by many industry insiders to work with the flow of change from
the very beginning of the “digital disruption” and who were innovating but were
frustrated for many different reasons, many beyond their control. Conversely, too
much emphasis may be given to the changing role of record labels and here, UK
Music advises caution so as to avoid an exaggerated portrayal. But as Stan’s work
is focused on the future, there is a logic in focusing on where the author believes
change is still needed and on the historical forces giving rise to the need for
change. Overall, as a body of work examining a volatile period of industrial history,
and drawing conclusions and recommendations for how industry and educators
respond in terms of key competencies and cultural change, it is a provocative and
well-argued piece of work.

Importance and relevance of conclusions and recommendations: UK Music and its
members are deeply engaged with the ‘skills agenda’ and in how we organise
ourselves and interact with our academic partners to best prepare the current and
future industry workforce. While music was the first industry to experience the
shock of the digital revolution, and while the focus is now on growth, the
metamorphosis of the music industry is far from over. The recommendations in this
paper call for a cultural change. This change is taking place here and now, and the
fluidity referred to in the paper is a manifestation of the industry’s ongoing
transformation. Many of the observations and recommendations are actually works
in progress; UK Music would argue that we are not starting from standstill position.
One passage calling for greater alignment between industry and education struck a
particularly strong chord, with reference to the need for industry speakers in
academic institutions, internships, apprenticeships, and so on. These are all being
pursued with vigour through the UK Music Skills Academy umbrella, of which the
Music Academic Partnership is part.

Issues regarding the practical feasibility: One strong recommendation emerging
from this paper is for the industry to “start thinking collectively” and adopt an
operating framework that promotes shared values arising from an overall vision
instead of vested interests as the key driving force. The vision “should allow for
systems and structures to be unified where appropriate and strategies developed
that align with the overall vision”.

UK Music itself is a prime example of the music industry coming together to create
a single voice for the industry as a whole, where the industry can come together to
discuss issues of strategic importance, forge relationships with academic partners
to prepare for the future, invest in research that defines the industry’s position in the
economy and society, and contribute to an industry strategy that seizes upon
opportunities for the benefit of all. This paper itself was aided by the collective
strength of the industry through UK Music. There is much to be said for such a
recommendation and industry will have many examples of where this is indeed
happening, such as the joint work between PPL and PRS for Music.
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However, there is a natural limit to integration and alignment. Real issues of
competition and strict rules governing the sharing of information between
competitors, the fragmentation of the industry into disparate parts, the protection of
creators’ choice and their rights and how those are managed -- all of these mitigate
against streamlining the industry behind a single vision and operating structure.

UK Music is pleased to submit this letter of endorsement of Stan Dwight's

Management Challenge and we look forward to working with him post-publication.

UK Music 2009 is a company limited by guarantee (registered in England Wales No 3245288)
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