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Introduction
 

A combination of qualitative and quantitative 
research methods was used to conduct this study, 
including desk-based research, an academic 
literature review, stakeholder interviews, 
stakeholder roundtable discussions, and a 
commercial valuation of recorded music data. 
This document provides a detailed account of 
the methodologies applied in the commercial 
valuation of Black Music in the UK, along with 
the definitions, assumptions, and limitations 
referenced in the main report.

For clarity, the main report summarises findings 
using three tiers that focus on the contribution 
of British artists within Black music genres. 
The methodology sets out the full analytical 
framework through five calculations, which 
additionally include international artist activity; 
Tier One aligns with Calculation One, Tier 
Two with Calculation Two, and Tier Three with 
Calculation Four.
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Methodological Steps:  
Commercial Valuation
Step 1: Data received; BPI Analysis of UK Official Charts data

For this report the 10,000 top-selling singles and 
the 15,000 top-selling albums in the UK from 
1994 to 2023 were analysed. This is the largest 
volume of commercially robust data that has 
ever been analysed for economic calculations of 
music genres to date. 

Furthermore, given the scale, consistency and 
accuracy of the accompanying genre metadata 
used, this report offers far greater analytical 
strength than other methods such as surveys or 
samples. 

This dataset covers 67% of total market activity. 
The remaining 33% could not be included due to 
limitations in the underlying metadata and genre 
classification available for singles and albums 
below the cutoff. 

Because the available dataset (67%) represents 
two-thirds of the market, results were 
extrapolated to estimate figures for the full 
market (100%) within each tier of analysis. 
The research team focused on how people 
consume recorded music using a metric called 
Album Equivalent Sales (AES). AES combines 
physical album purchases, digital downloads, and 
streaming into a single measure, providing a more 
accurate reflection of modern listening habits 
than traditional sales figures alone. The total UK 
recorded music market value figures over the 
past 30 years are as follows:

Year Total Market Value

2023 £1,232,558,800

2022 £1,132,779,680

2021 £1,119,727,673

2020 £991,510,594

2019 £913,149,150

2018 £840,027,000

2017 £816,542,165

2016 £735,916,670

2015 £687,981,166

2014 £694,218,783

2013 £729,179,000

2012 £711,476,000

2011 £781,876,000

2010 £823,715,298

2009 £928,409,174

2008 £915,640,150

2007 £943,422,000

2006 £1,068,143,000

2005 £1,163,548,000

2004 £1,218,963,000

2003 £1,223,122,000

2002 £1,209,709,000

2001 £1,232,008,000

2000 £1,170,372,000

1999 £1,133,449,000

1998 £1,120,884,000

1997 £1,059,343,000

1996 £1,077,229,000

1995 £1,015,678,000

1994 £917,484,000

30-Year Total
£29,608,061,302

(£29.6 billion)

This table shows the market peaked in the early 2000s, dipped during the 2010s, and has grown again 
in recent years, reaching over £1.2 billion in 2023. The total market value from 1994 to 2023 is £29.6 
billion, just under £30 billion.

Blank nationality data: In the data sets there is also a small percentage of the tracks which have 
missing nationality data, as shown in this table below.

Year
Blank Nationality 

Data: Albums 
(Out Of 10,000)

Blank Nationality 
Data: Tracks 

(Out Of 15,000)

Blank Tracks + 
Albums AES%

2023 2,139 978 3.19%

2022 2,124 925 3.33%

2021 1,966 866 3.44%

2020 1,912 790 3.19%

2019 1,876 694 3.17%

2018 1,887 656 3.21%

2017 1,824 681 3.63%

2016 1,746 658 3.81%

2015 1,744 747 3.25%

2014 1,707 815 3.24%

2013 1,736 1,271 3.30%

2012 1,738 1,392 4.13%

2011 1,705 1,361 3.46%

2010 1,657 1,237 3.65%

2009 1,649 1,268 3.48%

2008 1,699 1,330 3.49%

2007 1,707 1,391 3.38%

2006 1,691 1,550 3.16%

2005 1,949 2,242 3.44%

2004 2,029 6,040 3.63%

2003 2,239 10,627 4.23%

2002 2,457 10,759 4.94%

2001 2,554 10,885 5.34%

2000 2,961 10,986 6.38%

1999 3,256 11,111 7.28%

1998 3,430 11,298 7.56%

1997 3,519 10,847 7.91%

1996 3,709 11,252 8.83%

1995 3,880 11,542 8.56%

1994 3,890 10,464 10.32%

30-Year Average 2,279.33 4,555.43 4.66%

Despite this missing data there is still over 95% of all AES, a far more accurate data set than previously 
possible.
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Step 2: Identification of Black Music Genres 

Before the data was sent to us AES analysis of UK official charts data was cross referenced with Chart-
metric, specifically their genre classifications on each album or track. These music genres were classi-
fied in full in the main report, classifying them into three tiers:

Tier One
Black British music 
(e.g. dubstep, grime, 
lovers rock etc)

Tier Two
Core Black Music (e.g. 
African genres, hip-
hop/rap, Motown etc)

Tier Three
Genres originating 
from Black Music (e.g. 
blues, pop, rock etc)

Step 3: Market Share Calculation

This table compares the market share of British and international artists based on album equivalent 
sales (AES). As previously set out, it is important to note that the data set (top 10K albums and top 
15K tracks each year) shows 67%, not 100% of the market (The Long Tail: Why the Future of Business is 
Selling Less of More. New York: Hyperion (Anderson, 2006), see glossary for definition).

On average, British artists accounted for around 29% of the market and international artists 33%. As 
the data captures two-thirds of the full market over time, this means that within the data set British 
artists represent 43% and international artists represent 50% of album equivalent sales.

Year
Total AES% of 10k 

Albums + 15k Tracks
GB Artists AES Market 

Share%
International Artists 
AES Market Share%

2023 53.39% 20.04% 32.16%

2022 53.79% 20.21% 30.47%

2021 55.49% 20.51% 31.54%

2020 55.81% 21.73% 31.94%

2019 58.97% 24.11% 31.75%

2018 58.18% 22.91% 32.09%

2017 62.88% 26.87% 32.39%

2016 62.99% 25.60% 33.58%

2015 63.34% 29.08% 31.00%

2014 63.47% 29.63% 30.60%

2013 61.83% 28.87% 29.65%

2012 67.03% 31.11% 31.80%

2011 72.49% 34.33% 34.67%

2010 72.94% 32.13% 37.16%

2009 71.96% 31.85% 36.63%

2008 70.17% 30.71% 35.98%

2007 70.88% 33.50% 34.00%

2006 74.48% 35.61% 35.71%

2005 74.45% 35.68% 35.33%

2004 70.90% 28.57% 38.78%

2003 71.23% 27.21% 39.80%

2002 71.11% 27.42% 38.76%

2001 70.42% 28.33% 36.73%

2000 72.19% 29.65% 36.16%

1999 69.37% 27.63% 34.47%

1998 70.03% 31.10% 31.38%

1997 68.02% 33.54% 24.93%

1996 70.02% 32.14% 27.11%

1995 68.87% 30.09% 28.16%

1994 71.65% 26.46% 32.46%

30-Year Average 66.61% 28.55% 33.24%
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Step 4: Market Segmentation and Share Analysis

To measure the economic impact of Black Music in the UK, the Market Segmentation and Share Anal-
ysis methodology was used. This methodology divides the market into segments and measures the 
market share held by each segment.

Market segmentation
within the Black Music genres, 
all British artists were identified 
(tagged as GB or UK) within 
the data. The primary focus was 
British artists – comparisons were 
then made with international 
artists bought by British 
consumers.

AES
Total album equivalent sales 
(AES) data (presented as a 
percentage) was calculated for 
all artists across Black Music, 
determining the annual total 
figure.

Step 5: Data Analysis

Trend analysis was also conducted by comparing against historical data (back to 1994) and assessing 
the trends in the market share of Black Music over time. Genre- specific analysis was performed by 
drilling down into the data to understand the contribution of specific Black Music genres to the British 
music economy.

Extrapolated Estimates from the Calculations 

This study analyses the representation of Black Music genres in the top 10K albums and top 15K 
tracks per year over the past 30 years, a total market value of £29.6 billion. This subset represents 
approximately 67% of the total market value, or approximately £19.7 billion, and provides a 
consistent and statistically robust review of genre trends within commercially successful music. The 
findings enable us to identify significant shifts in the share of Black Music genres over time. 

Within this data set (the top 10K albums and top 15K tracks each year) British artists represent 43% 
and international artists represent 50% of album equivalent sales. 

The results in the calculations below reflect patterns within this dataset and may not capture trends 
occurring in the grassroots or emerging artist scene but it is a large dataset over a considerable period 
of time, and if the distribution in these top selling recordings are taken as broadly representative, 
estimated figures can be extrapolated for the total market value, as follows: 

Calculation One: Black British genres
Black British genres (including Grime, UK garage, Jungle, UK Drill, and other styles that have 
originated within, or been adopted by, Black British music communities) generated £827 million in 
recorded music sales over the 30-year period, according to the data set. These genres represent just 
over 10% of the overall British artist market. When extrapolated to account for the full UK recorded 
music market, Black British genres are estimated to have contributed approximately £1.24 billion 
between 1994 and 2023 (or 4% of the total market). 

Calculation Two: Core Black Music genres, British artists
In the dataset, British artists working in core Black Music genres (such as Hip-Hop, R&B, Soul, Reggae, 
Dancehall, Afrobeats and related styles but excluding Pop and Rock) generated £3.21 billion in UK 
recorded music sales over the 30-year period. These genres accounted for 39% of all UK music in the 
dataset. If this is extrapolated to account for the full recorded music market, these core Black Music 
genres by British artists are estimated to have contributed approximately £4.83 billion between 
1994 and 2023 (or 16% of the total market). 

Calculation Three: Core Black Music genres, International artists
International artists working in core Black Music genres (such as Hip-Hop, R&B, Soul, Reggae, 
Dancehall, Afrobeats and related styles but excluding Pop and Rock) generated £4.36 billion in 
UK recorded music sales between 1994 and 2023, according to the dataset. These genres make up 
44.5% of all international music in the sample. When scaled to the full UK recorded music market, 
international artists in core Black genres are estimated to have contributed approximately £6.56 
billion between 1994 and 2023 (or 22% of the total market).
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Calculation Four: Genres originating from Black Music, British artists
British artists working in genres originating from Black Music (including Pop and Rock and related 
genres) generated £7.93 billion in recorded music sales over the 30-year period, based on the 
dataset. These genres account for 94.3% of all UK music included in the sample. If extrapolated to 
the full UK recorded music market, this suggests genres originating from Black Music by British 
artists generated approximately £11.94 billion between 1994 and 2023 (just under 40% of the total 
market).

Calculation Five: Genres originating from Black Music, International artists
International artists working in genres of Black origin (including Pop and Rock and related genres) 
generated £8.32 billion in the British market over the 30-year period, according to the dataset. This 
represents 83.5% of all international music captured. Extrapolated to the full UK recorded music 
market, the data suggests genres originating from Black Music by international artists are estimated 
to have generated approximately £12.52 billion between 1994 and 2023 (just under 42% of the total 
market).

Conclusion
These calculations suggest genres originating from Black Music by both British and international 
artists accounts for an estimated £24.5 billion of the UK £29.6billion market over 30 years, 83% of 
the total market. This combines both calculations four and five. 

Even at the narrower definition core Black Music genres from both international and British artists 
account for £11.39 billion, a third of the entire UK recorded music economy over three decades. 

Genres created within Black British communities are of important economic value and have been 
steadily increasing sales, amounting to over £1.24 billion. 

 This economic data now proves what Black communities and artists 
have always known - genres originating from Black Music are the 

central force powering the UK music industry. 

Album Equivalent Sales (AES) Economic Analysis

Calculation One: Black British genres
Focussing on music genres which have been 
created from within Black British communities, 
the 29 music genres identified by Dr Gray and 
Dr Riley from their Beyond the Bassline exhibition 
are used. This meant searching through all of 
Chartmetric’s six genre columns including the 
sub-genre classifications, because most of 
these Black British genres are not within the 
Chartmetric main music genres.

While the overall market share is smaller (around 
10%), these Black British genres have still 
generated over £827 million in sales and have 
grown slowly but steadily in recent decades, 
demonstrating their long-term cultural and 
commercial importance. 

Extrapolated value = £1.24 billion

Year AES%
AES% Out 
of Total GB 

AES%
Market Value

2023 2.94% 14.69% £36,286,977

2022 2.93% 14.50% £33,203,176

2021 2.94% 14.36% £32,971,599

2020 3.43% 15.79% £34,012,029

2019 3.89% 16.15% £35,554,014

2018 3.47% 15.13% £29,119,322

2017 3.24% 12.06% £26,466,452

2016 2.64% 10.31% £19,420,743

2015 2.59% 8.90% £17,808,040

2014 2.36% 7.98% £16,412,395

2013 2.50% 8.65% £18,203,176

2012 2.34% 7.53% £16,661,784

2011 3.56% 10.36% £27,800,464

2010 2.48% 7.71% £20,402,991

2009 2.13% 6.69% £19,790,359

2008 2.33% 7.59% £21,345,675

2007 3.13% 9.34% £29,510,755

2006 2.31% 6.49% £24,688,156

2005 3.21% 9.00% £37,371,207

2004 3.34% 11.69% £40,711,199

2003 2.36% 8.68% £28,871,567

2002 2.28% 8.33% £27,641,264

2001 2.62% 9.25% £32,272,169

2000 2.97% 10.01% £34,727,931

1999 2.95% 10.67% £33,420,565

1998 2.92% 9.39% £32,745,723

1997 2.55% 7.61% £27,031,760

1996 2.20% 6.83% £23,659,168

1995 2.48% 8.26% £25,235,365

1994 2.61% 9.85% £23,903,646

30 Years 30-Year Average 30-Year Total

2.79% 10.13%
£827,249,672
(£827 million)
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Calculation Two: Core Black Music 
genres, British artists
This category focuses on core Black Music genres 
released by British artists within the data set. 
The decision was made to look across all three of 
Chartmetric’s main genre columns because often 
the categorisation of popular music is pop or 
rock by default even if they are also categorised 
as a core Black Music genre.

These core Black genres constituted 39% of all 
British artists’ sales. 

Sales are steadily increasing, and generated a 
cumulative £3.21 billion over 30 years, a major 
economic impact. 

Extrapolated value = £4.83 billion

Year AES%
AES% Out 
of Total GB 

AES%
Market Value

2023 9.61% 47.97% £ 118,478,357

2022 10.87% 53.79% £ 123,135,303

2021 11.17% 54.48% £ 125,118,551

2020 10.85% 49.92% £ 107,556,034

2019 13.03% 54.03% £ 118,959,355

2018 11.41% 49.79% £ 95,817,988

2017 12.96% 48.23% £ 105,809,510

2016 9.33% 36.46% £ 68,681,873

2015 12.21% 41.99% £ 84,000,097

2014 10.60% 35.77% £ 73,573,698

2013 9.24% 32.01% £ 67,391,843

2012 12.16% 39.10% £ 86,547,823

2011 15.01% 43.72% £ 117,364,589

2010 12.86% 40.03% £ 105,935,197

2009 11.07% 34.74% £ 102,731,180

2008 10.11% 32.92% £ 92,555,642

2007 9.77% 29.17% £ 92,202,320

2006 9.19% 25.82% £ 98,203,455

2005 11.18% 31.32% £ 130,042,845

2004 9.59% 33.56% £ 116,862,440

2003 9.60% 35.29% £ 117,454,134

2002 10.24% 37.35% £ 123,879,354

2001 11.91% 42.02% £ 146,678,339

2000 12.53% 42.27% £ 146,680,684

1999 11.89% 43.03% £ 134,757,698

1998 11.79% 37.92% £ 132,190,605

1997 10.40% 30.99% £ 110,122,750

1996 9.60% 29.87% £ 103,420,839

1995 8.25% 27.41% £ 83,775,524

1994 9.24% 34.94% £ 84,812,369

30 Years 30-Year Average 30-Year Total

10.92% 39.20%
£ 3,214,740,397
(£3.21 billion)

Calculation Three: Core Black Music 
genres, International artists
The sales of international artists in core Black 
Music genres within the data set were analysed 
by reviewing Chartmetric’s genre columns one to 
three.

International artists in core Black Music genres 
constituted almost 45% of international music 
in the dataset and have generated over £4.36 
billion in the UK from 1994 to 2023. While 
international dominance has declined slightly 
over time, these genres continue to be highly 
popular with UK audiences. 

Extrapolated value = £6.56 billion

Year AES%
AES% Out 
of Total GB 

AES%
Market Value

2023 19.20% 59.70% £236,659,337

2022 18.38% 60.32% £208,174,817

2021 19.43% 61.61% £217,563,215

2020 20.20% 63.26% £200,324,129

2019 19.52% 61.48% £178,251,816

2018 19.38% 60.40% £162,833,464

2017 17.95% 55.41% £146,546,624

2016 17.46% 51.99% £128,465,407

2015 13.87% 44.75% £95,437,415

2014 13.44% 43.93% £93,327,432

2013 13.04% 43.97% £95,062,896

2012 13.81% 43.43% £98,247,517

2011 16.05% 46.30% £125,496,247

2010 15.80% 42.50% £130,112,899

2009 15.95% 43.54% £148,066,417

2008 13.33% 37.05% £122,059,236

2007 13.10% 38.52% £123,561,141

2006 12.29% 34.41% £131,240,049

2005 15.10% 42.75% £175,727,221

2004 15.82% 40.81% £192,893,241

2003 15.94% 40.05% £194,947,512

2002 13.49% 34.79% £163,136,106

2001 14.93% 40.64% £183,905,334

2000 13.33% 36.87% £156,058,470

1999 12.21% 35.42% £138,375,718

1998 11.72% 37.35% £131,338,994

1997 8.45% 33.90% £89,521,719

1996 8.49% 31.31% £91,430,063

1995 9.34% 33.17% £94,893,480

1994 11.34% 34.94% £104,059,946

30 Years 30-Year Average 30-Year Total

14.75% 44.49%
£4,357,717,862
(£4.36 billion)
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Calculation Four: Genres originating 
from Black Music, British artists
Music that has originated from Black Music genres 
released by British artists in the Chartmetric main 
genre column one.

This table shows the contribution of British artists 
working in music genres of Black origin. These 
genres make up a huge majority, 94% of all 
British music in the dataset, generating nearly 
£8 billion in value. 

Extrapolated value = £11.94 billion.

Year AES%
AES% Out 
of Total GB 

AES%
Market Value

2023 17.58% 87.73% £ 216,686,023

2022 19.69% 97.41% £ 223,005,137

2021 19.97% 97.38% £ 223,650,306

2020 20.07% 92.35% £ 198,970,467

2019 23.31% 96.70% £ 212,889,650

2018 22.21% 96.95% £ 186,578,543

2017 26.06% 96.99% £ 212,807,964

2016 24.64% 96.24% £ 181,308,027

2015 27.94% 96.09% £ 192,236,630

2014 27.60% 93.16% £ 191,622,539

2013 26.65% 92.30% £ 194,294,667

2012 29.30% 94.19% £ 208,482,613

2011 32.29% 94.05% £ 252,435,610

2010 29.53% 91.92% £ 243,267,856

2009 29.22% 91.75% £ 271,313,814

2008 27.60% 89.88% £ 252,735,616

2007 29.76% 88.84% £ 280,780,123

2006 32.42% 91.04% £ 346,266,155

2005 31.61% 88.60% £ 367,811,484

2004 26.73% 93.55% £ 325,783,573

2003 25.89% 95.15% £ 316,656,742

2002 25.65% 93.54% £ 310,286,233

2001 26.12% 92.20% £ 321,806,817

2000 27.80% 93.77% £ 325,395,020

1999 27.19% 98.41% £ 308,207,923

1998 30.61% 98.42% £ 343,101,302

1997 32.81% 97.83% £ 347,593,050

1996 31.47% 97.92% £ 339,030,960

1995 29.49% 98.00% £ 299,512,828

1994 25.74% 97.29% £ 236,182,668

30-Year 
Mean 

Average
26.90% 94.32%

£ 7,930,700,340
(£7.93 billion)

Calculation Five: Genres originating 
from Black Music, International artists
Music that has originated from Black Music 
genres released by international artists in the 
Chartmetric main genre column one.

This table shows the value of international 
artists working in music genres originating from 
Black Music. These genres make up 84% of all 
international music in the dataset and have 
generated over £8.32 billion in the UK market 
over 30 years. 

Extrapolated value = £12.52 billion.

Year AES%
AES% Out 
of Total GB 

AES%
Market Value

2023 17.54% 54.55% £216,239,710

2022 19.15% 62.86% £216,924,316

2021 19.29% 61.15% £215,941,428

2020 20.00% 62.63% £198,326,891

2019 22.10% 69.60% £201,779,622

2018 21.17% 65.97% £177,841,519

2017 23.13% 71.42% £188,888,902

2016 24.05% 71.62% £176,965,214

2015 23.96% 77.28% £164,836,690

2014 25.56% 83.52% £177,420,565

2013 25.76% 86.88% £187,835,536

2012 28.06% 88.26% £199,665,003

2011 30.41% 87.72% £237,784,570

2010 33.22% 89.40% £273,666,310

2009 32.92% 89.87% £305,618,074

2008 32.73% 90.95% £299,647,895

2007 30.87% 90.79% £291,214,335

2006 32.38% 90.67% £345,847,526

2005 33.02% 93.46% £384,173,889

2004 36.01% 92.85% £438,910,474

2003 36.96% 92.88% £452,061,219

2002 35.62% 91.91% £430,920,373

2001 33.56% 91.37% £413,458,737

2000 32.96% 91.13% £385,699,965

1999 30.71% 89.10% £348,061,617

1998 27.70% 88.27% £310,443,328

1997 23.59% 94.63% £249,886,34

1996 26.30% 97.02% £283,343,888

1995 26.48% 94.03% £268,975,389

1994 30.50% 93.96% £279,831,563

30-Year 
Mean 

Average
27.86% 83.52%

£8,322,210,894
(£8.32 billion)

It is important to note that the figures used have not been adjusted for inflation. In addition, during the period studied, the recorded 
industry experienced significant periods of decline caused by industrial-scale levels of filesharing and illegal downloading in the early 
2000s to mid 2010s.
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Academic Literature Review
A key aspect of this project has been to ground the research academically, demonstrating rigour while 
underpinning findings with established theories such as critical race theory and intersectionality. This 
literature review explores academic sources, journal articles, reports from UK Music, affiliated music 
organisations and additionally, government statistics and broader industry reports to contextualise 
the study. Literature in the three groups of interest in the main report were explored: commerce, 
community and culture.

Commerce
Colonialism played a significant role in shaping 
the fluidity of migration from African and 
Caribbean countries to the United Kingdom. As 
an example, migrants from the Caribbean were 
considered British subjects and were granted 
the right to settle in the UK under the British 
Nationality Act 1948 (Sylvester, 2021). They were 
invited to contribute to post WW2 rebuilding 
efforts and fill labour shortages and named the 
‘Windrush generation’ after the HMT Empire 
Windrush that brought them to the UK. These 
histories of migration have given great vitality to 
Britain and gradually transformed British identity 
(Gilroy 1993; 1999). 

Many immigrants have faced challenges 
integrating into British society because of 
racism and discrimination. Far-right riots, both 
historically and in the present day, demonstrate 
that the consequences of discrimination can 
spread widely, even when sparked by the actions 
of only a few individuals. The Macpherson Report 
(1999), the McGregor-Smith Review (2017), the 
TUC Anti-Racism Taskforce (2022) and the Casey 
Review (2023) have uncovered racism in public 

institutions and across UK workplaces. They 
reveal barriers faced by Black people and found 
that they are often significantly underrepresented 
in management positions and that discrimination 
and unconscious bias remain prevalent. 

Statistics from the Office of National Statistics 
(2023) on the economic pay gap in the UK 
show significant disparities for Black employees. 
In the decade up to 2022, Black, African, 
Caribbean or Black British employees earned a 
median gross hourly pay of £13.53, compared 
to £14.35 for white employees. So, for many 
Black business executives, entrepreneurship 
provides an alternative solution. However, they 
still then face economic challenges. The Black 
Business Network and Lloyds Bank’s Black, 
British and in Business report (2022) highlighted 
that two thirds of Black entrepreneurs reported 
being discriminated against with most then 
experiencing subsequent negative mental health 
impacts. These systemic barriers lead to many 
Black-owned music businesses often struggling 
to secure investment and ultimately growth.

Black Lives in Music (2021) reported that the 
average Black Musician earns £1,155 a month 
compared to non-Black Musicians with earnings

of £1,454 a month; a 20.6% pay-gap. And similarly 
in the same report, which had just over 1,700 
responses, they found Black Music executives 
earned £1,964 a month, and the average non-
Black Music executive earned £2,459 a month, a 
pay-gap of 20.1%. These figures are much higher 
than the UK national average ethnicity pay gap 
(typically 5 to 9%) and strongly support the 
argument that there is structural inequity in the 
music industry. 

Furthermore, the intersection of race and gender 
results in Black women facing greater disparities 
(Crenshaw, 1991, BLiM, 2021). Black women often 
receive less industry support and recognition than 
their white or Black male counterparts. And Black 
female musicians must deal with a music industry 
that often encourages exoticism (Lieb, 2018) 
or hyper-sexualisation and the often racialised 
expectations of beauty standards (Frisby and 
Aubrey, 2012). Artists like Ms. Dynamite, Little 
Simz, Alexandra Burke and Raye amongst many 
others, have openly discussed the additional 
pressures they have faced in securing record 
deals (financial investment), media coverage and 
other career opportunities.
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Community
Music has always been a powerful way for 
diasporic communities to preserve their culture. 
Singing, dancing, theatre, art and music creates 
a shared cultural identity and can help preserve 
traditions whilst creating a sense of belonging 
(Stokes, 1994). Black immigrant communities 
in Britain have drawn on a melting-pot of rich 
influences. Central to this is Gilroy’s (1993) 
conception of the ‘Black Atlantic’, illustrating 
how the commercialisation of music from the 
Caribbean, Africa and US and its subsequent 
transformation into global popular music styles 
created novel transnational expressions of ethnic 
identity. And these communities in turn have also 
led to the “profound transformation of British 
social and cultural life” (Gilroy, 1993, p.10). 

Music gives people a voice. As Andy Bennett 
put it, it’s one of the few accessible tools for 
expressing resistance and shaping an alternative 
identity. Forming out of much tension, sometimes 
spilling out into riots through the 1960s 
(Blagrove, 2024, p.120-148) Notting Hill Carnival, 
and smaller sister St Paul’s Carnival in Bristol, are 
prime examples of this, with the former having 
grown into Europe’s largest street festival with 
over two million attendees each year, featuring 
Steel Pan, Calypso, Soca, and Reggae, alongside 
modern sound systems. These elements have all 
become important influences on British culture. 
“Carnival visibly stamps its cultural mark on the 
capital and its impact resonates though the inner 
cities of Britain as a whole” (Bradshaw, 2024, p. 
138). Notting Hill Carnival stands as a testament 
to cultural resistance and unity, highlighting 
how Black Music and heritage continue to shape 
Britain’s social and musical landscape (Ibid.).

Music was used to speak out about oppression 
and marginalisation in post-war Britain by the 
Black community, with others joining them 
in collective acts of resistance such as the 
Rock Against Racism events. The international 
success of activist-musicians such as Bob Marley 
brought both reggae as a genre and a message 
of defiance and hope for Black communities, to 
the UK mainstream. Riots in the early ‘80s were 
the unfortunate inspiration for some of the most 
popular music ever created (Hancox, 2017). The 
Special’s Ghost Town hybridised Soul, Reggae, 
Punk and Ska into a zeitgeist for the dystopia of 
Thatcher’s Britain (Ibid.). In an interview with the 
Guardian, Eddy Grant acknowledged the Brixton 
riots as the inspiration for Electric Avenue, 
recalling his conversations with politicians 
concerning the disproportionate opportunities for 
Black people in Britain following Powell’s speech 
a decade earlier (Simpson, 2018). 

Present postcolonial sensibilities have given great 
vitality to the UK and gradually transformed 
British identity (Gilroy 1993; 1999). Although 
genres such as Grime and Drill arguably continue 
to promote resistance and solidarity, it should 
also be noted that music has also been used by 
the Black community in the UK to express joy 
and strength. UK Garage for example, which was 
inspired by Jungle, moved from second rooms in 
clubs to the forefront of venues and the British 
charts largely due to its uplifting, community vibe 
which, some would argue, reflected multicultural 
Britain at its best and most cohesive.

Culture
Under culture, music genres were focused on 
narrowly - this is critical to the overall report. 
Defining Black Music is complex, with scholars 
offering many perspectives. Fabbri and Fiori 
originally defined a genre as “a context defined 
by socially accepted functions and norms” that 
shape musical communication (1980, cited in 
Fabbri, 2012, p.161). Dr. Miles (2024) argues that 
Black Music encompasses genres shaped by 
African diasporic experiences, carrying historical 
memory and resistance. Miles proposes a three-
stranded framework for defining Black Music:

Black Music as Text - The aesthetic and structural 
elements rooted in African musical traditions, 
such as polyrhythm and call-and-response. Miles 
highlights how Black Music, particularly in genres 
such as Blues, Jazz, and Hip-Hop, incorporates 
metaphor, wordplay, and reflects the cultural 
narratives and socio-political struggles of the 
Black experience. 

Black Music as Artist - Miles argues (2024, 
p.42) that the Blackness of music does not 
necessarily come from the racial identity of the 
musicians but rather from an “Afrological musical 
perspective” that is central to the music. Thus, 
while the racial identity of the creator is not an 
absolute determinant of Black Music, the music 
must engage with the traditions, aesthetics, and 
perspectives rooted in the African diaspora. This 
position is mirrored in numerous works by other 
authors such as Gilroy (1991) and Adams (2019) 
who acknowledges that although Grime is a 
predominantly Black Musical form, it does not 
exclude participation by white or other non-Black 
artists. 

Black Music as Genre - Understanding how 
musical categories develop over time, influenced 
by migration, technological advancements, and 
cross-cultural interaction. Black Music genres, 

from Jazz and Blues to Hip-Hop and Grime, have 
evolved by absorbing and influencing mainstream 
and global music.

Therefore, interwoven in the fabric of Black Music 
are Black people who make music and Black 
Music as a genre regardless of the ethnicity of 
the creator or performer and thus, all should be 
considered in the formation of a definition of 
Black Music. 

And so this leads to the definition of Black Music 
‘as music that has its roots and inspiration derived 
from the cultures, beliefs, traditions and history of 
Black people and the African diaspora’ and that 
‘Black Music genres encompass a diverse range of 
musical styles and practices that originated within 
the African diaspora, regardless of the ethnicity 
of the musicians creating and performing them. 
These genres are characterised by distinct 
rhythmic melodic and harmonic structures that 
are deeply rooted in African musical traditions, 
and the storytelling and consciousness of Black 
communities globally reflecting their historical, 
cultural, and political and social experiences’.

But what then of music that is made by musicians 
of African ancestry, but which is not necessarily 
rooted in their culture of origin, such as Western 
Art music for example? Is that Black Music? Since 
many of such musicians would agree they are 
seen first and foremost as a Black Musician as 
opposed to a musician, the inability to separate 
their Blackness from their Britishness or creativity, 
may well equate to them being viewed as part of 
the Black Music industry. 

One of the most enduring challenges facing Black 
Music is the taking from a culture without respect 
or acknowledgement, often known as cultural 
appropriation. Gilroy (1993) and Adams (2019) 
argue that this is not simply about musical
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exchange but is a continuation of racial and 
economic inequalities. Pop music borrows from 
and is influenced by many different styles of 
music, but its dominant antecedents are Black 
Music genres. Researchers such as Hatch and 
Millward (1987), Middleton (1988) and Keil 
(1994) have meticulously traced this history, 
and the latter writes “Black Music has become 
virtually all-American music as Jazz suffused Pop 
and Rhythm and Blues became Rock” (p.177). 
And Black creativity continues to revitalise 
and reshape Pop music, with new Black Music 
genres constantly emerging into musical trends 
now popular across the globe (Gitnux, 2023). 
It is important that its Black Music history is 
acknowledged. 

However, whilst Pop music may be deeply 
rooted in Black Music some argue it has lost the 
“Afrological musical perspective” of Black artists 
and communities in its focus on catering to 
mainstream (often white) audiences (Rose, 1994). 
This process of appropriation means that many 
do not even realise Pop has its origins in the 
Black diaspora. When Black Music is repackaged 
by white artists, those artists are often elevated 
to global superstardom while Black Musicians 
struggle to achieve similar levels of recognition 
and financial success. 

In 2024 the academics Dr Aleema Gray and 
Dr Mykaell Riley curated “Beyond the Bassline: 
500 Years of Black British Music” exhibition. It 
documented the impact of Black Music in Britain, 
identifying 29 genres created by, or significantly 
adopted into, Black British culture. Influenced by 
American, African and Caribbean traditions, Black 
British artists have developed distinct sounds, 
from Lovers Rock and Jungle to Grime and Drill. 
These genres demonstrate the depth of Black 
Musical innovation in the UK and its crucial role in 
shaping British popular music.

Conclusion
This short literature review highlights the 
connections between commerce, community, and 
culture in shaping Black Music in the UK. Black 
Music and Black Music makers have indelibly 
influenced the UK music industry and indeed 
British culture. Black Music is a fundamental 
part of the nation’s cultural identity, shaped by 
histories of migration, resistance, and innovation 
and its importance cannot be understated. And 
while progress has been made, ongoing efforts 
must be made to ensure that Black Musicians 
receive the recognition, support, and financial 
rewards they deserve.

 

Black Music Definitions 
To accurately assess the commercial value of Black Music, it was critical to first define what constitutes 
‘Black Music’ and identify its core genres. This definition process was informed by the research above 
and consultation with the Steering Group to ensure it reflected cultural sensitivities, artistic integrity 
and market realities.

‘Black Music’ can be defined as music that has its roots and inspiration derived from the 
cultures, beliefs, traditions and history of Black people and the African diaspora.

This definition focuses on the broader cultural and historical context of Black Music.

‘Black Music genres’ encompass a diverse range of musical styles and practices that 
originated within the African diaspora, regardless of the ethnicity of the musicians 
creating and performing them. These genres are characterised by distinct rhythmic 
melodic and harmonic structures that are deeply rooted in African musical traditions, 
and the storytelling and consciousness of Black communities globally reflecting their 
historical, cultural, and political and social experiences.

This definition narrowed the focus to specific genres that have emerged from Black 
cultural practices, which was needed to categorise the genres in the dataset. 

Three levels of Black Music genres were identified:

Black British music 
genres 

Core Black Music 
genres 

Genres originating 
from Black Music
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Music Genres
Music Genres in BPI Yearbooks

The BPI has been monitoring the economic performance of various music genres for many years. An 
analysis of BPI Yearbooks for the years 1995 to 2023 reveals that, in most years, they tracked 17 main 
album sales categories to calculate market share percentages. The 17 genres are: Rock, Pop, R&B, 
Hip-Hop / Rap, Dance, MOR / Easy Listening, Classical, Country, Jazz, Folk, Reggae, World, Blues, 
Children’s, New Age, Spoken, Other.

Album Sales by Genre Biennial 1995 to 2003 Units %

1995 1997 1999 2001 2003 2005 2007 2009 2011 2013 2015 2017 2019 2021 2023

Rock 30.1 25.7 22.4 27.9 29.2 40 37.2 31 33.6 33.8 34.2 33.6 38 36.7 35.7

Pop 32.5 34.3 36.2 31.6 31.2 19.8 22.3 29 29.4 31 33.5 33.8 27.5 28.4 28.5

R&B 5.2 7.7 7.5 8.8 8.4 7.6 10.3 9.6 10.7 8.3 5.6 6.3 6.9 7.7 8.7

Hip-Hop / 
Rap

N/A N/A 2 4.2 5.5 5.6 2.7 4.3 3.3 3.2 4 6.9 10.8 11.9 12.4

Dance 12.5 11.8 12.1 10.5 7.2 8.3 8.1 7.3 7.9 8.1 7.4 4.5 3.3 3.3 3.4

MOR / Easy 
Listening

6.8 8.3 6.8 6 6.4 8.1 7 8.2 4.9 5.7 5.9 6 4.8 3.2 2.6

Classical 3.7 3.6 4 4.2 3.8 3.3 3.6 3.2 3.4 3.6 2.7 2.3 2.3 2 1.6

Country 2 2.1 3.7 1.5 1.8 1.3 2.4 1.6 1.6 1.7 2 2.2 2.1 2.3 2.5

Jazz 1.2 1.2 1.2 1.1 2.6 2.1 2.4 1.5 1.6 1.3 1.3 1 1.1 1.3 1.3

Folk 1.1 0.7 0.9 1.1 1.2 1.2 1.2 1.4 1.5 1.2 1.2 1.2 1.5 1.3 1.3

Reggae 0.8 0.8 0.6 1 1.5 1 0.8 0.9 0.9 0.9 1 1.2 0.9 1 0.9

World n/a n/a 0.8 0.4 0.5 0.5 0.6 0.4 0.4 0.2 0.2 0.2 0.1 n/a n/a

Blues 0.7 0.3 0.4 0.4 0.3 0.3 0.4 0.7 0.3 0.2 0.7 0.6 0.5 0.5 0.4

Childrens 0.8 1.1 0.5 0.6 0.2 0.5 0.8 0.4 0.7 0.7 0.2 0.1 0.1 0.3 0.5

New Age n/a n/a 0.1 0.2 0.2 0.3 0.1 0.2 0.1 0.1 0.1 0.1 0.1 n/a n/a

Spoken 
Word 

1.5 1 0.4 0.1 0.1 0.2 0.2 0.3 0.1 0.1 0.1 0.1 0.1 n/a n/a

Other 1.1 1.4 0.4 0.4 0 n/a n/a n/a n/a n/a n/a n/a n/a 0.3 0.4

100 100 100 100 100 100 100 100 100 100 100 100 100 100 100

These trends illustrate how shifts in audience preference, technological advances (e.g., streaming), and 
cultural influences have shaped the UK music market over nearly three decades.

Rock and Pop Dominate: 

These genres have consistently 
been the most popular genres over 
the years. Rock peaked at 40% in 
2005, while Pop saw a high of 36% 
in 1999 and has remained strong, 
fluctuating between 27-33% in 
recent years.

Rise of Hip-Hop/Rap: 

This genre was barely tracked 
before the late 1990s but has 
grown significantly. From 5% in 
1995, it surged to over 12% by 
2020, solidifying its place in the 
pop charts.

Dance Music's Decline: 

Dance music albums had a strong 
presence in the 1990s and early 
2000s, peaking at 13% in 2000, but 
have since steadily declined.

R&B's Steady Performance: 

R&B peaked at 11% in 2011, but has 
generally hovered between 6-9%, 
showing resilience over time.

However, whilst 17 genres are 
detailed enough to get an overall 
sense of the market on bigger 
trends, there has now been 
an explosion in music genres 
fuelled by the internet and music 
technologies.
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Chartmetric Black Music Classifications 

Since Chartmetric’s founding in 2015 they have developed a comprehensive genre classification system 
to accurately categorise and analyse musical artists and tracks. They are currently tracking over 11 
million artists and 126 million tracks. As of 2024 they were tracking 7,505 genres within their system, 
sourced from platforms like Every Noise at Once, MusicBrainz, and Spotify (Chartmetric, 2023). 123 of 
these are categorised as main genres, the rest being sub-genres. Each track or album is allocated up 
to three main genres and three sub-genres, and these will have originated from the individual artist, 
group or their labels upon release. 

Such classifications allow users and artists to have detailed insights into genre trends, artist 
performance, and industry dynamics allowing us a means to identify each genre as a Black Music 
genre, or not. Based upon this and discussions with the research team, UK Music and the Steering 
Group he strategic decision was made to run economic calculations on the BPI Analysis of UK Official 
Charts data with Chartmetrics genre classifications each revealing three layers of origin and influence, 
as follows. 

Mapping Black Music Genres
By cross-referencing Chartmetric classifications 
with the definitions, the genre classification 
framework for this report has been organised into 
three tiers:

Tier Three

72 Genres 
Black Origin

Tier One

29 Genres 
Black British

Tier Two

37 Genres 
Core Black

We acknowledge that certain genres closely 
associated with Black culture may not be explicitly 
identified within this mapping, reflecting limitations 
in the available data. Examples include Soca, 
Calypso, and subgenres such as Amapiano.

Tier One
Black British Music Genres - 29 in total 
Numerous academics have offered lists of Black British music genres but none so comprehensively 
as Dr Riley and Dr Gray in their 2024 Beyond the Bassline exhibition. They identified 29 music genres 
which have either been solely created in Britain or significantly adopted into Black British culture to 
form distinct UK versions and generated from Black British musicians and communities; therefore, 
these genres are classified as Black British music genres. A number of these genres only appear in 
Chartmetric’s list of sub-genres and not their main genre list. 

2-step Dancehall Grime Jungle 
Road 
Rap 

UK Drill 

Acid 
Jazz 

Drum & Bass Highlife 
Lovers
Rock 

Soul UK Funky 

Afrobeats Dub Hip-Hop Ragga 
Sound 
System 

UK Garage 

Afroswing Dubstep House Reggae 
Speed 
Garage 

UK Rap 

Contemporary 
R&B 

Gospel Jazz Rhythm & Blues   Trip Hop 
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Tier Three
Genres Originating from Black Music - 72 in total
This broadest tier encompasses all music recognised as originating from Black Music and bought by 
music fans within the British market, and produced by artists from the UK, the US, Europe, Africa, 
and other regions. Within the 123 main music genres in Chartmetric’s classification system, analysis 
identified, as explained in the literature review above, 72 of these as genres with roots in Black Music 
diasporic traditions, which include:

African Bachata Dubstep House Latin Classical Psychedelic Soft Rock 

African Dance Big Band 
East Coast 

Rap
Indian Dance Latin Folk 

Psychedelic 
Rock

Swing 

African 
Hip-Hop

/ Rap
Blues Easy Listening

Indian 
Hip-Hop

/ Rap 

Latin 
Hip-Hop

/ Rap
Punk Techno 

African Pop Bluegrass Electronic Indian Pop Latin Pop R&B Trance 

African Rock Country Experimental Indie Merengue R&B / Soul Trap 

Afrobeat Cumbia Flamenco Indie Rock Metal Reggae Worldbeat 

Alternative Dance Funk Jazz Motown Reggaeton 

Alternative 
Rap 

Dancehall Gangsta Rap J-Pop Neo-Soul Rock 

Ambient 
Devotional & 

Spiritual
Hard Bop K-Pop 

New Jack 
Swing 

Rockabilly 

Americana Doo Wop Hard Rock Latin New Wave Salsa 

Arabic Pop Drum & Bass
Hip-Hop

/ Rap

Latin 
Children's 

Music 
Pop Samba 

Tier Two
Core Black Music Genres - 37 in total 
This categorisation includes genres of African, Caribbean, Latin and US Black Music heritage from the 
main Chartmetric genre list (Chartmetric, 2024), but this definition does not include genres which 
have been changed or modified substantially through appropriation i.e. rock and pop and all their 
forms. 

African Blues Dubstep
Indian

Hip-Hop / 
Rap 

R&B  Techno

African Dance Cumbia
East Coast 

Rap
Jazz R&B / Soul Trap

African
Hip-Hop / 

Rap 
Dance Funk

Latin
Hip-Hop / 

Rap 
Reggae

African Pop Dancehall Gangsta Rap Merengue Reggaeton

African Rock 
Devotional & 

Spiritual
Hard Bop Motown Salsa

Afrobeat Doo Wop
Hip-Hop / 

Rap
Neo-Soul Samba

Alternative 
Rap 

Drum & Bass House 
New Jack 

Swing
Swing
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Highlight Statistics for Artists  
on Top 100 Songs

2003 2008 2013 2018 2023

Sex

Men 56% 51% 64% 57% 55%

Women 27% 34% 19% 14% 29%

Non-binary 
people

0 0 0 0 1%

Multiple 
Genders

17% 15% 17% 29% 15%

Black Men 
(solo or in 

groups)
18% 21% 23% 28% 19%

Black Women 
(solo or in 

groups)
7% 17% 7% 4% 14%

Groups with 
Black Women 
and Black Men 

together 

8% 5% 2% 8% 0%

Race

Only non-
Black artists 

on song
66% 57% 68% 60% 67%

Only Black 
artists on song

24% 30% 12% 24% 26%

Groups with 
artists of both 
Black and non-
Black heritage 

together 

10% 13% 20% 16% 7%

Insights
● Men consistently make up the majority, though 

their share declined from 64% in 2013 to 55% 
in 2023

● Women and non-binary artists increased 
significantly from 14% in 2018 to 30% in 2023

● Mixed-gender collaborations peaked at 29% in 
2018 and remained at 15% in 2023

● Black men: Fluctuated slightly but remained 
around 18-28% over the years

● Black women: Saw an increase from 4% in 2018 
to 14% in 2023

● Groups with both Black men and women were 
absent in 2023 after peaking at 8% in 2018 and 
2003

● Songs with only non-Black artists: Stayed 
consistent around 60-68%

● Songs with only Black artists: Ranged from 
12% in 2013 to 30% in 2008, returning to 26% 
in 2023

● Mixed heritage groups rose in prominence in 
2013 (20%) but dropped to 7% in 2023

 

Analysis of UK Charts Top 100 Songs 
and Participation of Black Artists
The Official Charts Company compiles the UK’s 
Top 100 biggest singles of each year, covering the 
period from January to December. These charts 
are based on the same formula as the weekly 
Official Singles Chart, which ranks the UK’s 
biggest songs of the week based on audio and 
video streams, downloads, CDs, and vinyl sales. 
This provides a reflection of the most successful 
music purchased by the British public each year. 
The chart includes both British and international 
artists. The graphs below show an analysis of the 
artists, categorised by sex, race and nationality, 
who performed on the UK’s Top 100 songs for 
the years 2023, 2018, 2013, 2008, and 2003. The 
years are chosen at random as a snapshot of the 
participation of Black artists. 

This analysis was inspired by the methodology 
outlined in the Annenberg University’s Inclusion 
in the Studio research of the Top 100 Billboard 
Charts since 2012. The Annenberg methodology 
examined the top 100 songs of 2012, recording 
demographics and credited roles of all artists, 
songwriters, and producers using clear, consistent 
rules to track patterns of representation and 
underrepresentation in popular music

Similarly, in this study each artist was categorised 
by sex and race, based on publicly available 
information about their heritage. This process 
involved a person-by-person review using 
credible and verifiable online sources such as 
official artist biographies, interviews, and media 

profiles to ensure accuracy and consistency 
in classification. For most artists, reliable 
information on background and ethnicity was 
available due to their high public profile. 

Each artist was classified as ‘likely Black’ or ‘likely 
not Black’ depending on these sources. Aligning 
with the definitions agreed by the Steering Group 
the term ‘Black’ means those of African heritage 
(including from the African continent and the 
African diaspora in the Caribbean, the Americas, 
and Europe and also including those of dual or 
mixed heritage).

This analysis was primarily carried out to 
reflect the number of Black British artists 
participating in the UK’s highest charting 
music. While representation of women and 
Black artists has improved at times, these gains 
have been inconsistent. The number of Black 
British artists has ranged from 16 (9% of the 
total artists) in 2003, to 12 (8% of the total 
artists) in 2013 to 17 (11% of the total artists) in 
2023. Despite improvements across the period, 
Black artists, especially Black women, remain 
underrepresented in groups, with Black women 
absent from group acts entirely in 2023. 
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Highlight Statistics for All Artists Featuring on Top 100 Songs 
(British and International Artists)

2003 2008 2013 2018 2023

Number of artists featured on all 100 songs 185 160 157 159 154

Number of British artists 94 (51%) 82 (51%) 64 (41%) 57 (36%) 82 (53%)

Number of Black British artists 16 (9%) 13 (8%) 12 (8%) 23 (14.5%) 17 (11%)

Sex

Men 128 (69%) 128 (80%) 125 (80%) 126 (79%) 105 (68%)

Women 57 (31%) 32 (20%) 32 (20%) 33 (21%) 48 (31%)

Non-Binary people 0 0 0 0 1 (1%)

Black men 28 (15%) 28 (17.5%) 25 (16%) 39 (24.5%) 18 (12%)

Black women 14 (8%) 12 (7.5%) 7 (4.5%) 11 (7%) 15 (10%)

Black British men 5 (3%) 8 (5%) 6(4%) 17 (11%) 10 (6.5%)

Black British women 11 (6%) 5 (3%) 6 (4%) 6 (4%) 7 (4.5%)

Solo Artists

2003 2008 2013 2018 2023

Number of solo artists 63 65 85 106 79

Men (solo artists) 41 (65%) 41 (63%) 63 (74%) 78 (74%) 39 (49%)

Women (solo artists) 22 (35%) 24 (37%) 22 (26%) 28 (26%) 39 (49%)

Non-Binary (solo artists) 0 0 0 0 1 (1%)

Black men 17 (27%) 22 (34%) 19 (22%) 34 (32%) 14 (18%)

Black women 8 (13%) 11 (17%) 4 (5%) 8 (7.5%) 15 (19%)

Black British men 3 (5%) 5 (8%) 4 (5%) 13 (12%) 6 (8%)

Black British women 4 (6%) 4 (6%) 3 (3.5%) 3 (3%) 7 (9%)

Groups & Duos

2003 2008 2013 2018 2023

Number of 
artists in duos 

or groups
122 95 72 53 75

Men 
87

(71%)
87

(92%)
62

(86%)
48

(91%)
66

(88%)

Number 
of duos or 

groups with 
men only

29 34 38 30 22

Women 
3

(29%)
8

(8%)
10

(14%)
5

(9%)
9

(12%)

Number 
of duos or 

groups with 
women only

11 7 2 0 4

Number 
of duos or 

groups with 
men, women 

and non-
binary artists

16 15 17 29 15

Black men
13

(11%)
6

(6%)
6 

8%)
5

(9%)
4

(5%)

Black women
7

(6%)
1

(1%)
3

(4%)
3

(6%)
0

Black British 
men

2
(2%)

3
(3%)

2
(3%)

4
(7.5)

4
(5%)

Black British 
women

7 (6%) 0 3 (4%) 3 (6%) 0

Insights
● Number of total artists ranged from 154 to 185 

per year

● British artists made up 53% in 2023, up from 
36% in 2018

● Black British artists increased from 7.6% in 
2013 to 11% in 2023

● Men dominated every year but have recently 
decreased slightly: 80% in 2013 to 68% in 2023

● Women increased from 20% in 2013 to 31% in 
2023

● Non-Binary artists only appear in 2023

● Groups/duos dropped over time (from 122 in 
2003 to 75 in 2023)

● Male-only groups dominate, though their share 
has decreased

● Groups with women or mixed genders 
increased slightly

● Black men peaked in 2018 (24.5%) but 
dropped to 12% in 2023

● Black women rose to 10% in 2023, more than 
doubling from 2013 (4.5%)

● Representation of Black artists in groups 
remains low, especially Black women (0% in 
2023)
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Research Questions
The questions informing the research design and guiding the academic literature review, one-to-one 
interviews and roundtables were: 
● What is the economic historical context of the UK Black Music industry, its current economic 

value to the UK music industry at large, and the economic barriers faced by individuals within 
music?

● How do UK Black Music communities influence and interact with international musical cultural 
trends, what are the dynamics between these communities and music companies in the UK, and 
what specific challenges and successes do individuals within these communities’ face? 

● What is the historical context, origins, and development of UK Black Music and its genres, its 
contribution and influence on the cultural identity of the UK and the UK music industry, and 
the personal stories of barriers and successes experienced by individuals in UK Black Music 
communities?

 

Similar Research
There is one other report that has attempted a comprehensive economic analysis and evaluation of 
Black Music. This is by a team in Canada, a coalition of researchers from the Diversity Institute (DI) 
and ADVANCE, Canada’s Black Music business collective, and a team of academic researchers from 
Toronto Metropolitan University led by Assistant Professor, Dr. Wall-Andrews. They published their 
‘Industry Analysis and the Value of Black Music’ in November 2024. Sincere thanks to Dr Wall-Andrews 
for sharing a copy of this report. However, differences in the data used in the commercial analyses for 
each report must be noted, the Canadian team using publicly available data from the top 100 tracks on 
Spotify and Apple music for the years 2019 to 2022.

 

Data and Limitations
BPI revenues figures, Analysis of UK Official 
Charts data and Chartmetric data were used 
for the commercial valuations. This data may 
contain incomplete data, especially the historical 
data pre-streaming, but facts and figures were 
checked against other reports, including UK 
Music’s economic reports, that have calculated 
the total impact of music on UK economy. This 
avoids any double counting of data and therefore 
AES. There may be possible misclassifications 
within the data as the calculations are based on 
genres. All figures are presented in nominal terms 
(not adjusted for inflation). 
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Glossary
Glossary of Terms and Acronyms

AES: Album equivalent sales, combines physical album purchases, digital downloads, and streaming 
into a single measure, providing a more accurate reflection of modern listening habits than traditional 
sales figures alone.

Appropriation: Adoption of certain language, behaviour, clothing, or a tradition belonging to a 
minority culture or social group by a dominant culture or group in a way that does not give credit or 
recognition to the minority group, is exploitative, disrespectful, or stereotypical.

Black: Refers primarily to people of African or Caribbean descent, including those of dual or mixed 
heritage. Black British is used in an inclusive and political sense to describe UK residents whose 
heritage traces largely to these and other related global regions. 

Black Music: Music that has its roots and inspiration derived from the cultures, beliefs, traditions and 
history of Black people and the African diaspora.

Black Music genres: Encompass a diverse range of musical styles and practices that originated within 
the African diaspora, regardless of the ethnicity of the musicians creating and performing them. These 
genres are characterised by distinct rhythmic melodic and harmonic structures that are deeply rooted 
in African musical traditions, and the storytelling and consciousness of Black communities globally 
reflecting their historical, cultural, and political and social experiences.

BPI: British Phonographic Industry, a trade organisation representing the interests of record companies 
in the UK and a member of UK Music.

Extrapolation: To estimate or infer something unknown by projecting from known facts or data. It can 
involve predicting future outcomes based on current trends, estimating a value outside of a known 
range in mathematics. 

Gross Value Added (GVA): The value of goods and services produced minus the cost of inputs and raw 
materials used in production.

Inflation: All figures are presented in nominal terms (not adjusted for inflation). The 30 years of 
nominal revenue (£30bn) is a total of historic, unadjusted figures, not a measure of today’s market 
size. Inflation adjustment is not needed for the purposes of this report.

Intersectionality: A framework for understanding how multiple aspects of a person’s identity, such as 
race, gender, class, sexuality, disability, and more, intersect and contribute to unique experiences of 
privilege and oppression. The term was coined by Kimberlé Crenshaw in 1989 to highlight how systems 
of discrimination do not operate independently but overlap, creating compounded effects.

 

Long tail: An economic model first popularised by Chris Anderson in 2004 which recognises the 
sale of micro quantities of many different items which can add up to a sizeable amount collectively. 
This became increasingly relevant in the digital, streaming, era in music with the routes to market 
effectively opened to anyone with a home recording set-up. However, as this can result in billions of 
streams or sales being recognised capturing this data meaningfully can require significant computer 
technology. 

Music genre: A classification system used to group pieces of music that share common characteristics, 
such as musical structure, instrumentation, rhythm, cultural origins, and stylistic elements.

Pay gap: In the UK there are two types; unadjusted and adjusted. The unadjusted pay gap refers to 
the difference in average (mean or median) pay between groups across the whole workforce, without 
accounting for role, grade, hours, experience or other factors. This is the measure used in UK statutory 
Gender Pay Gap reporting and referenced in this report. 

Adjusted pay gap is the pay difference after accounting for comparable factors such as job role, 
seniority, hours, education or experience. It shows like-for-like differences between similar jobs.

Systemic racism: discrimination or unequal treatment on the basis of membership of a particular 
ethnic group (typically one that is a minority or marginalised), arising from systems, structures, or 
expectations that have become established within society or an institution.

UK / British: It should also be noted we have used the term Black British throughout, British referring 
to anyone from the four nations within the UK. ‘UK’ is the formal and official name of the political union 
of Scotland, England, Wales and Northern Ireland, while ‘Great Britain’ is a broader geographical term 
referring to the people and culture of the island of Great Britain, and includes the people of Northern 
Ireland.
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