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OVERVIEW
This report was commissioned by the Night Time Industries Association (NTIA) to understand the economic
contribution and the cultural significance of the electronic music industry to the UK economy. It is led by
Audience Strategies, an agency that uses data to help artists and brands understand their audiences and the
trends they're driving.

Through data collection and analysis, we've quantified the electronic music industry's measurable economic
impact. Yet this figure represents only part of the story. Electronic music's broader influence—its role in
community building, cultural innovation, and social cohesion—extends far beyond what current
methodologies can capture. This report combines rigorous economic analysis with testimony from industry
professionals and artists, alongside academic research, to illuminate both the quantifiable contributions and
the immeasurable cultural value of UK electronic music.

GOALS FOR THIS REPORT
This report documents the UK electronic music industry’s economic contribution and examines the
structural challenges threatening its sustainability. This fourth edition not only updates our findings but
tracks how the industry is adapting—through format innovation, international expansion, and self-organised
support mechanisms—despite intensifying infrastructure pressures.

Our aim is to establish both the sector's measurable economic value and its broader cultural significance. We
quantify streaming dominance, venue and event infrastructure, and export revenues while documenting
what numbers alone cannot capture: the career pathways being built, the communities being sustained, and
the policy frameworks that enable—or constrain—growth.

The report examines electronic music across its full ecosystem: recorded music and publishing revenues,
nightclub economics, and the international touring circuits. We trace how audiences are transforming
participation patterns through free events, daytime programming, and alternative formats. We document
venue operators' innovations under economic constraint and artists' strategies for building sustainable
careers despite the "missing middle" in development infrastructure.

Crucially, we position UK electronic music within the international context. By examining policy frameworks
in the Netherlands, Germany, and Sydney that have delivered measurable results, we identify interventions
that have proven effective. The report's final chapter translates these insights into concrete
recommendations designed to preserve the infrastructure that has made UK’s second globally for electronic
music.

Ultimately, our goal is to inform policy dialogue with evidence. The industry shows capacity for
self-organisation and innovation. What's required is structural support enabling that resourcefulness to
scale sustainably.
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EXECUTIVE SUMMARY
UK electronic music generated £2.47 billion in measurable economic activity in 2025, up 3% despite
infrastructure contraction. While 823 nightclubs represent a 36% decline since March 2020, event
programming expanded 10.5% year-on-year, demonstrating audience appetite persists even as traditional
venues close.

The UK’s international positioning remains formidable. Thirteen artists rank in the global top 100, placing the
country second worldwide. The UK produces 11% of global electronic artists yet claims 15% of the top 500,
punching 1.3x above its weight. British artists command genres they invented—30.5% of global drum and
bass artists and 14.7% of dubstep creators are British. This international appeal drove exports to a value of
£86.8 million.

Yet global success masks domestic fragility. Mid-tier venues (500-2,500 capacity) constitute only 15% of
the infrastructure, creating career progression barriers. Artists face a 62-fold drop in average streaming
reach between established and grassroots tiers. Fair Play's analysis reveals 81% of registered producers earn
just 0-10% of income from royalties, with 64% of nightclub performance royalties misallocated through
attribution failures. Grassroots venues operate on 2.5% profit margins while operators earn £26,000 annually
working sixty-hour weeks.

Audiences haven't abandoned electronic music—they've transformed participation. Free events now
constitute 15% of programming, growing 34% year-on-year, even as the number of events priced below £5
dropped by 8%. Daytime programming surged 82% since 2022. Sober events saw 92% growth in interest,
reflecting shifts where nearly four in ten Gen Z adults abstain from alcohol entirely. Alternative spaces
proliferate—art galleries hosting events grew 83%, record shops 53%.

Regional transformation reshapes geographic concentration. The North expanded 93% from 3,879 events in
2022 to 7,482 in 2025, outpacing London's 45% growth. Newcastle's 72% year-on-year expansion indicates
decentralisation while maintaining 67% free event proportion versus London's 12.8%. Genre resurgence
proves remarkable: garage events quadrupled since 2022, jungle nearly quadrupled and bassline achieved a
commercial breakthrough.

International evidence reveals what coordinated policy achieves. Amsterdam's €2.2 million annual nighttime
economy investment transformed venue sustainability. Germany's 2021 reclassification of clubs as "cultural
institutions" unlocked tax relief and planning protections, with Berlin's scene generating £1.5 billion annually.
Sydney's 24-Hour Economy Commissioner transformed the city from 39th to top ten globally in nightlife
rankings within four years.

The industry displays self-organisation and innovation capacity. Industry-led voluntary funding
mechanisms, regional coordination networks, and format innovations demonstrate what electronic music
practitioners achieve with minimal support. Venue operators develop alternative business models as
promoters pioneer new programming formats responding to audience demand.

Tax policy reveals a competitive disadvantage. Britain's 20% VAT on cultural tickets represents triple the 7%
European average. Business rates reform emerges as the most urgent priority. The Agent of Change
principle has existed since 2018 but remains guidance rather than statutory law, limiting effectiveness.
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Yet beneath these structural challenges lies genuine cause for optimism. This report documents an industry
exhibiting remarkable resourcefulness. What's striking isn't fragility but resilience: people adapting formats,
pioneering events that match audience appetite, developing new business models, creating the
infrastructure that doesn't exist through sheer determination. The fundamentals work—audiences want to
participate, artists create world-class music, venues innovate against the odds. Whether structural support
catches up to industry innovation determines whether UK’s second-place global positioning strengthens or
erodes, but the resourceful people building this culture aren't waiting for permission to continue.

KEY FACTS 1

ECONOMIC CONTRIBUTION

— £2.47 billion: Total measurable economic activity generated by UK electronic music in 2025, up 3% from
the previous year

— £231.4 million: Combined recorded music and publishing revenues in 2025, up 8% from £215 million in
2024

— £86.8 million: UK electronic music exports in 2025, representing 8% growth from £81.3 million in 2024

INFRASTRUCTURE REALITY

— 823: Nightclubs operating in the UK in 2025, down from 851 the previous year—a 3% decline continuing
the 36% contraction since March 2020's 1,283 clubs

— 15%: Proportion of UK venue infrastructure in the critical mid-tier capacity range (500-2,500), creating
career progression barriers

— 2.5%: Average profit margin for grassroots venues in 2025 (up from 0.48% in 2024)

GLOBAL POSITIONING

— 2nd: UK's global ranking for electronic music artist development, with 13 artists in the top 100 according to
Viberate

— 72: UK artists among the world's top 500 DJs, translating to 1.03 artists per million
population—outperforming the US (0.27) and Germany (0.65)

— 30.5%: UK's share of global drum and bass artists, confirming dominance in genres invented here

ARTIST ECONOMICS

— 62×: Drop in average streaming reach between established acts (Tier 4: 667 million streams) and
grassroots artists (Tier 5: 10.7 million streams)

— 81%: Registered producers who report royalties constitute just 0-10% of annual income, according to Fair
Play analysis
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— 64%: Nightclub performance royalties misallocated through attribution failures (£5.70 million of £8.89
million available)

AUDIENCE TRANSFORMATION

— 10.5%: Year-on-year growth in UK electronic music events on Resident Advisor, from 29,499 in 2024 to
32,601 in 2025

— 15%: Proportion of UK electronic music events that are free entry—roughly one in seven—up from 12.4%,
representing 34% year-on-year growth

— 82%: Growth in daytime events since 2022, expanding nearly three times faster than nighttime
programming

— 92%: Surge in interest in sober events according to Eventbrite registration data

REGIONAL TRANSFORMATION

— 93%: Expansion in the North from 3,879 events in 2022 to 7,482 in 2025, outpacing London's 45% growth

— 72%: Newcastle's year-on-year event growth—nine times London's 8% growth

— 51%: Proportion of UK events occurring outside London for the first time in Resident Advisor datasets
spanning 2022-2025

— UK public music funding supporting non-classical/opera genres
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CONTRIBUTORS
This report was written by David Boyle, Rufy Ghazi, Ethan Holben, Charlie Palmer, Simon Jacobs of Audience
Strategies, an agency that uses data to help artists and brands understand their audiences and trends. But it
drew on contributions from a much wider group. The team also received support from Miles Shackleton,
COO, Toolroom Records.

This report draws on voices from across the electronic music ecosystem. Data analysts at NielsenIQ and
Viberate provided the quantitative foundations. Venue operators shared economic realities from
100-capacity basements to 10,000-capacity arenas. DJs and producers documented career pathways from
bedroom studios to international touring circuits. Night-time economy advisors from Amsterdam, Sydney,
Mexico City, and Tokyo offered comparative policy perspectives. Festival directors, booking agents,
managers, and cultural strategists contributed operational insight spanning grassroots to commercial scale.

The range of expertise reflects the report's dual mandate: measuring electronic music's economic
contribution whilst documenting the lived experience of those building, sustaining, and evolving the culture.
Where numbers establish scale and trends, practitioner testimony reveals the mechanisms—what works,
what's broken, and what's being built despite structural barriers. This combination of rigorous analysis and
frontline perspective aims to inform policy dialogue grounded in both evidence and operational reality.

First and foremost: Thanks to Michael Kill, CEO at Night Time Industries Association (NTIA) for his
leadership and guidance.

Thank you for the data and analysis provided by:

— CGA by NielsenIQ

— Chartmetric

— Viberate

— Resident Advisor

A heartfelt thank you to the following contributors for the insightful interviews and valuable perspectives.

— Aaron Trinder, Director "Free Party: A Folk History"

— Adam Moujahid, Manager, 285 Group

— Adem Holness, Head of Music for SXSW London

— Andy Edwards, Director of Research & Analysis, UK Music

— Arielle Free, BBC Radio, DJ & Broadcaster

— Ben King, Director & Lead Agent, Radius Agency

— Ben McCarthy, Founder, Lab.Club

— Ben Price, Grants & Programmes Manager, PRS Foundation

— Beth Cherry, Client Relations Specialist, Chartmetric

— Carly Wilford, DJ & Producer

— Cat Nguyen-Walker aka Faded Society, DJ, Event Producer and Promoter, Marketing Educator



CONTRIBUTORS 09

— Charles Green, Founder, Omni Artists

— Chris Hindle, Owner, XLR Manchester

— Cyndi Anafo, DJ & Promoter, Handson Family

— DJ RAP, Artist, DJ & Label Owner

— Dr Jo Twist OBE, CEO, BPI

— Eric Brünjes, Editor-in-Chief, Attack Magazine

— Freek Wallagh, Amsterdam's Night Mayor

— Gem Precious & Joe Atari, DJ & Producer

— Helking Aguilar, Mexican Nightlife Association (AMBADIC)

— Jayesh, Owner, The Last Arch

— Jeff Gray, Head of Music, Broadwick Live

— Jon Collins, Chief Executive, LIVE (Live Music Industry Venues and Entertainment) & LIVE Trust

— Kirsty McShannon, Chairperson, LIVE Trust and Founder & CEO, Azorra Limited

— Lewis G. Burton, Founder, INFERNO London

— Mark Davyd, Chief Executive Officer, Music Venue Trust

— Mark Walsh, Founder, ARTCH Studios

— Max Cooper, Music Producer

— Michael Rodrigues, New South Wales 24-Hour Economy Commissioner

— Miles Shackleton, COO, Toolroom Records

— MINA, DJ & Promoter, Club Soft

— Nick Stewart, Managing Director, Sneaky Pete's

— Rafael Pereira, Executive Trustee, IMX - India Music Exchange)

— Rodolfo Di Pinto, President of the Federation of Nightclub Entities of the Argentine Republic

— Sam Divine, DJ & Producer

— Sarra Wild, Cultural Curator, Music Producer, Sound Designer & DJ

— Scott Paterson, Manager, Ecce Management

— Silvana Kill, COO, Night Time Industries Association (NTIA)

— Simon Burke-Kennedy, Artist Manager, Bitter & Twisted MGMT

— Steve Sayer, Senior Vice President and General Manager, The O2 (AEG International)

— Surgeon, Music Producer & DJ

— Tak Umezawa, Director, Japan Nighttime Economy Association (JNEA)

— Tinu Adeshile, Founder, Soba 93
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— Tony Rigg, Music Industry Advisor and Founder, Lancashire Music Association

— Vivian Host, Music Journalist & Former Editor-in-Chief at VICE and XLR8R

— Wilf Metropolis, Promoter, Manager & DJ

— Yushy, Photographer & Author "Section 63: Underground & Unmasted - Documenting Underground
London Raves"

If you’d like to contribute to next year’s report in any way, please get in touch with
rufy@audiencestrategies.com.
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MICHAEL KILL
CEO, Night Time Industries Association

Electronic music is not a niche pursuit; it is a foundational pillar of the UK’s night time economy and one of
our most powerful global cultural assets. While its impact is often reduced to economic output, its true value
extends far beyond financial metric, supporting health and wellbeing, driving creativity, shaping global
identity, and offering aspiration and belonging to millions of people at home and abroad.

In 2023, electronic music contributed £2.47 billion to the UK economy, continuing a strong year-on-year
trajectory despite sustained pressures on the wider night time sector. The UK remains second globally for
festivals and is home to eight DJs ranked in the global Top 100, underlining our extraordinary density of
talent and influence. With £81.3 million generated in exports, electronic music remains one of the UK’s most
internationally successful cultural products, projecting soft power and cultural relevance across global
markets.

This success, however, is increasingly fragile. We are seeing clear market shifts, including the rise of free
parties, pop-ups and alternative formats. These are not simply stylistic trends; they reflect a sector
responding creatively to the loss of formal, licensed spaces. At the centre of this challenge sits the “missing
middle” problem. Small-to-mid capacity venues, critical environments where artists develop, audiences
grow, and scenes matur, now make up only a fraction of the UK’s night time infrastructure. The result is a
widening gap between grassroots creativity and established success, undermining artist progression and
long-term sustainability. Rising operational costs, planning constraints and licensing pressures continue to
accelerate this decline.

Yet the past year has also demonstrated what is possible when investment frameworks recognise the
cultural value of electronic music. Targeted funding through the LIVE Trust has supported grassroots
venues and promoters at moments of acute need. Arts Council England has backed innovative electronic
music projects that blend artistic excellence with community impact, while PRS Foundation funding has
enabled emerging electronic artists to create, collaborate and tour, often at pivotal points in their careers.
These interventions show that strategic support can unlock resilience, innovation and growth across the
ecosystem.

Internationally, the direction of travel is clear. Amsterdam’s €2.2 million annual investment in its night time
economy, Berlin’s recognition of clubs as cultural institutions, and Sydney’s transformation into a 24-hour
city are not abstract ideas, they are proven policies delivering economic, cultural and social returns. The UK
must act with similar intent.

Electronic music is a catalyst for wellbeing, creativity and global connection. It nurtures talent, fuels allied
industries, and defines the UK as a modern, outward-looking cultural force. Protecting and investing in this
sector is not optional, it is essential to the future of our night time economy and the UK’s standing on the
world stage.
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FINLAY JOHNSON
CEO, Association for Electronic Music (AFEM)

As the CEO of a trade body with members across the world, one of the aspects I love most about the genre is
the subjective nature of what the music, scene, and industry represent and consist of. At times when I speak
with members, it is clear that when they think of electronic music, they picture an illegal warehouse, no
phones, and a few hundred die hard dancers with DJ’s taking creative risks. For others, the pinnacle of
success is fireworks over the Tomorrowland main stage in front of tens of thousands, while a commercial
radio hit plays in the background.

The truth is the genre is both of these experiences and business models at the same time. However, what is
rarely offered up as an aspiration is people from all over the world making a regular and modest living from
the many roles tied to performing, making, and enjoying electronic music.

It is this middle tier that I believe we should be looking to support and expand. More people making a
sustainable living from the genre allows for more experimentation, more music, more art, and ultimately
more joy, alongside the economic benefits of a larger and more resilient creative sector.

The electronic music sector contributing £2.47 billion to the economy is incredible, as long as we ensure this
value is spread across a broader artistic community from different backgrounds, more people have more
space and time to take artistic risks and build businesses.

I am genuinely encouraged by signs of progress, the first recipients of LIVE Trust funding show that
collective action is possible when the right frameworks exist.

Our mission is simple: to help as many people in the sector as possible by sharing knowledge freely without
gatekeeping (from advice on marketing music to best practice for emerging promoters), and to encourage
those with influence and power to lift others up and participate in collective action for the greater good.
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DAME CAROLINE DINENAGE MP
Chair of the House of Commons Culture, Media and Sport Committee

The UK’s fantastic electronic music industry is an irreplaceable part of both the British music scene and our
country’s rich cultural heritage. But despite being integral to both local communities and the wider music
ecosystem, we know that many nightclubs and small venues are facing uncertain futures.

As MPs, and through the Culture, Media and Sport Committee’s fan-led review of live and electronic music,
we’ve heard first-hand from artists, promotors, venue operators and audiences of the challenges that the
sector faces day in day out. Business rates, an inflexible planning system and a lack of appropriate heritage
recognition are all ramping up the pressure on venues that have been operating on tight margins for a very
long time. Such barriers not only affect existing clubs, but they can also stifle entrepreneurs and innovators
who want to establish new venues and turn unused spaces into long-term cultural assets.

Progress has been made with the voluntary levy on stadium and arena tickets to support the grassroots, but
venues up and down the country are still falling silent at an alarming rate. There clearly is more that both the
Government and industry can do to protect the electronic music industry and ensure venues and the wider
sector can be sustainable and thrive long into the future. This report comes at a vital time, it’s time to dial up
the volume on the case for action.
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LAURA LUKANZ
Head of Music Industry , Amazon Music UK

Electronic music has always evolved at a rapid pace. It exists at the intersection of creativity, community, and
technology, constantly innovating to produce new scenes and genres every year. On dancefloors around the
world, artists test new musical styles while audiences find belonging and reconnect with music’s deep roots.
These spaces, be they clubs, festivals or DIY venues, are where electronic music cultures coalesce and
evolve.

At Amazon Music, we believe that progress starts with listening: to artists, to the industry, and to the
communities that have built this culture from the ground up. The NTIA Electronic Music Report plays a vital
role in that process. It offers a holistic view of where electronic music stands today, highlighting both its
cultural and economic value, as well as the challenges that threaten its future if left unaddressed.

This report gives us an opportunity to pause and reflect at a pivotal moment. It details evolving audience
behaviours, developments in music technology, and the realities facing venues, festivals, and creators. More
importantly, it helps frame the conversations we need to have to ensure electronic music remains
sustainable, inclusive, and resilient in the years ahead.

We are proud to support the 2026 Electronic Music Industry Report and grateful to the Night Time Industries
Association, artists, promoters, venue operators, policymakers, and researchers who contributed to this
year’s report. We hope these insights both inform and inspire action.
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THE NUMBERS
DON'T LIE
UK electronic music generated £2.47 billion in measurable economic
activity in 2025—up 3% from the previous year. This chapter maps the
economic contribution, international positioning, and structural
transformation of an industry that continues to grow despite the
contraction of its physical infrastructure.

£2.5bn
economic
contribution

823
nightclubs
remain

72
artists in
global top 500

8%
export
growth
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THE NUMBERS DON'T LIE
UK electronic music generated £2.47 billion in measurable economic activity in 2025—up 3% from the
previous year. This figure measures recorded music sales and streaming, nightclub attendance and
spending, festival ticket sales, and concert revenues across Britain.

823 nightclubs operate across Britain, down from 851 the previous year and continuing a decline that's seen
venue numbers drop 36% since March 2020's 1,283 clubs. These may seem like contradictory stories, but
they're actually different parts of the same transformation, with audiences adapting how, when, and where
they participate.

The international positioning tells an optimistic story. 72 UK artists rank among the global top 500 DJs
according to Viberate's data—a rate of 1.03 artists per million population indicates remarkable effectiveness
in cultivating internationally successful artists. This outperforms the United States (0.27 per million) and
Germany (0.65 per million). The Netherlands' 2.10 per million offers a benchmark of what's achievable with
sustained cultural investment.

UK PUNCHES ABOVE ITS WEIGHT
The UK over-performs in developing top-tier electronic music talent, claiming 15% of the global top 500
artists despite producing only 11%[2] of the total global electronic artists, punching 1.3x above its weight and
highlights its success in nurturing elite talent. Thirteen UK electronic artists rank in Viberate's algorithmic
global top 100, placing Britain joint-third with the United States, behind only the Netherlands (thirty-eight)
and Germany (eleven).

These numbers translate to genuine international reach. The thirteen UK artists in the top 100 have
generated 1.7B YouTube views in the past 12 months whilst maintaining 22.3 million Instagram followers
across those territories—audiences built through decades of touring, releases, and cultural influence. When
comparing streaming dominance between major markets, UK artists show measurable advantages. UK
artists average airplay in 19.8 countries compared to Germany's 15.4, representing a 29% wider international
reach[3], illustrating their stronger presence in the global market.

DJ Mag's Top 100 DJs 2025 poll[4]—which attracted record-breaking voting numbers—reinforces UK
electronic music's global standing. Noteworthy artists included Calvin Harris (#16, up 6 places), Carl Cox
(#25, up 6), Jamie Jones (#27, up 3), and Fred Again.. (#33, down 5). Michael Bibi debuted at #48 as the
highest new entry, marking an inspiring return following a hiatus, while James Hype's climb to #52 (up 5
places), exemplifying the UK's capacity to develop commercially successful electronic artists across multiple
sub-genres.
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British artists maintain commanding positions in genres invented or developed here. Analysis of global artist
populations shows UK representation at 30.5% in drum and bass and 14.7% in dubstep. Tech house sees UK
artists representing 11% of the global total, with house music at 10.9%.[5] These genres drive substantial
international consumption—globally recognised music with British origins embedded in their structure.

Digital platforms corroborate this UK-originated genre resurgence. Streaming data shows drum and bass
and jungle consumption up 94% since 2021. SoundCloud shows UK garage uploads increased 100%. TikTok
documents speed garage video views rising 183%. Beatport's genre rankings show drum and bass climbing
from sixth to third most popular genre.

These globally recognised sounds with British DNA embedded in their structure, driving substantial
international consumption confirms that UK electronic music's creative influence extends far beyond
domestic markets.

This global digital consumption reflects domestic programming reality. UK electronic music events listed on
Resident Advisor grew 10.5% year-on-year, from 29,499 in 2024 to 32,601 in 2025.[6] This growth
encompasses multiple genres, with some showing extraordinary expansion from 2022 baselines. Garage's
share of UK events quadrupled from 1.6% to 7.3% since 2022; jungle nearly quadrupled (1.2% to 4.6%), and
hardcore did the same (0.4% to 1.7%).
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"The underlying strength of British music, reflected in its global
commercial success and cultural power, is its creative breadth

and depth across different genres and musical styles, fed by
artists from all backgrounds and parts of the country."

— Dr Jo Twist OBE, CEO, BPI

EXPORT POWER AND INTERNATIONAL REVENUE
UK electronic music exports reached £86.8 million in 2025, representing 8% growth from 2024's £81.3
million. UK artists' international recorded music generated £57.3 million in 2025, up 7% from the previous
year, whilst international music publishing contributed £29.5 million. Domestically, recorded electronic
music in the UK reached £95.4 million, up 8% from £88.3 million in 2024. Music publishing in the UK hit £49.1
million, also up 8% from £45.5 million. The recorded music total across all categories—UK sales, UK
publishing, international recorded music, and international publishing—reached £231.4 million in 2025, up
8% from £215 million the previous year.[7]

Category 2024 (£m) 2025 (£m) Growth (%)

International recorded music 53.6 57.3 7%

International music publishing 27.7 29.5 7%

UK recorded music 88.3 95.4 8%

UK music publishing 45.5 49.1 8%

Total exports 81.3 86.8 8%

Total (all categories) 215 231.4 8%

These export figures translate to genuine global touring infrastructure. Carl Cox demonstrates the breadth
possible: 95.1% of his audience sits outside the UK, concentrated in Mexico City, Santiago, and Buenos Aires.
Disclosure maintains 85.5% international audience with Mexico City, Sydney, and Melbourne as top non-UK
markets. Bonobo also shows 85.5% international reach through Sydney, Melbourne, and Berlin. Fred again..
exemplifies rapid international scaling: 77% of his streaming audience sits outside the UK, with Australia as
his largest market.[8]

Australia emerged as the dominant export market across the sector. Analysis of UK electronic artists'
international audiences shows Sydney and Melbourne appear in the top three non-UK cities for over 80% of
UK electronic acts. This Commonwealth connection—cultural familiarity combined with
eight-thousand-mile distance—creates touring circuit relationships enabling UK artists to build sustained
careers in territories far beyond European reach.
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Calvin Harris, who is also the wealthiest DJ in the world[9], exemplifies UK export success at maximum scale:
with airplay in 155 countries, making him the UK's most-streamed electronic artist globally and ranking as
the highest-placed UK artist globally at number 2.[10] His consistent presence across multiple major
markets—including the United States, Australia, France, Brazil, and India shows how sustained career
development translates to commercial success across continents.

INDUSTRY-LED SUPPORT MECHANISMS
The LIVE Trust, launched in January 2025, presents a case for industry’s capacity for self-organisation when
frameworks enable it. The industry-led funding organisation collected over £500,000 in voluntary
£1-per-ticket contributions by April 2025. By late 2025, 28% of qualifying tours had integrated the
contribution, with first grants distributed in January this year following a year-long infrastructure
development.

The Trust operates through voluntary commitment: a collective decision is taken by artists, venues,
managers, agents and promoters to add £1 per ticket, directing funds toward grassroots venue support.
Current pledges exceed 3.5 million tickets, though Collins acknowledges implementation complexities.
Governance has also expanded from three initial trustees to eleven industry professionals spanning
promoters, managers, venue operators, and cultural leaders including Adam Holness from SXSW London
and David Lang from Glasgow Life.

“We feel this is going to enable direct intervention in ways our
usual policy and industry engagement work cannot—which is

going to be really satisfying”

— Jon Collins, Chief Executive, LIVE & LIVE Trust

Major 2025 tours now carry the pound contribution as standard practice, normalising grassroots support as
an operational investment rather than charitable addition. The model proves what collective action achieves
when frameworks enable voluntary participation at scale—proving the sector can build its own support
mechanisms if given the structural conditions to do so.

REGIONAL TRANSFORMATION: THE NORTH IS RISING
For the first time in available Resident Advisor datasets spanning 2022–2025, events outside London
marginally exceed those in the capital: London accounts for 49% of the 101,145 events analysed across 2,714
venues, with the rest of the UK at 51%.
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The North shows the strongest relative growth, expanding 93% from 3,879 events in 2022 to 7,482 in
2025—outpacing London's 45% growth and the 53% platform average. This represents genuine market
share gains rather than simply rising with the tide. Northern Ireland also outperformed (+68%), while
Scotland (+33%), the Midlands (+19%), and other regions grew more slowly than the platform average.[11]

Scotland remains dominant in absolute terms—Edinburgh's Sneaky Pete's hosted 1,485 events over the
period, more than double any Manchester venue—but its growth has been steady rather than explosive.

Manchester exemplifies rapid northern expansion through new venue emergence. Five venues now exceed
400 events over the four-year period: The White Hotel (690 events), Soup (614), Stage and Radio (609),
Eastern Bloc Records (506), and XLR (505). Eastern Bloc Records—primarily a record shop—hosting over
500 events shows how venues blur traditional boundaries between retail, community hub, and performance
space.

Leeds maintains its own distinct scene, with Distrikt hosting 566 events and Headrow House 343. Liverpool's
24 Kitchen Street contributed 431 events, with Meraki hosting 359, establishing how provincial
infrastructure develops its own character.

This regional shift creates opportunities but also highlights where infrastructure could be strengthened
further. Transport connections, licensing frameworks, and media visibility remain concentrated in London
while the North's market share continues to grow. Four years of sustained growth in northern England
suggests structural change rather than temporary redistribution—though Scotland's established
infrastructure shows that regional strength takes different forms.
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The Night Time Industries Association's "The Last Night Out" campaign, launched in September 2024,
issued a stark projection: if current closure rates continue, December 31, 2029, will mark the extinction of UK
nightclub culture as we know it. Michael Kill, CEO of NTIA, warned: "We are witnessing the systematic
dismantling of the night-time economy. Our industry is not just about entertainment; it's about identity,
community, and the economy." According to NTIA's Q2 2025 Night Time Economy Market Monitor[12], the
late-night sector (post-11pm venues including nightclubs) has contracted 26.4% since March 2020—over
800 venues closed in five years.

This closure pattern affects electronic music infrastructure disproportionately, with 26% of UK towns now
having no nightclubs at all—creating "night-time deserts" across the country.[13] The overall night-time
economy remains 13.6% smaller than March 2020 levels despite a modest 0.2% growth in the year to March
2025. The impact stems from prolonged economic challenges, increasing regulatory pressures, and lack of
support. Yet operators are adapting through remarkable resourcefulness: developing alternative business
models, hybrid programming merging daytime and nighttime functions, and new governance structures to
maintain viability where traditional approaches prove unsustainable.

WHAT THE NUMBERS MEAN
£2.47 billion of economic impact confirms electronic music's position as substantial within Britain's music
economy, with 3% year-on-year growth showcasing resilience, and international positioning maintained
with thirteen UK artists in Viberate's global top 100 and £86.8 million in exports.

These numbers establish what UK electronic music contributes economically and culturally. Whether that
contribution merits policy consideration involves broader questions about how the government supports
creative industries—questions ultimately answered through political dialogue rather than data alone.

What the evidence suggests is a gap: between the UK’s global influence and the policy recognition it
receives, between the billions in economic activity it generates and the frameworks supporting its
infrastructure. The talent exists. The audience appetite persists. Whether the structural conditions enable
both to thrive sustainably remains an open question that the following chapters explore.
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FRED AGAIN.. – THE £X MILLION
QUESTION MARK
Fred again.. has accumulated billions of streams across major platforms, with over 75% of his listeners being
outside the UK, particularly in Australia. He has sold out arenas globally, maintained touring infrastructure
spanning multiple continents, and established himself as one of contemporary electronic music's
breakthrough successes.

Yet his actual economic contribution to UK electronic music exports remains fundamentally unknowable
and unmeasurable through available data systems. Streaming platforms operate behind proprietary
algorithms and refuse to publish per-artist payment rates or detailed revenue structures. Touring fees stay
strictly confidential within booking agreements. Record deals involve non-disclosure agreements
preventing public disclosure of revenue splits and retention percentages. Publishing arrangements add
additional opaque layers.

The calculation sits permanently incomplete with every significant variable hidden behind commercial
opacity protecting competitive interests across the entire music industry ecosystem.

MEASURING THE UNMEASURABLE
What makes Fred's case particularly instructive isn't merely his individual success—remarkable though it
certainly is—but rather what his fundamentally unmeasurable impact reveals about the entire electronic
music sector's true economic contribution to UK exports and cultural influence. At approximately £0.003
per stream average rates, his 6.4 billion streams might theoretically generate £19.2 million in streaming
revenue alone, but his actual retention depends entirely on contracts and commercial arrangements we
cannot access or verify.

Touring income varies wildly across different markets, contexts, and negotiation outcomes. Headline festival
slots might command anywhere from £50,000 to £500,000 depending on festival scale, geographic
territory, and negotiating leverage. Arena shows employ substantial local crews, provide crucial support slots
for emerging artists, and generate considerable ancillary spending on hotels, restaurants, and local transport
infrastructure. Standard economic multipliers suggest every 10,000 attendees inject over £1 million into
local regional economies through accommodation, dining, and related spending. Fred's multiple UK tours
likely generated millions in regional economic impact, completely separate from his personal earnings or
label revenue.

The £86.8 million export figure represents measurable activity successfully tracked through documented
official channels like record sales, published festival appearances, and formal licensing agreements with
transparent reporting. But if a massively successful artist generating billions of verified streams cannot have
his economic impact calculated with reasonable confidence, how much economic activity across the entire
sector similarly evades formal measurement systems and official statistics? His empty calculation brackets,
multiplied across hundreds of internationally successful UK artists producing and touring globally, reveal
how measurement limitations create systematic understatement of electronic music's true value.

The £2.47 billion total economic impact and £86.8 million exports are genuine, defensible, and conservative.
The data we lack suggests these figures represent documented minimums rather than comprehensive
accounts of electronic music's true economic contribution to UK economy, employment, and international
cultural influence.
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THE VENUES
SPEAK
823 nightclubs remain across Britain, down 36% since March 2020. This
chapter examines the infrastructure under pressure, the economic
realities of venue operation, and the innovation emerging from
constraint—from hybrid programming to alternative business models.

823
nightclubs
remaining

36%
decline since
March 2020

2.5%
average venue
profit margin

£26k
operator annual
earnings
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THE VENUES SPEAK
When Max Dean played his first show at Phonox in South London, approximately 200 people turned up.
Broadwick Live lost money on the night. Five years later, Max Dean sold out Drumsheds at 10,000 capacity
with international ramifications following. "That was the result of having that channel, that conveyor belt,
which resulted in everyone doing very well," explains Jeff Gray, Head of Music, Broadwick Live. This is what
the UK's electronic music ecosystem looks like when it functions: patient investment, sequential scaling
through 200 to 500 to 2,000 capacity venues, culminating in stadium-level success.

Max Dean's trajectory proves the model works. What's uncertain in 2026 is whether enough infrastructure
remains for the next generation to make that same climb.

THE INFRASTRUCTURE UNDER PRESSURE
The UK operated 823 nightclubs in 2025, down from 851 the previous year—a 3% decline continuing the
trajectory that's seen venue numbers drop 36% since March 2020's 1,283 clubs.[14] Closure attribution
analysis shows 44.2% cited financial issues, 27.8% mentioned operational challenges, and 14% attributed
closure to eviction or redevelopment. Financial instability and operational struggles are interconnected:
financial strain leads to operational difficulties, which in turn exacerbate the financial unsustainability.

Yet evidence of resilience appears throughout the infrastructure. Since mid-2024, Shoreditch has
experienced notable venue openings: Unlocked opened, and XOYO underwent an ownership change with
considerable investment. "There is a success story of growth, of new venues opening in London," observes
Adem Holness, Head of Music, SXSW London. Drumsheds became Europe's biggest club following
Printworks' closure, selling out programming and demonstrating continued market demand.

“There is a success story of growth, of new venues opening in
London, and of some investment going into those venues as

well. It's important to be celebrating that. Since our last festival
in June last year, there's already new venues in the area

(Shoreditch). Unlocked has opened, which we're hoping to
collaborate with. XOYO's just had new ownership and they're

investing in developing that”

— Adem Holness, Head of Music, SXSW London

The mid-tier capacity range presents documented barriers to progression. Tony Rigg, Music Industry
Advisor and Founder, Lancashire Music Association, describes Preston's venue infrastructure bluntly: "If you
look in Preston, the venues go from 200-350, to 1,500. How do you move from one to another? What can
you do if the infrastructure doesn't exist?"
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Pre-pandemic, Preston maintained venues at 400-600 capacity—providing some stepping stones—but
even then, "there was still a big jump" to 1,500. The pandemic removed these intermediate steps entirely.
Rigg identifies the consequences as a "vicious cycle": sparse infrastructure drives talent to cities, which
further erodes the local market, making investment even harder to justify. Breaking this pattern, he argues,
requires deliberate intervention—treating provincial infrastructure as worthy of the same support that
metropolitan scenes receive organically through density and capital access.

“Since Covid, that kind of safe middle tier DJ kind of
disappeared. You always had a headliner, somebody in the

middle - whether a good resident or good guest - and then that
up-and-comer. That was always a three-person balance. That

middle tier bracket was always really interesting, always fun.
But with venues closing and the pressures on venues, they

need to get it right. They need those bigger names”

— Scott Paterson, Manager, Ecce Management

Electronic music's scalability advantages—DJ sets requiring minimal staging, single-artist performances
versus full bands—partially offset infrastructure losses that devastated guitar-driven genres over the past
decade. Yet this production efficiency creates false confidence: fewer visible casualties don't mean the
pipeline functions. The same venue closures eliminating guitar band development pathways are now
affecting electronic artists, simply with a lag time that masks the severity until emerging talent finds
nowhere to develop.

"We need the big clubs. We need the small ones. It's an
ecosystem. They feed into each other. If the grassroots close,

where do the next headliners come from?"

— Sarra Wild, Cultural Curator, Music Producer, Sound Designer & DJ

THE ECONOMIC REALITY
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The closure of Bath Moles in 2024, an iconic venue operating since 1978, illustrates the situation facing many
music venues and nightclubs. According to Mark Davyd, Chief Executive Officer of the Music Venue Trust,
the venue lost £400 and £800 on its final two nights, despite being sold out. Even with maximum
attendance and bar revenue, third-party costs—including rent, VAT on tickets, business rates, and energy
costs—exceeded total income. This shows that even optimally run venues cannot overcome cost burdens.

The structural disadvantage extends beyond immediate cost pressures. Silvana Kill, Chief Operating Officer
of the Night Time Industries Association (NTIA), identifies how market evolution favours large operators:

"The larger corporates have drilled more into event spaces. It's
almost like festivals with a roof. Smaller independent venues

that used to be more niche and a bit more cool are now
struggling because by extension they're limiting their offering,
and they also need to evolve, but they don't have the money to

do that. These big corporates can forward plan and have access
to investment. 85% of the industry is made up by

independents—these are the ones that really need that
support."

— Silvana Kill, Chief Operating Officer, Night Time Industries Association (NTIA)

This 85% independent composition creates fundamental vulnerability—the majority of venue infrastructure
lacks capital access enabling adaptation to evolving audience expectations and format innovation.

Escalating cost pressures are affecting the electronic music industry, but business rates are cited by those in
the field as the most significant structural barrier. Kirsty McShannon, Chairperson, LIVE Trust and Founder
& CEO, Azorra Limited, emphasises the critical nature of this issue, stating that a regulatory change to
business rates "would have the most immediate impact on the survival of not only electronic music venues
but all music venues." Post-Budget 2025, rates remain "essentially a tax on the building, not on how a venue
actually operates." Revaluation increased rateable values and temporary reliefs were withdrawn, creating
higher bills even as margins compress.

Chris Hindle, owner of XLR Manchester, identifies rates alongside alcohol duty as receiving insufficient
policy attention: "Nobody actually talks about the increase in alcohol duty. You go to places like Spain or any
other European country, you see how cheap the alcohol is. Over here it's disgustingly priced." Traditional bar
economics prove unsustainable even when venues sell out nightly. A £2,000 bar take minus 20% VAT
(£400) minus 20-30% stock costs minus staff wages yields only £500-600 profit—adequate only if sold out
consistently, which no longer occurs. For electronic music venues managing elevated licensing, security,
noise attenuation, and insurance costs, rates alongside rents represent "the most inflexible cost and can be
the factor that makes a venue no longer viable."
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Operators are having to reimagine venue economics through forceful adaptations. Nick Stewart, Managing
Director, Sneaky Pete's, who has run the venue for eighteen years, describes the fundamental tension facing
small venues with characteristic bluntness: "People want it, you want to supply it, they will pay for it, but it still
takes so much to make it work." The 100-capacity venue has always opened seven nights a week, and along
with live gigs and daytime clubs it packs in over 600 shows a year. "We peaked in terms of how much money
we can make at Sneaky Pete’s alone ten years ago," Nick explains, "and I'm just trying to keep that steady,
make sure things run, then on top of that we have events in other venues across Edinburgh and Glasgow"

“The bit that I think is a global phenomenon is just how much
at-home and on-demand entertainment has shifted the

landscape. That impacts you if you are a venue operator, and
why you're seeing this rise of 24-hour economy thinking.

At-home entertainment feels cheap, it is reliable, it is safe in
your own mindset, and you don't have to touch your credit card

very often because it's all thumb-printed. The going-out
experience, in contrast, can be complicated, can be expensive”

— Michael Rodrigues, New South Wales 24-Hour Economy Commissioner

Licensing frameworks impose operational constraints extending beyond immediate compliance costs.
MINA, DJ & Promoter, Club Soft, attended licensing hearings supporting the South London venue, The Last
Arch's application after initial refusal, witnessing the venue "jump through like a million hoops" to prove
conscientiousness despite clear commitment to safety and neighbourhood well-being. The Last Arch’s
owner, Jayesh, spent "nearly two years trying to find a suitable space", facing structural barriers where
landlords "hear 'club' and immediately think nuisance and say no." The venue ran approximately twenty
events on Temporary Event Notices, documenting decibel readings around nearby residential areas to
display operational viability before securing permanent licensing approval.

Sara Wild, DJ and cultural organiser in Manchester, identifies licensing restrictions creating regional
disparities: "Club opening hours make people leave at the same time across the country. London's the only
place where you can stay out beyond 3 am. You only get 4-5 am licenses if you're a club that can essentially
pay the council a lot throughout the year." Even Sub Club, Scotland's most established electronic music
venue, closes at 4-5 am—a lot earlier than European equivalents. This standardised closing concentrates
street dispersal, creating noise and anti-social behaviour issues that licensing frameworks are obviously
meant to prevent.



REGIONAL REALITIES: BEYOND LONDON

02 THE VENUES SPEAK 29

Manchester experiences intensifying venue concentration at the large-capacity end. The city's weekend
programming increasingly centres on venues operating at 4,000-10,000 capacity, creating pressure
throughout the ecosystem. When major venues dominate Friday and Saturday slots during peak periods,
mid-tier operators face intensified competition for audiences, artist bookings, and the limited calendar
windows when people actually go out.

This creates direct competition for venues operating at 200-400 capacity, with operations working at
entirely different scales. The large venues serve essential functions, but concentration at the top amplifies
difficulties for smaller venues trying to secure artists who could profitably play rooms of that size, all the
while building careers toward those larger stages.

Preston and Lancashire face a provincial-metropolitan infrastructure imbalance. Tony, Music Industry
Advisor and Founder, Lancashire Music Association, positions the challenge: "The transport networks are
really good from the provinces to the cities, but they're really bad around the provinces." This creates a
unidirectional cultural flow where provincial residents travel to cities for nightlife rather than sustaining local
scenes. Lancashire remains "really barren of nightclubs and dance floors", particularly for venues that rely on
electronic music, due to the size of the marketplace relative to cities. Provincial markets lack critical mass for
specialist programming that thrives in urban contexts.

Mark Walsh founded ARTCH Studios in Preston as a multi-purpose venue hosting dance classes, political
rallies, raves, art installations, and circus community gatherings. "Without the nighttime economy, we'd
have gone bust. With daytime classes alone, we'd have gone bust," Walsh states. The railway arch venue
operates as a "blank canvas event space", enabling diversity that sustained year-one survival. ”As a hybrid
venue, it works." This adaptation represents both entrepreneurial innovation and pragmatic desperation,
with Preston's small-city context creating "bigger fish ina small pond" opportunities compared to saturated
metropolitan markets.

Edinburgh maintains a distinct scene character through venues like Sneaky Pete's, though facing parallel
economic pressures. Nick, Managing Director, Sneaky Pete, relocated the DJ booth to dancefloor level 10
years ago, creating an intimate environment where performers "stand on that level with the crowd" rather
than elevated stages promoting spectacle-oriented consumption. Established artists particularly appreciate
this setup, with Erol Alkan securing annual residencies (two shows yearly, expanding to four in 2026). The
floor-level booth becomes a powerful point of differentiation for a 100-capacity venue competing against
stadium shows, offering an authentic club experience that larger commercial spaces cannot replicate.

Cornwall's geographic isolation produces creative benefits through the Eel collective's DIY infrastructure.
Annie Hockeysmith describes operating from a *Winnebago* bus and accessing Falmouth University Share
Drive for music distribution: "Cornwall's amazing as a base but sometimes you feel the urge to go out
exploring into cities. People come and go but Cornwall doesn't really leave them. It's a phenomenon that
makes Eel perhaps the most isolated collective in the world—but coming back to party is the only thing that
matters." Living costs enable creative sustainability difficult to achieve in London: "That's why we came
down here. It's beautiful, we could get a caravan quite cheaply and have this creative lifestyle. We never
went to London because we couldn't afford it."
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“Unlike the large-scale festival culture of the US, the UK
maintains a strong network of clubs and a vibrant underground
scene. Argentine artists like Hernán Cattaneo, Nicola Cruz, and

Inda Jani fuse folklore with British electronica, drawing on the
experimentation of British artists like Burial and Aphex Twin.”

— Rodolfo Di Pinto, President of the Federation of Nightclub Entities of the Argentine Republic

International comparisons suggest both UK policy advantages and remaining gaps worth examining. Mexico
is dealing with a much larger informal venue problem than the UK. Helking Aguilar from Mexican Nightlife
Association (AMBADIC) describes approximately 40-50 clandestine parties occurring every weekend in
Mexico City alone, ranging from 100-person gatherings to events for 2,000-3,000 people. These
unregulated events operate entirely outside safety frameworks—no emergency exits, fire safety, age
verification, or alcohol quality control—creating severe public safety risks. Government policy creates a
harmful incentive by heavily regulating formal venues while neglecting informal ones, which effectively
directs consumers toward unsafe alternatives.

Japan confronts gentrification pressures without policy mechanisms protecting cultural infrastructure. Tak
Umezawa, Director, Japan Nighttime Economy Association (JNEA), explains that venues face similar rent
increases, forcing closures, yet Japan lacks an agent of change principle equivalent. Venue protection
requires coordinated advocacy across the Agency for Cultural Affairs (governing cultural policy) and the
Ministry of Land and Transportation (handling urban development). Achieving inter-ministerial agreement
that balances the economic benefits of urban development with the protection of cultural assets remains
challenging.

Both contexts illuminate UK positioning. Britain possesses the agent of change principle enshrined in the
National Planning Policy Framework since July 2018, though remaining guidance rather than statutory law.
The 2024 Culture Select Committee recommended it be put "on a statutory footing at the earliest
opportunity." Mexico's informal venue proliferation and Japan's absence of cultural protection frameworks
showcase how UK infrastructure—despite pressures—operates within more developed policy contexts than
many international markets.

INNOVATION UNDER CONSTRAINT
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“Our philosophy is: we might do a poster for the first six months
with everyone who's playing, but not saying when they're

playing. You just turn up and there'll be a poster on the wall with
the times if you choose to look. And if you don't choose to look,

come and listen to some good music”

— Wilf Metropolis, Promoter, Manager & DJ

XLR Manchester implemented a bring-your-own-booze policy in September 2025, responding to "rising
costs in terms of alcohol duty." Owner, Chris, calculates that £2,000 ticket revenue produces equivalent net
profit to the traditional bar model but with more predictable costs and reduced financial risk. The model also
appears to "promote responsible drinking" by eliminating pre-drinking behaviour, instead spreading
consumption across four to five hours inside the venue. Police attendance on opening night anticipated
problems, but officers admitted surprise at reduced alcohol consumption levels.

The BYOB approach can operate successfully in student areas like *Manchester's Fallowfield/Withington* or
*Leeds' Headingley*, but Chris acknowledges limitations: "As you get more towards big city centres, your
rent's bigger, you've got rates to pay—this concept is not going to work." The 200-capacity venue operates
in a student-dense neighbourhood where lower rents and rates enable ticket-revenue-only economics,
impossible for larger city-centre venues with substantial fixed costs.

The Last Arch demonstrates underground-to-licensed transition preserving ethos. Owner Jayesh operated
underground parties for five to six years before opening a fully licensed venue, maintaining a "low key and
intentional" approach throughout. Underground experience taught fundamentals: "Get the sound right,
keep people safe, basic lighting, drinks and a place to dance. That's always been the formula." The venue
preserves a stripped-back philosophy despite legal operation, positioning itself as a "no-cocktail, no-VIP
space. The focus is sound first, properly tuned and treated."

INFERNO London addresses marginalised community access through staggered entry pricing innovation.
Lewis G. Burton implemented sophisticated time-based pricing (cheaper pre-midnight through increasing
tiers), addressing multiple systemic dysfunctions: venue bar revenue loss during the first two hours, door
staff overcrowding during the 12-1 am rush, accessibility for mid-income attendees, and ageing community
members wanting 10 pm-1 am participation without all-night commitment. This intervention evolved the
traditional "cheaper before midnight" model into granular pricing, relieving pressure points whilst expanding
access.

Community Interest Company conversions represent structural transformation in venue governance. One in
three grassroots music venues operated as Community Interest Companies in 2024, up from one in
thirty-four in 2014. This legal structure positions venues as community assets rather than purely commercial
operations, potentially accessing different funding streams and displaying social purpose beyond profit
maximisation. The conversion trajectory suggests operators increasingly recognise traditional commercial
models cannot sustain grassroots cultural infrastructure under current conditions.
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Partisan Collective Manchester and Bonjour Glasgow exemplified DIY cooperative venue models before
facing closures. Both operated fully non-profit with ownership by membership, implementing safer spaces
policies and booking regulations prioritising local and queer DJs. Bonjour provided space free to community
groups and skill-sharing initiatives, funded by parties, yet still maintained accessible ticketing, including free
entry for anyone unable to pay. These venues demonstrated viable alternatives to traditional hierarchies
until COVID-19 and cost pressures eliminated operational sustainability even for volunteer-dependent
models.

INDUSTRY SUPPORT STRUCTURES
The LIVE Trust exhibits industry capacity for collective action when frameworks enable it. By late 2025, 28%
of qualifying tours had integrated the £1-per-ticket contribution, normalising what eighteen months earlier
didn't exist. "Once that first amount of money starts to get out into the grassroots, it's about getting those
case studies, communicating the stories," Steve Sayer, Senior Vice President and General Manager, The O2
(AEG International), emphasises. "So everybody involved in the industry can see where that money's going,
then it'll feel more real and tangible."

The O2 moved beyond supporting the voluntary contribution to direct funding. December 2025 saw the
announcement of partnership with Music Venue Trust, where The O2 donates money every time a first-time
headliner plays the arena—a three-year commitment (2025-2027) representing a six-figure sum from the
venue's bottom line. "Large venues have got a responsibility," Sayer states. "We can all see that connection
from grassroots through small to mid-sized venues up to arenas and onto stadiums."

Broadwick's systematic progression model contradicts assumptions that major promoters merely book
trending names. Jeff, Head of Music at Broadwick Live, describes working with talent "from much lower
level—literally 200-300 capacity and above. We're working closely with those artist teams to work through
that scalability." This requires a healthy grassroots sector: "I would feel really nervous about putting artists in
Drumsheds if they haven't gone through that process."

Maintaining ecosystem health requires established artists to reinvest through strategic underplays. Gray
actively encourages headline artists to simultaneously perform 500-capacity shows alongside
10,000-capacity events. Sam Divine exemplifies this commitment through her "555" tour, "taking a huge hit
financially" to play 300-400 capacity venues. She frames this as a conscious choice: "I have to remember
where I came from, I have to remember my roots and why I fell in love with what I do." Divine distinguishes
small-capacity performance: "You're just so much more connected in small cap clubs. You can really feel the
energy. That front two or three rows, they're so invested."

WHAT THIS MEANS
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“Grassroots venues are the places where people can
experiment, either with their business model and how to

iterate, or creatively, artistically. If you're a new and rising artist,
it's somewhere to hone your craft—it's a real privilege to

collaborate with those spaces”

— Adem Holness, Head of Music, SXSW London

The innovations documented throughout this chapter—alternative revenue models, hybrid programming,
cooperative ownership structures, industry-funded support mechanisms—showcase what operators
achieve when given marginal room to adapt. These aren't businesses failing to innovate. They're businesses
innovating despite frameworks that haven't caught up.

The foundation exists. Steve, Senior Vice President and General Manager, The O2 (AEG International),
describes UK's infrastructure strengths: "I think our venues, our infrastructure—whether that's the
warehouse vibe of Warehouse Project or Drumsheds, whether that's big arenas like The O2 with state of the
art, incredible fan experience, guest experience, artist experience, amazing sound, or whether that's new
venues—I feel like we’ve got great infrastructure when it comes to large venues. And we are blessed with
some of the best electronic artists in the world coming out of the scene here."

Yet this excellence operates alongside documented fragility. The 823 nightclub figure represents genuine
infrastructure loss, but beneath national statistics sits geographic and capacity-specific unevenness.
Mid-tier venues (500-2,500 capacity) constitute only 15% of infrastructure, creating progression gaps
where artists cannot scale careers. Provincial markets contract faster than metropolitan centres. Yet new
openings occurred in 2025 whilst established venues like Sneaky Pete's maintain operations through
relentless programming.

Workforce development remains grassroots venues' most invisible but critical function. Nick, Managing
Director, Sneaky Pete, positions it plainly: "If you got an arena show that's got 80-90 riggers, all those guys
had to start out as an LD or sound engineer in a Sneaky Pete's. If there's no Sneaky Pete's, no riggers." The
6,000 jobs eliminated in 2024, along with current unemployment, also represent the elimination of
entry-level positions where lighting designers, sound engineers, and production crew begin careers.
Stadium shows employing specialist riggers depend entirely on grassroots venues as training grounds,
creating delayed consequences that are invisible in the current economic impact.

Operational margins at 2.5% (up from 0.48% in 2024) remain critically low, leaving minimal buffer for rising
costs. Third-party demands—business rates, licensing compliance, energy bills—increase faster than
revenue-generating capacity. When venues operating at capacity still lose money, the problem isn't
management competence but structural economics, where willing consumers and viable businesses cannot
connect sustainably.



02 THE VENUES SPEAK 34

International comparisons illuminate UK positioning. Britain possesses agent of change principle (though
not statutory), regulatory frameworks preventing the informal venue proliferation catastrophic in Mexico,
and coordinated advocacy through Music Venue Trust. Yet licensing remains tighter than Amsterdam's
24-hour permits, cultural recognition lags Berlin's institutional status for clubs, and business rates apply
uniformly despite documented sub-1% margins.

International comparisons also reveal what's possible beyond policy frameworks alone. MINA, DJ &
Promoter, Club Soft, who works between the UK and Kenya, points to a Nairobi mall owner who
"understands the value of underground, independent music" and provides free venue space, transforming a
rooftop into a skate park and cultural hub. "Where are the big patrons buying up venues?" she asks of the UK
scene. "I very rarely see a wealthy person with power buying up a disused warehouse and being like, oh, let's
put a load of artists in for free."

Yet policy interventions remain the most direct pathway available. Business rates reform recognising cultural
infrastructure distinct from commercial entertainment would ease venue economics. However this would
reduce local authority revenue—requiring negotiation about whether venues function as cultural assets or
commercial businesses. Licensing frameworks enabling revenue diversification beyond alcohol sales might
improve sustainability. Transport investment supporting nighttime economy operations addresses
accessibility. Agent of change converted from guidance to statutory law would provide legal clarity.
Industry-led mechanisms demonstrate capacity for self-organisation when frameworks enable it.

The alternative to supported licensed infrastructure isn't absence of nightlife—it's a shift toward
environments without safety protocols or regulatory oversight. Protecting venues recognises that people's
need for connection persists regardless of policy frameworks, with the practical question being whether that
connection happens in spaces with appropriate safeguards.

The numbers document contribution. The margins show operational challenge. The innovations reveal what
resourceful operators achieve when given room to adapt. Whether measured economic impact compels
policy response, and which trade-offs work best, remain questions for honest dialogue. The testimony from
operators suggests clear direction: they understand what their businesses need to thrive, and they're already
building solutions whilst navigating frameworks that other European markets have found ways to update.
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SNEAKY PETE'S SEVEN-NIGHT
OPERATION – SURVIVAL THROUGH
WILLPOWER
Edinburgh | 100 capacity | 18 years operation | 600 shows annually

Nick Stewart has run Sneaky Pete's in Edinburgh for eighteen years, opening seven nights weekly and
booking approximately 600 shows annually. It maintains remarkable cultural significance despite its intimate
100-person capacity.

The DJ booth sits directly on the dancefloor of a Cowgate basement where the decks sit at shoulder height,
creating an intimacy and direct artist-audience connection impossible at larger-scale venues. Artists like
Daniel Avery and Erol Alkan regularly play to 100 people pressed together where audience members can
literally see the sweat on the mixer and feel the bass physically. DJ Mag ranked it among the world's Top 100
Clubs in 2021, a rare international recognition for such a small-capacity venue operating in a secondary UK
city. Barry Can’t Swim played his earliest live shows there and Young Fathers, and LUCKYME! specifically
chose it for extended residencies because nowhere else in the UK or internationally felt right for developing
new material.

Even though musicians could command much higher financial guarantees and fill larger venues, they
consistently consider playing Sneaky Pete's a true privilege, drawn specifically to authenticity and intensity
only 100 people pressed into a basement can provide to both performers and audiences.

THE ECONOMICS OF PERSISTENT OPERATION
'We peaked in terms of how much money we can make ten years ago,' Nick says with characteristic
bluntness. 'I think we'll probably be able to continue operating for another ten years, but I also know I'm not
making any more money personally when that decade finishes.'

The seven-night operational schedule emerged from pure economic necessity rather than ambitious
expansion planning or artistic vision. Customer spending patterns shifted dramatically over the past decade,
particularly regarding bar purchases and alcohol consumption. Nick explains, ‘per customer bar spends
aren’t what they were anymore, so I actually need to have significantly more people coming through the
doors weekly to spend the same total amount of money. But we’re more popular than ever, so it is working,
it’s just a massive thing to keep going.’ More operational nights generate roughly the same annual turnover
that fewer nights once reliably provided. The venue now runs 600 shows yearly simply to maintain what it
previously achieved with notably less intensive programming a decade prior.
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Music Venue Trust reports grassroots venue profit margins averaging merely 1.2 per cent across the sector,
and Nick openly acknowledges many comparable venues actively lose money continuously. Scotland's
recent business rates revaluation delivered rate increases around 46% specifically for nightlife venues.
Operating on 1.2 per cent margins means any single unexpected shock—a noise complaint escalating to
formal enforcement action, unexpected major structural repairs, another substantial rates increase—can
make financial continuation completely untenable.

Nick supplements core venue income by promoting shows well beyond Edinburgh, including regular events
at venues from 200 cap clubs to Glasgow's 12,000-capacity Hydro arena. The venue survives specifically
through his acceptance that personal earnings peaked permanently years ago and his willingness to
subsidise essential cultural infrastructure through effectively unpaid labour. That persistence deserves
celebration.
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PROVING YOU'RE NOT A NUISANCE:
THE LICENSING BARRIER
When Jayesh decided to open The Last Arch after five years running underground parties in London, finding
a space took a long time. "It has to be away from residential, tucked away, and actually available. Then the
landlord has to be on board with events, which is a big hurdle because most hear 'club' and immediately think
nuisance."

The space he found sits in an industrial estate, away from residential areas. But on the planning portal, the
property was listed as part of a shopping parade. The council rejected the application on suitability grounds.
By that point, Jayesh had already invested heavily. "This was basically my life savings. We built the space
based on police guidance and the advice of a licensing consultant. In hindsight, it was a risk, because nothing
is guaranteed until the council says yes."

BUILDING THE CASE
Jayesh obtained Temporary Event Notices and ran approximately 20 events, documenting everything:
decibel readings near residential areas, crowd management protocols, police liaison records.

For the second hearing, he shifted the focus away from it just being a club. "We showed that the space is also
used for family workshops, art sessions, kids birthdays and community activity. That not everything revolves
around intoxication."

MINA, who runs Club Soft—a daytime sober rave format—at the venue, spoke at the hearing. "They jumped
through a million hoops just to prove they were going to be a conscientious venue," she said. "It was so clear
that they genuinely cared, but the system treats you as guilty until proven otherwise." The council eventually
approved the licence, but with extensive conditions attached. "It wasn't a free pass. It was very much
monitored."

THE DISCONNECT
Jayesh's frustration centres on how councils assess applications. "Councils often look at things in black and
white. They should be assessing projects in detail, based on how they operate and where they sit in reality,
rather than just ticking boxes. A more flexible, case-by-case approach would make a huge difference for
smaller, grassroots venues."

The Last Arch is a small venue fighting to break even, relying on promoters to hit minimum spend each
weekend. It operates at 100-plus capacity in an industrial estate. Jayesh involved police early, documented
everything, demonstrated community value, and invested his life savings. Two years to prove it would
operate responsibly.

The bureaucratic burden he describes isn't unique - it's the pattern repeated across the industry. Perhaps
the question worth asking is: when does policy designed to prevent nuisance begin to prevent permission?



CASE STUDY 38

“EVERY TOWN NEEDS AN ARTCH” -
HOW HYBRID PROGRAMMING MAKES
SMALL VENUES VIABLE
Mark Walsh opened ARTCH in a Preston railway arch in early 2024 with a clear vision: create a blank canvas
event space. "I wanted it to be a studio space that anyone could use. Dance classes, pottery, art gallery.
Literally anything."

The railway arch imposed natural constraints—limited rigging options, electrical infrastructure overhead—so
the concept stayed simple and flexible. At 200 capacity, ARTCH fits Preston's context. "In a small town,
that's a really comfortable number. That's a capacity you can hit consistently." Within months, the
economics became clear. "Without the nighttime economy, we'd have gone bust. Without dance classes?
We'd have gone bust." Year one delivered no profit, though turnover exceeded projections. Costs did too.
The financial reality remains tight, but the model generates enough activity to stay operational.

What Walsh recognised early was a fundamental change in how nighttime culture operates. "More things
have gotten event-based rather than just people wandering up the high street on a Friday night." This shift
suited his blank canvas model perfectly. Less walk-in traffic, more destination events for specific audiences.
The size becomes an advantage—it can be filled consistently across different programming.

The railway arch's constraints forced simplicity. No elaborate fit-out, no attempt to be everything. Basic
infrastructure: sound, lighting, bar. This approach serves both the economics and the programming. Lower
overhead means the venue can survive on smaller margins. And for event-based culture, the space itself
becomes secondary—what matters is the programming and the community it serves. The flexibility comes
from not over-committing to any single aesthetic.

The philosophy extends to operations. Walsh's approach: "Don't lead the business. Let the business lead
you. Sometimes it's the right thing to let it take you where it wants to go."

A REPLICABLE PATTERN
For Tony Rigg, founder of Lancashire Music Association, ARTCH represents something larger than a single
venue's survival strategy. "What I would argue is that every provincial town needs an ARTCH," he says. "This
is a way of nursing our bigger dance floors back to health."

The logic is straightforward. ARTCH hosts Preston DJ social gatherings and community events that build
audience and develop promoters—activities that larger venues can't sustain economically but need to exist
somewhere in the local ecology. When these incubation spaces disappear, the development infrastructure
goes with them.

Walsh built what Preston's context required: a flexible space that generates enough revenue across
different uses to stay open. The question Rigg raises is whether this should remain an entrepreneurial
accident or be recognised as essential infrastructure that every provincial town needs to sustain its
nighttime culture.
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THE ARTISTS' VIEW
UK electronic artists navigate a landscape where streaming favours
established acts, the 'missing middle' in development infrastructure
persists, and AI reshapes production. This chapter documents career
pathways, economic realities, and the models that actually work.

62×
streaming gap
top vs grassroots

81%
producers earn
<10% from royalties
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nightclub royalties
misallocated
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grassroots tier
artists
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The climb from bedroom producer to headline act has always demanded patience. What's changed is that
the traditional development model no longer functions as it once did. Mid-capacity venues have contracted
significantly. Label advances have diminished. The "missing middle" between bedroom production and
arena performances represents not just a capacity gap but a structural break in how artists build careers.

Yet despite these upheavals—or perhaps because of them—UK electronic music in 2024-25 is experiencing
a creative renaissance. A new generation of artists is breaking through simultaneously, not as isolated viral
exceptions but as a cohort. Independent distribution models are returning control and revenue to artists.
Community-led initiatives are rebuilding support infrastructure from the ground up. Technology, for all its
disruptive force, is enabling global reach and creative experimentation previously unattainable without
major label backing.

The data documents both the challenge and the response. Analysis of 20,881 UK electronic artists reveals a
62× drop in average streaming reach between established acts and grassroots artists. Tier 4 artists—those
ranked between 5,001 and 15,000 globally—average 667 million streams. Drop that threshold below to Tier
5, and the average plummets to 10.7 million. To cross that chasm requires approximately 500 million
streams, airplay in 66 countries rather than six, and securing label affiliation that 95% of established artists
possess but only 55.5% of grassroots producers have achieved.

This is a genuine structural challenge. The top 1% of UK electronic artists account for 57% of all streams. The
top six artists—representing 0.03% of the total—capture 15% alone. For the remaining 20,686 artists in the
grassroots tier, streaming revenue remains effectively non-existent as a primary income source.[15]
According to the Fair Play report on electronic music royalties, 81% of registered producers report royalties
constitute just 0-10% of annual income. Not a single respondent in their survey earns more than half their
living from performance royalties.[16]

In the midst of this, a new generation is pioneering alternative pathways that bypass traditional bottlenecks
entirely. Britain maintains 72 DJs in the global top 500, second only to the United States and ahead of
Germany. Artists are building sustainable careers despite—and through—this transformed infrastructure.
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Twenty-five years ago, the route demanded a decade of unpaid labour—practising on decks in garden
sheds, driving up motorways for petrol money, playing to empty rooms—but progression was gradual:
80-person free shows to 300-capacity bookings to regional tours, each step building audience
proportionally. The infrastructure supported this scaling because venues existed at every tier, promoters
took calculated risks, and artists built followings without requiring viral breakthroughs. Today's emerging
artist faces a fundamentally different terrain.

Simon Burke-Kennedy, Artist Manager, Bitter & Twisted MGMT, describes the contemporary challenge
while talking about his artist bullet tooth (a DJ/producer in the garage/house scene): "His first show was to
less than 80 people. A free show. Now he's programming his own event at 93 Feet East and has performed at
The O2, Glastonbury and Warehouse Project. You've got to get to a point where you've engaged a loyal
audience and community that will come and see you time and time again." The challenge is accessing the
spaces where audiences can gather at an appropriate scale.

Artists who achieve streaming success without grassroots development face different problems. "You've
got artists who've had a massive hit, hundreds of millions of streams, and then they're headlining stages at
festivals," explains Simon. "They haven't played that club down in Brixton. It's really important you do that
because you don't have a fanbase otherwise. You have people who like that song, but not a fanbase who
actually likes the artist."

“You've got to do your 10,000 hours—you've got to earn your
stripes. You need to be respected by your community”

— Simon Burke-Kennedy, Artist Manager, Bitter & Twisted MGMT

The consequence appears in the touring data. In 1994, the average UK tour comprised 22 dates across 28
locations. By 2024, that contracted to 11 dates in 12 major cities. 59% of grassroot music venue (475 total)
now operate with no major promoter activity, with only 32 UK towns and cities receiving significant touring
artists—serving just 29.8% of the UK population[17]. Entire cities—Bath, Bedford, Cambridge, Hull, Leicester,
Portsmouth, York—have disappeared from both primary and secondary touring circuits. Without sufficient
mid-tier venues in these locations, artists cannot build regional followings or test material outside London,
Manchester, Bristol, and Leeds.

"I had my decks at the bottom of my mum's garden in a shed.
Rain or shine, I was mixing..."

— Sam Divine, DJ & Producer
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“Used to be you could have a long, controlled career arc. Now
it's like you either shoot to the top or it just doesn't happen. The

reason: there is no middle anymore”

— Adam Moujahid, Manager, 285 Group

For working DJs, the bread-and-butter economics tell the story. A typical gig—£200 for four hours
—represents rates that haven't scaled with inflation. After taxi fares (up from £25-30 pre-lockdown to £50),
equipment costs, and prep time, three weekly gigs barely cover rent that recently jumped £400 monthly for
London-based DJs like Gem Precious and Joe Atari.

"My fee tonight is £200 for four hours at a venue in south-east London," explains Joe. "The taxi fee will be 50
quid of that. I need to pick three of those a week at least. As places like that close—the less of them there
are—the less work there is. Eventually I'm saying to myself: 'I can't sustain a living.'"

Emerging producer-DJs promoting original music face tighter margins: £50 to £100 for hour-long sets at
prestige venues force impossible choices between rent-paying work and career-advancing bookings. "If
you're a guest artist trying to make a living as an artist DJ, you will turn up, and you'll probably get offered
between £50 and £100 for an hour somewhere," notes Gem. "That's not enough in a night to sustain us. I've
had a real problem furthering my career because doing so would require giving up shifts from my
rent-paying jobs to take those that would help my career as an artist. But I have to pay my rent."

The hidden costs compound rapidly, creating opacity that catches even successful artists. £1,000 gig fee
appears substantial but yields approximately £80 after cascading deductions: 10% agent commission, 20%
management fee, travel expenses (trains or flights), accommodation, videographer costs, tax obligations,
and logistics team payments.
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“When I first started, I was like, oh my god, I'm getting a
thousand pounds a gig, this is amazing. Actually, no one ever

broke down to me: 10% goes to your agent, 20% to your
management, then your train fare or plane fare comes off that,

then accommodation, then you've got to pay for a
videographer, then you've got to pay your tax. When I was
thinking I was getting a grand in my pocket, I was actually

coming away with like £80”

— Arielle Free, BBC Radio 1 DJ & Broadcaster

This opacity drove Arielle Free into "a real financial pickle" during early career years. Survival required her
BBC Radio 1 employment, providing a stable income whilst DJing alongside punishing schedules: waking at
2:30 am for radio shifts, working full days, then weekend gigs. "I don't think I could have survived DJing if I
didn't have my radio job," she reflects.

Major UK festivals employ divergent payment models reflecting economic pressure across the sector.
Glastonbury offers artists a free ticket plus £250, whereas Boomtown offers "half the fee you'd normally get."
One established artist—despite selling over a million copies of a breakthrough album and maintaining a 30+
year career—faces identical pressure as newcomers, indicating systemic normalisation rather than isolated
opportunism.

The absence of enforceable minimum DJ rates allows exploitative economics to persist. Gem Precious and
Joe Atari call for industry-wide standard base rates—not suggested guidelines but enforced minimums
preventing venues from offering £50 for hour-long sets that cost £50 just to taxi home from. "There should
be a standard base rate for DJs," they argue. "We don't have anything that says there should be. If there was
a fairer standard fee, it would help us actually sustain this as a career rather than constantly struggling."

Working DJs face precarious employment conditions without basic protections. "DJs aren't protected,"
explains Gem. "We're pretty much zero-hour, and they can get rid of us like that. We are very unstable. The
government does nothing to protect us. We're just looked at as people doing it for fun."

STREAMING'S ROLE IN CONTEMPORARY CAREERS
Streaming platforms represent critical visibility platforms rather than primary income sources—a distinction
artists now understand clearly. One independent artist operating a direct-to-consumer model—releases
debut on her website with 100% revenue retention, then migrate to Bandcamp, finally reaching streaming
platforms six months later—articulates the mathematics bluntly: "100,000 streams is £40."
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Fair Play's comprehensive analysis of UK electronic music royalties documents systemic attribution failures
alongside inadequate rates. Only 55% of UK electronic music creators are registered with PRS for Music, the
collecting society for performance rights. Among those registered, the income reality contradicts industry
mythology. Fair Play's survey of 150 registered producers found 81% report royalties constitute just 0-10% of
annual income. Only 6% receive between 11% and 25% of income from royalties. A mere 3% receive between
26% and 50%. Not a single respondent earns more than half their living from performance royalties.

The attribution crisis compounds inadequate rates. For UK nightclubs, Fair Play estimates an annual pool of
£11.25 million in combined PRS and PPL royalties for electronic music performances. After 21%
administrative costs, £8.89 million remains available for distribution. Of this, only £3.20 million (36%) reaches
the correct creators. The remaining £5.70 million (64%) is misallocated through attribution gaps.

“With streaming platforms and the majors and the way things
are, I would hate to be a new artist breaking through, because
we've got a shelf life of five years. If all they focus on is DJing,

you have to learn every aspect of the business and then some....
Foundation DJs like myself are very, very lucky that we've had

30, 40-year careers, it's a different game now”

— DJ RAP, Artist, DJ & Label Owner

For a typical 500-capacity nightclub paying £20,000 annually in combined PRS and PPL fees, the
breakdown reveals inefficiency:

— Administrative costs: £4,200 (21%)

— Correctly attributed to intended creators: £5,688 (28.4%)

— Misallocated through attribution gaps: £10,112 (50.6%)

— Total loss before reaching intended recipients: 71.6%

The attribution failure stems from multiple systemic breakdowns affecting the entire royalty chain. Only 42%
of DJs submit playlists—12% always, 30% sometimes. The remaining 58% never submit. Among those who
do submit, 42% use handwritten playlists, 31% use collecting society websites, and only 6% use dedicated
apps. Venue evidence suggests actual rates prove even lower: "maximum 5%" according to one London
venue operator, with festival data confirming just 4.3% submission rate (10 setlists from 230 DJs approached
at Creamfields).

The spontaneous nature of DJ sets, which is central to the appeal of electronic music, makes it difficult to
accurately track and report the songs played. According to an industry veteran, most successful DJs
prioritise this improvisation over the administrative task of recording their set lists.
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The payment timelines create additional cash flow problems for artists operating month-to-month. PRS
distributions arrive six to nine months after UK live performances, with quarterly payment cycles. PPL delays
run six to 12 months—UK performances from 2024 paid in June 2025. These represent "standard industry
practice" but prove devastating for artists operating month-to-month.

Music Recognition Technology offers potential solutions, though deployment remains minimal. Less than
7% of UK nightclubs (approximately 60 venue rooms out of 851 nightclubs) have installed monitoring
equipment. When deployed, identification accuracy reaches 90% to 95%, yet current calculations give MRT
data only 29% weight, whereas analogous distribution (based on radio playlists, achieving 50% accuracy)
receives 53% weight.

Yet attribution failures represent only one barrier suppressing UK artist streaming performance. Beyond
domestic royalty collection challenges, UK artists face algorithmic disadvantages compounding their
streaming challenges. Andy Edwards, Director of Research & Analysis, UK Music frames the circular
problem: "UK artists are underperforming on streaming platforms. To what extent is this due to algorithms,
and to what extent is this due to the fact UK artists face more barriers to entry in Europe and therefore are
not promoting themselves as much in those territories—which affects their streaming numbers, which then
depresses their profile on streaming platforms, which interacts with the algorithm. And round it goes."

This feedback loop creates particular barriers for emerging UK artists. Without European touring
infrastructure or promotional presence in key continental markets, their streaming numbers remain
suppressed. Lower streaming metrics reduce algorithmic visibility, making it harder to break through in
precisely the markets where touring would be most viable. Brexit visa complications intensify this
cycle—artists cannot tour to build European audiences, cannot build streaming numbers to justify booking
agents taking them on, and consequently struggle to access the algorithmic promotion that might
compensate for reduced physical presence.
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Understanding these limitations, successful artists have diversified across teaching, mentorship,
merchandise, digital albums, touring, streaming subscriptions, and community-building. No single revenue
source sustains professional careers. One artist's subscription community of 500 to 600 members—built
over six years through weekly Zoom sessions, Monday livestreams, Discord channels, and exclusive
content—generates more reliable income than any single traditional music industry relationship.

AI’S IMPACT ON ELECTRONIC MUSIC
Artificial intelligence has transformed production accessibility, creating both opportunities for creative
acceleration and risks of skill bypass. The technology's impact operates across three domains: creative tools,
market dynamics, and income structures.

For established artists with technical mastery, AI offers marginal time-saving benefits but removing the "fun
and creativity from the process." Max Cooper, Music Producer, explains: "For people starting out, AI is
probably where it's going to make the biggest difference. When you have the skills already, you can save
time with AI, but it removes potentially a lot of the fun and a lot of the creativity from the process."

The creative limitation stems from how musical innovation actually occurs—through the exploratory process
where most breakthroughs emerge. "A lot of the ideas come during the creative process," he notes. "You
don't know how you're going to achieve the vibe and feelings you're aiming for. It would be hard to prompt
an AI to do something interesting, because a lot of those interesting things happen as accidental findings
during the process, or new ideas emerge when you're working on one part of a song."

Attempts at AI-generated production confirm this limitation: "I've tried prompting these systems out of
interest—can I get something cool out of it? I've failed pretty badly so far. It's fine, you can get your
middle-of-the-road average EDM track or poppy thing. It's good at doing what most music does, which is
not that interesting. It sort of homogenises everything into this big massive mush of mediocrity."

“The biggest challenge is how AI is lowering the barrier to
production so much that the volume of 'good enough' house

music explodes. That makes it harder for our releases to stand
out and cut through the noise. Looking forward, the worry

would be that AI will likely increase music supply faster than
listener demand, which could reduce average earnings per

track and obviously intensify competition for attention”

— Miles Shackleton, COO, Toolroom Records
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Toolroom Records began receiving AI-generated submissions approximately one year ago that proved easy
to identify through "overly polished cleanliness, generic processing, and formulaic hook writing" that
"normally lacked the nuance and edge you might expect from a human producer," according to Miles
Shackleton, COO, Toolroom Records. This largely dropped off over the past year, though AI-generated
elements—particularly vocals—now appear in submissions with increasing sophistication.

On top of that, sample pack proliferation via Splice and equivalent libraries creates further homogenisation
where producers increasingly rely on identical sounds and vocals. The convenience of downloadable
samples produces aesthetic monotony, destroying stylistic distinctiveness that historically defined
electronic subgenres.

The democratisation contradiction is clear: AI enables novices to generate finished tracks, bypassing the
essential neurological development required for genuine musical competency. "Making music is similar to
London taxi drivers learning all the streets," explains Max. The learning process demands sustained
investment: "You actually have to sit and listen to music for 10,000 hours or whatever the amount is for your
brain to actually grow those neural networks of your own to be able to do this. That's something like riding a
bike—you can ask for all the advice on how to ride a bike, but it doesn't mean when you get on a bike you can
ride it."

Yet AI offers legitimate production utility when deployed skillfully. Miles describes how Toolroom Records
uses AI in writing camps at their headquarters for rapid ideation: "generating ideas with artists quickly (which
can then be finessed or remade entirely later in the process) can mean faster experimentation and push
creativity forward." Stem separation tools enable artists to isolate specific elements—strings,
instrumentals—for inspiration and sampling that manual methods couldn't achieve.

The technology's ultimate impact remains contested. Max maintains confidence in human creativity's
resilience: "I'm confident that human creativity and the search for community and for people to connect over
things specifically relevant to them and where they live and their time—that will keep spawning new ideas
and keep the variance up, despite the battles against the algorithms and the capitalist machine that controls
the mainstream."

MODELS THAT WORK: ARTIST INNOVATION IN PRACTICE
The DIY distribution revolution demonstrates functional alternatives to traditional label structures. Standard
distribution deals now retain 85% artist revenue (15% company share) versus historical major label structures
extracting 70% plus. Label services with marketing investment take 25%, still leaving artists
75%—dramatically better than traditional arrangements. One distribution company executive frames this as
"the most important change that should, and I can see is happening in real time"—structural power shift from
labels to artists enabled by technology infrastructure previously requiring major label investment.

Artists increasingly reject traditional label deals, favouring distribution arrangements maintaining creative
and commercial control. "Signing to a record label and giving away 75 to 80% of your royalties seems to be a
bit archaic," explains Carly Wilford, DJ & producer. "It could be why some labels are struggling. Artists are
saying to themselves, 'I could do a distribution deal—I'll take 90%, you take 10%, you put out my music for
me, and then I harness the community and grow my own fan base.”
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“People that are really smashing it in music aren't signing
singles to record labels anymore. They're owning their

audience, they're respecting it, they're building something
around it. These people are now their own CEOs. They're not

just putting out music, they are the brand, and they're building
their own empires within music”

— Carly Wilford, DJ & producer

Carly further describes the recoupment reality she faced: "You look at your royalty statement and see,
you’ve paid £1,500 for a radio plugger, £600 for a video, £500 for a featured artist, £300 for mix and
master—and even when a tune has done really well, you’re still recouping. You realise you then still owe the
label two grand. The PR person got paid, the radio plugger got paid, the videographer got paid, the featured
artist got paid. But the artist? Nothing. It doesn't work."

This experience—where service providers get paid whilst the artist remains in debt—has driven some
established artists to operate independent labels instead. Artists like Rossi. now cross-promote each other's
releases and build self-owned communities rather than surrendering IP. As Carly observes, “Artists that
have their own labels—they are putting each other on lineups, signing each other's music, doing it without
major labels. It's DIY culture. It's people knowing the value of their fan base and finding new ways to
monetise that.”

Artist autonomy extends beyond recordings into live presentation. Jeff, Head of Music, Broadwick Live
identifies London's shift toward artist-IP-above-door economics where performers prioritise personal brand
building over established event franchises. "Doing a big statement play in London now is something that
artists don't particularly want to do under other people's brands," he explains. "They want to do that with
their name in bright lights above the door."

The logic proves identical to DIY distribution: why dilute attention through venue or promoter brands when
autonomous presentation concentrates on artist identity? These performances generate global social media
impact, making these shows crucial brand-building moments. This trend reflects artists' understanding that
in streaming-era economics, building direct audience relationships—whether through owned recordings,
branded shows, or subscription communities—proves more sustainable than fragmenting identity across
intermediaries.

Where artists lack infrastructure to build those relationships, some promoters are creating it themselves.
Cat Nguyen-Walker, aka Faded Society, built the Back2Back DJ Battle to address the showcase gap for DJs
whose technical skill exceeds their name recognition. Described as "if Boiler Room and 8 Mile had a baby,"
eight DJs compete in their own expert genres—chosen to showcase their strengths—in the first round of this
competition. The contestants are judged by both industry professionals and the crowd.
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Winners secure a three-day retreat with producers and marketing experts, plus introductions to bookers like
NOISE. Gem Precious secured support slots for Dizzee Rascal at Milton Keynes Arena after winning. Season
3 has transformed from a competition into an extended pathway programme—selected competitors receive
workshops, free training, marketing plans, and PR support before the final. Back2Back DJ Battle has scaled
from small venues to 500-capacity events at Egg London, exemplifying what one promoter can build when
filling gaps mainstream industry won't address.

“If you’re a music producer or DJ, you can still build a business
by making software. A successful plugin can sell around 10,000

units at prices between $39 and $69, which is enough to
support a small company. PR, meanwhile, is a constant. It may
not make you a fortune, but for many artists it provides steady,

reliable income. The key is to spread your bets and stay
open-minded about where the money comes from”

— Eric Brünjes, Editor-in-Chief, Attack Magazine

WHAT DEVELOPMENT REQUIRES IN 2026
The evidence establishes infrastructure requirements for functional artist development, combining policy
intervention with community innovation.

The mid-tier venue gap demands immediate attention, as one photographer documenting free party culture
emphasises. London needs not "three 10,000 capacity venues" but "1,000 300-capacity venues." "When
there's so many big spaces for big events, it's limiting the amount of underground talent or new talent that
can go and test out music."

Risk mitigation for new promoters proves essential, as successful schemes indicate. Identifying venues
willing to programme experimental nights, securing arts funding covering first-event costs, providing
mentorship through consultations, and eliminating economic risk enable participants to develop formats
without financial jeopardy. "Right, what could you do?" asks Tony, Music Industry Advisor and Founder,
Lancashire Music Association, to enable new promoters. "What would you like to do that you maybe don't
have the money for, that would set up something you think would work on a weekly or monthly basis? We're
going to try to get you the money to do the first one. You don't have an economic risk, and we're going to
help you promote it as well."



03 THE ARTISTS' VIEW 50

Fair Play proposes specific interventions that could improve attribution: increasing Music Recognition
Technology deployment from 7% to 25% of venues within 18 months, covering the £100 PRS joining fee for
emerging artists through industry funds, developing streamlined submission interfaces accepting standard
DJ software formats, and implementing genre-specific distribution methodologies replacing radio-based
analogous distribution with electronic music-specific sources.

Artists need honest counsel about career timelines and financial realities. Building sustainable careers
requires decade-long timelines of creative labour before achieving viability, demanding psychological
reframing where artists pursue music "because you love it" rather than expecting immediate returns.

“Persistence is the number one thing. You just have to keep on
having the output. There are ups and downs and you just have

to ride through those. You're not doing it to make money.
You're doing it because you love it and you almost can't not do

it”

— Max Cooper, Music Producer

The pathway forward combines infrastructure investment in mid-tier venues, regulatory reform protecting
artist income, risk-sharing mechanisms enabling promoter development, and acknowledgement that
careers demand years of groundwork. The talent pool remains deep. What's required is scaffolding enabling
talent to reach potential without demanding independent wealth, geographic luck, or viral accidents as
prerequisites for participation.

British electronic music produces world-class artists consistently. Infrastructure must evolve to match this
talent—enabling the resourceful innovation artists display today to scale beyond individual determination
into supported ecosystems where creativity flourishes rather than merely survives against structural odds.
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SUSTAINING MOMENTUM AFTER THE
VIRAL BREAKTHROUGH — BULLET TOOTH
Summer 2023: an anonymous producer in a balaclava saturated SoundCloud with UKG bootlegs of Jorja
Smith, Chase & Status, Amy Winehouse etc. Every week for four months a new bootleg dropped and with
each drop his following grew. He picked up support not only from fans but DJs such as DJ EZ, Bicep, Sammy
Virji plus many more.

A little over eighteen months later, bullet tooth is now represented by Meanwhile (UK & EU) and Wasserman
(North & South America), touring extensively across North America, Europe, Australia/NZ and fielding offers
from Japan, India, South America and even Kazakhstan. A March 2025 Boiler Room set in Bristol went viral,
and TikTok was flooded with speculation about his identity. The breakthrough worked. But with that comes
building something lasting.

Many labels aren't developing artists to the same extent anymore, according to Simon Burke-Kennedy,
Artist Manager, Bitter & Twisted MGMT, who's managed dance music artists for 23 years, including bullet
tooth. Instead, they’re targeting artists who are already having success or, at the very least, having a
moment. For the most part building the long-term artist proposition is left to management and the artist
themselves.

bullet tooth is self-made. He had a vision and a plan. Bootlegs served as early proof of concept—distinctive
but familiar enough to cut through the noise. By late 2023, despite following no one on SoundCloud, he’d
made "incredible connections” garnering support from a community of fans and DJs.

MANAGING THE MOMENTUM
Virality doesn't build sustainable infrastructure, though. Simon emphasises distinct brand creation: artistry,
identity, image, longevity focus rather than 15 minutes of fame. The hooded anonymity refusing identity
revelation creates a mystique that people actively seek. Unlike artists whose faces and personalities become
part of their brand identity, bullet tooth keeps music central. No personality overexposure. No celebrity
narrative exhaustion.

Geographic barriers have dissolved in the digital age, allowing artists to be booked by direct social
engagement. bullet booth exemplifies this new frontier—utilising the virality of his Boiler Room, working with
international artists and with his international booking agents to secure consistent offers from across the
globe.

The transition from viral sensation to a full-time artist hinges on a financial floor that allows the artist to
sustain a living. bullet tooth cleared this hurdle by treating his brand like a business from day one. Without
the safety net of a label deal, he established a self-sustaining ecosystem: a distinctive sonic identity,
managed logistics, and a "strategic mystery" that has seen growth not only in his following but also his live
fees. These days artists no longer need industry permission or validation to reach an audience. With a
plethora of tools and platforms at their disposal artists can now create their own world and find their own
audience, and this is exactly what bullet tooth has done.
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FIND YOUR LANE – WHAT ACTUALLY
WORKS IN 2026
Charles Green, Founder, Omni Artists, built his agency roster around a single observation. "All of them have
strong identities. Even if you haven't heard a set from this person, you kind of have a sense of who they are."
Successful electronic music careers in 2026 share a common thread: clarity. Artists knowing precisely what
they represent build sustainable careers whilst others churn through viral moments fading quickly.

Scott Paterson, Manager, Ecce Management, manages emerging artists navigating impossible social media
expectations. His advice contradicts industry assumptions: pick two platforms and execute well. Mediocre
presence across every platform underperforms strong execution on two channels where artists genuinely
engage. He couples platform discipline with local ecosystem building—events, scene support, peer
networks. Platform discipline plus physical presence creates sustainable foundations.

INNOVATE & DIVERSIFY
DJ Rap spent years testing modern marketing strategies, even exploring hiring influencers and chasing
playlist placements. The campaigns drained resources without generating income. She rejected the entire
model. Her subscription community of 5000+ members—built over six years through weekly Zoom sessions
and Discord, music giveaways, weekly mixes and more—generates more reliable income than any traditional
music industry relationship because she sells direct to her true fans and her focus is on building community
with them. Anyone could replicate this: consistent engagement, exclusive content, and be patient as the
membership grows.

Sam Divine attributes career longevity to strategic discipline. Staying in her own lane worked incredibly well.
Trend-chasing dilutes identity when you are competing against specialists committed years to those
sounds. Toolroom Records operates identically: unchanged DNA since 2003. They don't chase trends. They
stay consistent, focusing on being best at what they do, generating long-term credibility.

A music industry veteran identifies practical reality: portfolio work sustains careers. Tuition, producing,
mixing for others, alongside individual career development. Teaching workshops, mixing for other artists,
creating sample packs—these fill income gaps when performance fees and streaming prove insufficient.
This isn't failure to achieve full-time status. It's the actual sustainable structure.

THE FRAMEWORK
Identity clarity. Strategic platform discipline. Community over follower counts. Lane commitment. Portfolio
income. Music-first persistence.

Artists chasing metrics while abandoning aesthetic consistency struggle more than those building genuine
communities. Those expecting streaming revenue alone face disappointment versus those cultivating direct
fan relationships. The pathway requires patience. Communities demand years before generating revenue.
Identity development requires resisting commercial pressures.

Find your lane. Build your community. Diversify your income. Make great music. Stay persistent.



CASE STUDY 53

FADED PRESENTS PROJECT: TRAINING
LONDON'S NEXT GENERATION OF
PROMOTERS
Cat Nguyen-Walker, aka Faded Society, moved to London from Melbourne ten years ago. She became a
raver, then a DJ, then realised the infrastructure she needed didn't exist. So she built it herself.

Faded Presents Project launched in March 2024 and has already supported 149 events by Q1 2026. The
programme works with promoters at the earliest stage—people who've never put on an event before, often
DJs who realised no one was booking them so they'd have to create their own opportunities.

Cat secured a Thursday night slot at Club Makossa in Dalston—a basement club that was struggling to
rebuild after Covid while the venue next door stayed packed. She connected her community, programmed
the nights, and the partnership worked: the club now has audiences again, and Cat programmes Fridays and
Saturdays too when the venue isn't booked for private hires.

Each crew gets practical, personalised support: a 20-minute call with Cat to go through marketing
fundamentals, a dedicated WhatsApp group for check-ins and feedback, and a £50 marketing fund they can
use however works best—graphic designers, poster printing, Meta ads, drink tokens, street team wristbands.

Cat designed the programme around a simple question: "If I had this resource when I first started, what
would I want to know?" The training focuses on the basics that actually matter: how to describe an event so
strangers care, how to market on a tight budget, why the lineup matters less than the experience you're
promising. She provides feedback on marketing content in the final week before each event, helping crews
understand what works and why.

Collectives who do well often get invited back for Friday or Saturday dates, cementing their brand and
building confidence to approach other venues. The programme creates a genuine pathway: from first-time
promoter to established collective running their own nights across London's grassroots circuit.

WHAT SCALING REQUIRES
Cat funds the operation through her marketing consultancy and has recently set up a CIC to house the
community-focused work. What she needs to scale isn't just cash—it's partners who understand what
grassroots infrastructure requires: "Infrastructure isn't built through one-offs—it's built through consistent
support that allows knowledge transfer to happen."

The programme has supported 149 events, rebuilt a struggling venue's audience, and created pathways for
dozens of emerging promoters. Cat built it because the infrastructure didn't exist. What comes next
depends on finding partners who see this as essential infrastructure worth investing in—not just a
community project to applaud from the sidelines.
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THE CROWD
MOVES
Audiences haven't abandoned electronic music—they've transformed
participation. Free events, daytime programming, sober raves, and
underground resurgence define a generation reshaping when, where, and
how they engage with dance music culture.

15%
events now
free entry

82%
daytime event
growth since 2022

92%
sober event
interest surge

34%
free event
growth YoY
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THE CROWD MOVES
The number of UK electronic music events on Resident Advisor grew 10.5% year-on-year, from 29,499 in
2024 to 32,601 in 2025, according to Resident Advisor data.[18] Audiences haven't abandoned
nightlife—they've transformed how, when, and where they participate.

The economics behind this growth reveal strategic adaptation. A central London night out costs £100
minimum by the time you've paid entry, bought three drinks, and split a taxi home. For someone in their
twenties, that's weekly rent gone in five hours. Simon, Artist Manager, Bitter & Twisted MGMT, contrasts
today's reality with his generation's experience: "We probably went to Fabric—it was seven quid in the door,
probably get a pint for under a fiver—you could probably do a night for 30 quid."

Yet participation increased. The shift explains how: audiences moved from weekly £100 nights toward free
events, daytime programming, and occasional high-value festivals.

THE NEW ECONOMICS OF PARTICIPATION

“Some of the working class members of my community are
now working behind the bar, working in the cloak room, doing

security or welfare shifts to pay their bills instead of communing
with us in these spaces—because they can't afford to be on the

dance floor .”

— Lewis G. Burton, Founder, INFERNO London

Free events now constitute 15% of UK electronic music events—roughly one in seven—up from 12.4% the
previous year, representing 34% year-on-year growth, according to analysis of Resident Advisor data.
Meanwhile, events costing under £5 fell 8%, creating stark polarisation. The "fiver entry" middle ground that
historically enabled regular weekly participation is vanishing.[19]

Chris, Owner, XLR Manchester, a club in a student-area of the city, articulates the calculation: "The student
loan now is the same student loan that they were getting ten years ago, but everything's increased. So
they've simply got less disposable income."

The response manifests as attendance frequency collapse. "I remember speaking to somebody I know who's
in his 20s," recalls Tinu Adeshil, Founder, Soba 93, a sober drum and bass event series. "I said, 'When are you
coming out next?' And he said, 'I'm not going out till July.' That was in two to three months."

Audiences haven't rejected nightlife or clubbing—they've shifted spending toward planned festival
weekends. "People plan ahead and they're like, I've got limited income, we're going to have a big weekend,"
Chris explains. "And they do that socially two or three times a year."
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This pattern explains the paradox: Festival revenues grew even as nightclub spending fell. The crowd hasn't
vanished—it's concentrated into higher-value, less frequent attendance.

“Ticket prices are still similar now to what they were in the
'90s—anywhere between £8 and £25. But the cost of

everything else is astronomical. How do you go to the same
club every week when it costs £100-200 instead of £20?”

— Wilf Metropolis, Promoter, Manager & DJ

DEMOGRAPHIC EXPANSION
Electronic music is reaching audiences previously excluded from traditional nightlife. Glasgow's Optimo
exemplifies this broadening: "Many Optimo fans are those in their 30s, 40s and 50s, who might be at
Berkeley Suite on Saturday and looking after kids on Sunday. This amazing mishmash of age groups, all
attending in the same spirit of 'dressing to sweat', is something that feels very rare, and also beautiful."[20]

The over-40s return represents genuine growth—people who'd aged out of 2 am finishes now participate
through daytime events, earlier programming, and wellness-integrated formats. This is the industry
adapting to sustain engagement from demographics with disposable income and long-term loyalty.

Younger audiences are adapting rather than abandoning. Cat Nguyen-Walker aka Faded Society, observes
post-COVID Gen Z: "They are coming out. They are craving the exact same thing that everyone
craves—connection, good music and escapism. When they're allowed to have that fun, they absolutely let
loose." The difference isn't desire but autonomy—they're creating the clubbing culture that works for their
lives on their own terms. They want both the daytime raves and sober events alongside the nighttime club
experience. They're still craving the same escapism; they just don't want to be told what partying should look
like.

This demographic broadening creates opportunities. Venues serving multiple age groups, events spanning
6 pm to 3 am rather than midnight to 6 am, formats accommodating parents, recovery communities, and
health-conscious youth—the sector expands its addressable market by meeting people where they are
rather than demanding they conform to traditional clubbing norms established decades ago.

Carly Wilford, DJ & Producer, contests nightlife-decline narratives entirely based on direct observation.
"Whilst some parts of the industry are witnessing a decline of the nightlife industry, I've noticed a real shift to
people putting down their phones and wanting to do more in real life again. The gigs that I've been playing
recently are absolutely packed."
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Wilford attributes recovery to social media fatigue: "People are becoming bored of sitting scrolling on their
phones. And actually, as human beings, we need that connection with each other." She recalls how the We
Love Ibiza Weekender at Butlins Bognor Regis recently drew 4,000 attendees at the start of January "all
absolutely having it off," indicating sustained appetite for collective experiences.

Ben McCarthy, founder of Lab.Club, a platform tracking electronic music culture, identifies a similar shift.
"There's a massive split in the rave community. People who treat it like a rave with etiquette versus those
who don't, and maybe people hadn't realised it until the last couple of years. People are craving more
authentic experiences. I think they're getting sick of late-stage capitalism, sponsorships everywhere."

McCarthy draws a historical parallel that tempers optimism with realism: in 1999-2000, superclubs like
Gatecrasher, Cream, and Home collapsed when commercialisation reached unsustainable levels.
"Headliners were becoming so popular, and then it crashed. I feel there's a bubbling underneath the surface
where rave is almost going to go full circle." Whether that represents crisis or renewal depends on whether
the infrastructure exists to catch audiences seeking alternatives.

FORMAT PROLIFERATION
According to analysis of Resident Advisor data, daytime events have surged 82% since 2022, growing nearly
three times faster than nighttime programming. One in six UK events (16.5%) now start before 6 pm.[21]

The pattern repeats internationally, suggesting systemic forces rather than UK-specific conditions. In
Mexico, people aged 35 and up now attend nightclubs "once every three months," driven by "economics,
they have kids to take care of, grandkids, weekends with the kids, football games, taking them to the park,"
according to Helking from Mexican Nightlife Association (AMBADIC). The response:
"Tardeadas"—afternoon discos starting at 3 pm and ending by 8 pm.

Bring-your-own-booze models can reduce costs for attendees and eliminate bar revenue dependence for
venues. XLR Manchester implemented the model in September 2025, charging higher ticket prices
(£10-20) whilst allowing approved alcoholic beverages. The model succeeds in student neighbourhoods
where lower rents enable ticket-revenue-only economics. Reduced drinking enables BYOB viability. "People
drinking less" represents fundamental "social change" where contemporary students "just don't drink as
much anymore," so it kind of works really well." Police attendance on opening night anticipated problems but
officers admitted, "I expected so much more alcohol."

Sober events showcase the convergence of wellness-nightlife at scale. Interest surged 92% according to
Eventbrite registration data & YouGov Gen Z drinking survey, reflecting shifts where nearly four in ten Gen Z
adults now abstain from alcohol entirely. Major UK operators include Morning Gloryville (seven UK cities),
Daybreaker, House of Happiness, Ministry of Sound's Dry Disco and Soba 93.

Sam Divine, a house DJ now a year sober, headlined Daybreaker's first UK sober wellness festival in Hackney
(1,500 attendees). The event featured movement class, breathwork, then a DJ set during full moon. "I've
never played to that many sober people in one space. It was just incredible," she describes. Live Nation
subsequently approached Divine to develop sober events, signalling mainstream corporate recognition of
wellness-clubbing intersection as growth market.
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“Why should people that don't drink and if they do enjoy
partying, why should they find it hard? Why shouldn't they have
their own space to be able to enjoy? That's really important for
me. I think with the UK being one of the innovators in terms of
creativity and arts and starting new trends, I don't see why we

shouldn't be at the forefront of that”

— Tinu Adeshil, Founder, Soba 93

Yet sober events can face severe attendance challenges despite enthusiastic support. MINA, DJ & Promoter,
Club Soft reflects: "I've never had so much support for a thing that I've done ever—the messages and the
comments and the people reaching out and everything. But it just feels like there's a lot of global support for
this idea. But locally, how does that translate into a community?" Events draw 40-50 tickets despite £3,500
operations grant and maximum effort, revealing a disconnect between online enthusiasm and physical
attendance.

She identifies insufficient consistency as a barrier: "The problem is we're not doing them consistently
enough. The more consistent that you do something, the more likely someone is to come because they're
available. But if you only do them a handful of times a year, someone just might never come and then they
might never know how good it is." This creates a vicious cycle—economic losses prevent frequent
programming, infrequent programming prevents audience habit formation, weak audience formation
perpetuates losses.

Alternative spaces are compensating for the scarcity of traditional infrastructure as well as the growing
demand for unique, community-focused experiences. Since 2022, traditional club listing growth on Resident
Advisor has been modest at 10%, while electronic music events at art galleries and record shops have seen
particularly faster expansion as event venues—83% and 53% respectively—indicating that audiences are
seeking distinctive, communal alternatives to standard nightlife.
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“There's more talk about sobriety, more talk about early nights,
more talk about wellness. People are doing wellness events.

Clubs are opening their spaces in the daytime to do yoga.
There's definitely change happening culturally towards the

whole party thing. People are now realising that keeping things
sustainable is the most important aspect. How many late nights
am I having, and how much am I drinking? Can I manage that?

The development of the self is important now—how do I
interact with the world from all angles?”

— Charles Green, Founder, Omni Artists

UNDERGROUND RESURGENCE
We estimate that free parties and unlicensed raves represent approximately 1,350 events annually
(2024-2025)—roughly 4% of all UK electronic music events—operating entirely outside commercial
frameworks. Entry typically costs £5-10 cash, covering all expenses distributed among medics, security, DJs
(£20 flat rate regardless of experience), with any surplus funding the next events.

These figures should be treated as indicative. The data captures events at undisclosed locations, which can
reflect genuine free parties operating outside licensing frameworks, pop-up events in alternative spaces, or
commercial promoters withholding location details for crowd control. The numbers demonstrate sustained
demand for location-flexible formats despite licensing pressures.

"If 500 people come in, that money will be pooled together," explains Yushy, photographer & author
"*Section 63: Underground & Unmasted - Documenting Underground London Raves*", documenting free
party culture. "This is how much the medic staff got and how much they said they needed. This is how much
security wanted. This is how much goes to our DJs. The rest goes back into the event for the next one, for
research time finding these places."

Free parties provide free drug testing, eliminating stigma and legal risk present in licensed venues. "In clubs
like Fabric, Warehouse Project, DRUMSHEDS—if you're caught with something, you could face prison time
and be banned from the venue," Yushy notes. "There's no sense of that stigma in these places. You can go to
someone—'We'll test this for free and say you shouldn't take this, or you could take this but take half.' A lot
more knowledge and community."
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“The free party thing was that people did it for themselves. The
fact that they created it themselves meant they had more
responsibility towards it. There was a deeper passion for it,

rather than them being a consumer where you expect
everything to work perfectly because you've paid your money”

— Aaron Trinder, Director "Free Party: A Folk History"

Photographer Yushy identifies a Sheffield-Bristol-London triangle as the scene's geographic core, with
Sheffield's factory spaces, Bristol's greenery enabling outdoor events, and London's abandoned buildings
creating infrastructure. Seasonal patterns prove important: "You won't have open-air free parties in winter
as often—logistically they're rare because the typography of the ground is wetter, harder to move stuff,"
Yushy explains. "During winter everyone moves inside into buildings."

Demographics contradict stereotypes. "It's a big mix of people. People who grew up in the 90s and went to
these original squat raves, original free parties, are now putting it on for younger people. And their kids now
are putting it on, following that family line," Yushy describes. "I made friends with people who work a 9-to-5
who go to these events. They're like, 'I just don't like mainstream parties.'"

Marginalised communities find refuge unavailable in commercial spaces. "A lot of young queer kids" attend
because "no one's going to judge them for how they dress or what they do at these warehouse events. But if
they were to go to a bigger, more commercial event, they would feel at risk of being judged as a person of
colour who's also queer."

Aaron, Director "Free Party: A Folk History" positions free parties as a response to economic precarity
eliminating creative infrastructure. "In the late 80s and early 90s, 20% of young people in London probably
squatted. It was just normal, and they had the dole—a kind of basic universal income. People could get some
friends together and throw a party and make stuff and be in a band or be an artist, and still have a social life."
Contemporary youth face zero-hours contracts, £40,000-50,000 student debt, constant rent anxiety, and
squatting's elimination as viable housing option. "Young people have none of that now. Everyone has to work
zero-hours jobs to keep afloat."

Free parties operate in legal grey areas where the Criminal Justice Act penalties far exceed 1980s
frameworks, yet contemporary events haven't faced the violent police responses that defined earlier eras.
Aaron attributes this partly to scale—parties remaining "relatively small"—and partly to timing: "The
right-wing press has other things to focus its division tactics on." He warns this could shift: "But if things
continue and people go to more and more of these things and it becomes more of a cultural movement
beyond just weekends worth of partying, then I'm sure it would get more nasty."
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"The need to gather is built into us. We've always done it.
People will always want to meet and gather. That's not

something you can repress away, because it's just a built-in
human need."

— Aaron Trinder, Director "Free Party: A Folk History"

DISCOVERY TRANSFORMED
Platform dynamics fundamentally altered how audiences find music and artists build followings. Beth
Cherry, Client Relation Specialist, Chartmetric, the music data analytics platform tracking global music
consumption patterns, identifies underlying infrastructure changes. "A big focus of how we would quantify
the value of electronic music is seeing the rise of artists claiming themselves as not only electronic in genre,
but starting to get really interested and invested in different subgenres," she explains.

This metadata expansion reflects cultural maturity—artists identifying through specific tags like garage,
jungle, or drum and bass variants document movements sophisticated enough to recognise their own
lineage. Beth’s team cross-references these tags against actual consumption: "We worked on a project this
year to understand genre and the nuance behind it a lot deeper. We did a cross analysis between genres and
the types of playlists, the names of those playlists, other artists being added from third party and
user-owned playlists." The study revealed how upload metadata correlates with consumption
patterns—establishing cross-references between what artists tag as subgenres and how audiences actually
experience that music through playlist curation and listening behaviour.

Discovery pathways in electronic music operate differently than in pop or hip-hop. "As a genre, it does feel
very taste-maker still," Beth notes. "If an artist you like in electronic music starts working with another artist,
or has that artist support them, or references a certain Track ID, they are big influences of how we are
discovering new artists." This taste-maker culture means collaborations, support slots, and DJ set track
selections carry weight—curator recommendations matter more than algorithmic suggestion.

Live-to-digital pipelines prove crucial for translating physical culture into streaming consumption. "If we
think about Boiler Room sessions that go viral on TikTok, being able to see that translate over to a viral chart
entry and rise in charts across DSPs, continued airplay—these are all ways that we can monitor the journey of
how a moment can really be translated into consumption," Beth explains. Electronic music shows unique
consumption patterns including preference for long-form sets on YouTube, creating pipeline from TikTok to
YouTube to streaming platforms distinct from other genres.
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Yet algorithmic curation simultaneously democratises and homogenises discovery. One executive at a
distribution company identifies algorithmic primacy displacing editorial playlisting: "Playlisting is more
additive these days than being central to a campaign. The algorithm is getting more and more powerful."
Strategy now prioritises "driving organic, active streaming audience—having real people going and giving
signals to the algorithm is probably the most important thing.”

The rise of AI may strengthen live music’s cultural value by increasing demand for authentic human
connection – something algorithms can’t replicate. Eric Brünjes, Editor-in-Chief of Attack Magazine, argues
that audiences are drawn to flawed, human narratives: “People follow flawed creatives – Amy Winehouse,
Kurt Cobain, Jimi Hendrix, Jeff Buckley – because their imperfections are part of the story,” he says. “You
can’t form that kind of relationship with an AI platform.” As a result, Eric sees a renewed importance in
human curation.

This creates curation renaissance as counter-response. "I believe since the dawn of day we've had radio
hosts, MTV hosts, internet hosts, DJs—people like this," Brünjes states. "I actually think people are going to
buy into that more. There are opportunities there for real musicians through human curation."

Genuine scenes and taste-maker endorsement still determine which artists break through in electronic
music, even when consumption eventually manifests on algorithmic platforms, making discovery ecosystem
fundamentally different from mainstream pop. TikTok virality and streaming platform algorithmic playlists
amplify existing momentum rather than create it from scratch—the club floor, that 60-minute set on
YouTube, the respected DJ's support remain the actual engines of discovery.

ARENA-SCALE GENERATIONAL SHIFTS
Broader music industry trends may signal shifts coming to electronic music. Steve, Senior Vice President
and General Manager, The O2 (AEG International), documents transformation at arena scale: “over 50% of
O2 attendees in 2024 were under 35,” driven particularly by Gen Z audiences whose consumption patterns
differ markedly from previous generations—particularly through the use of TikTok and Instagram—enabling
rapid artist-fan connection.

Certain genres already show pronounced behavioural shifts. "For K-pop shows, pop shows, some of the
Taiwanese pop, J-pop, Japanese rock—these audiences are definitely behaving differently to maybe what
we would have seen ten years ago," Sayer notes. Audiences drink less whilst spending dramatically more on
merchandise, requiring venues to reconsider bar units versus merchandise points. Whether electronic music
audiences follow similar patterns remains uncertain, but the operational adaptation—venues responding to
evolving consumption rather than forcing traditional models—signal industry-wide rethinking of what
constitutes "the best possible experience."

REGIONAL AND GENRE SHIFTS
Newcastle's scene grew listings on Resident Advisor 71.7% in a single year—nearly nine times London's 8.4%
growth. The North demonstrates 93% expansion from 3,879 events in 2022 to 7,482 events in 2025—nearly
double London's 45% growth rate.
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Newcastle's extraordinary growth correlates with 67% free event share—the highest nationally—suggesting
economic accessibility drives participation where affordability barriers otherwise suppress attendance.
Sheffield's 41.5% free events and Edinburgh's 38.4% similarly exceed London's 12.8%, indicating provincial
scenes adopt free-entry models at far higher rates than metropolitan markets where venue costs demand
ticket revenue.

Genre resurgence proves equally dramatic. Garage's share of UK events quadrupled from 1.6% to 7.3% since
2022; jungle nearly quadrupled (1.2% to 4.6%), and hardcore did the same (0.4% to 1.7%).[22] External data
corroborates: streaming data shows drum and bass/jungle consumption up 94% since 2021, SoundCloud
shows UK garage uploads up 100%, TikTok documents speed garage video views increasing 183%.

Bassline's resurgence exemplifies how grassroots infrastructure enables commercial breakthroughs. The
Cru2 event series documents this trajectory: December 2023's second party drew 70 attendees; Halloween
2025's Birmingham rave attracted 4,000 ravers. Producer and founder of Cru2, Denon Reed explained the
motivation to Kiss FM: "Club scene was dying out in late 2023, so I just wanted to start something new...
there wasn't place for bassline lovers to go to in Birmingham."

Government recognition arrived through Bradford City of Culture 2025, where 'Bassline Symphony' saw
pioneers Jamie Duggan, DJ Q, and TS7 collaborate with Katie Chatburn and Orchestra of Opera North—a
performance concept that would once have been "laughable," as Duggan reflected in a Guardian feature.
The growth occurred during documented venue closures and economic pressure, proving demand persists
independent of infrastructure availability.

WHAT THIS MOVEMENT MEANS
The crowd isn't abandoning electronic music culture—it's adapting to conditions traditional infrastructure
cannot accommodate.

Economic barriers make weekly £100 nights unsustainable for most demographics, driving shift toward free
events, occasional high-value festivals, and BYOB models reducing per-night costs. The increase in free
events, now making up 15% of the total, signals strong audience engagement when cost is removed as a
barrier. Conversely, the 8% drop in events priced under £5 suggests a significant shrinking of the mid-tier
market, pushing consumers toward a stark choice: either free admission or a high-cost experience.

Format innovations—sober events, daytime programming, wellness integration, alternative spaces, free
parties—represent entrepreneurial responses to infrastructure scarcity and audience evolution. These aren't
temporary experiments but structural adaptations enabling participation for demographics traditional
clubbing excludes: older ravers wanting 10pm finishes, recovery communities requiring alcohol-free
environments, health-conscious youth prioritising fitness over intoxication, marginalised groups seeking
safety unavailable in commercial venues.

Regional expansion documents genuine decentralisation. Newcastle has grown its Resident Advisor listings
nine times faster than London whilst maintaining twice the free event proportion. This redistribution
addresses geographic concentration while creating policy challenges around transport infrastructure,
licensing frameworks, and cultural recognition extending beyond metropolitan centres.
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Genre resurgence—Garage's share of UK events quadrupled from 1.6% to 7.3% since 2022; jungle nearly
quadrupled (1.2% to 4.6%), and hardcore did the same (0.4% to 1.7%)[23]—indicate appetite for
UK-originated sounds when programming serves them. The growth occurred during documented venue
closures and economic pressure, proving demand persists independent of infrastructure availability. The
question is whether venues survive long enough to capitalise on rediscovered genres driving commercial
streaming breakthroughs like Denon Reed's bassline success.

Discovery transformation from physical curation toward algorithmic recommendation changes how
audiences find music. This facilitates the growth of global niche communities, which in turn reduces the
density of local music scenes.Yet AI contamination drives platform rejection amongst engaged listeners,
creating curation renaissance where trusted human tastemakers regain value algorithms cannot provide.

“If we continue to see the demise of these small to medium
sized businesses, people are not going to stop wanting to

connect. They're going to continue to party, but they're going
to continue to want to connect in an unregulated space, in an

unregulated way”

— Silvana Kill, Chief Operating Officer, Night Time Industries Association (NTIA)

The crowd's movement reveals what policy must address. Transport investment enabling late-night and
early-morning travel would let older ravers participate without driving or expensive taxis—addressing the
temporal barrier forcing daytime events. Licensing reform allowing earlier start times and diversified
revenue models would accommodate audiences who want 6pm-midnight participation, not midnight-6am.
Affordable ticket structures—whether through rates relief enabling lower prices or direct subsidy—would
restore weekly participation impossible at £100 per night. Venue protection through statutory agent of
change would preserve the spaces audiences actually want to attend before development pressure
eliminates them.

But fundamentally, the crowd movement reveals human need for connection persists regardless of
economic barriers, infrastructure availability, or regulatory frameworks. People will gather to dance, whether
in nightclubs, festivals, record shops or warehouse parties. The question confronting policymakers: whether
that gathering occurs in safe, regulated spaces with emergency infrastructure and harm reduction
protocols—or displaced toward environments lacking oversight where economic uncertainty, infrastructure
scarcity, and regulatory rigidity push willing participants.

The crowd moves regardless of whether the infrastructure keeps up. Industry innovation demonstrates
adaptation capacity when operators respond to actual audience needs rather than assumptions about what
clubbing should be. Regional growth proves demand exists across the country. Format diversity shows
creativity under constraint. Genre resurgence confirms appetite for UK-originated sounds when
infrastructure enables their expression.
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The audience is willing. What's missing is infrastructure enabling participation at scale that's affordable,
accessible, and sustainable for both attendees and operators. The crowd has moved—the policy framework
hasn't.
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LAB.CLUB SURVEY RESULTS – MONEY
BEATS LINEUPS EVERY TIME
Ben McCarthy, Founder, Lab.Club, surveyed approximately 170 people representing genuine engaged rave
community cross-sections, asking what prevents frequent club attendance and what enables more
participation. Responses contradicted industry assumptions about participation drivers fundamentally.

When asked what prevents more frequent club attendance, respondents ranked: money first, safer spaces
second, community third, better DJs and lineups fourth. When asked what would enable more raving, the
hierarchy repeated: reduce ticket prices first, community feel second, safer spaces third, lineups fourth.

The industry organises itself around artist booking. Promoters chase headline acts. Venues compete on
programmer quality and booking exclusivity. Yet audiences identify economic access and social safety as
more effective factors than who's performing. Respondents also identified "too many drugs" as a scene
problem—not drug presence itself but excessive consumption creating unsafe environments. When asked
for solutions, they suggested "bringing back door policies"—selective entry enabling crowd curation.

Ben feels ambivalent about door policies. Berlin's approach seems pretentious but has semi-good reasoning.
London's anyone-anywhere policy has advantages and disadvantages for experience quality. This captures
the tension selective entry creates between accessibility and safety.

WHY THIS MATTERS FOR STRATEGY
Industry conversations centre on artist development, booking exclusivity, and programming innovation.
Audiences prioritise different concerns entirely. The £100 central London night out prevents weekly
attendance regardless of who's playing. Venues where harassment goes unchallenged drive people away
despite exceptional lineups. Anonymous mega-clubs lack the community feeling sustaining regular
participation.

The findings suggest interventions targeting cost reduction and community building may drive attendance
more effectively than artist booking improvements alone. A venue charging £15 with strong community
potentially attracts more regular attendees than one charging £30 with exceptional programming but
anonymous atmosphere. This doesn't mean lineups are irrelevant—fourth place still indicates significance.
The survey establishes that economic access and social environment matter substantially more.

The data validates alternative format proliferation. Free events growing 34% year-on-year respond to
money ranking first. Sober events and wellness integration address safer spaces and community priorities.
These aren't niche experiments but direct responses to documented audience needs. If engaged
ravers—people already committed to the culture—identify money as the primary barrier, the cost problem
affects core audiences, not just marginal participants. Infrastructure investment in accessible venues,
reduced ticket pricing policies, and community-building measures could significantly increase participation
across all demographics more effectively than programming improvements targeting artist quality alone.
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IS GEN Z ACTUALLY DRINKING LESS? –
TESTING GOSPEL AGAINST REALITY
The narrative appears everywhere—Gen Z drinks less. The gospel explains declining bar revenue, justifies
alternative formats, and shapes how the sector understands its audience. The question is whether the
evidence matches the certainty.

Australia achieved the most dramatic documented shift: in 2001, 70 per cent of teenagers aged 14-17
consumed alcohol yearly; by 2023, that dropped to 30 per cent. In the UK, Drinkaware's research shows 21
per cent of 18-24 year olds don't drink, up from 14 per cent in 2017. Young adults drink weekly less
frequently—46 per cent compared to 56 per cent of the general population. Yet recent IWSR data shows
Gen Z alcohol participation increased from 66 per cent to 73 per cent between 2023 and 2025. In the UK
specifically, the jump was sharper—66 per cent to 76 per cent, the biggest increase of any age group
surveyed.

The contradiction resolves when examining frequency versus occasion intensity: Gen Z drinks less often but,
according to Diageo, 'very enthusiastically' when they do, during 'three-hour-plus occasions.' They're not
moderate drinkers attending regularly; they're infrequent attendees drinking heavily when they do
participate.

THE ECONOMIC STORY EVERYONE MISSES
According to a recent Rabobank research, Gen Z spends the same share of after-tax income on alcohol as
millennials did at the same life stage. They just have much less after-tax income to spend. “Gone are the
days of having a night out and coming home with change. A contemporary central London night out might
set you back the best part of £100—by the time you've got into town, paid to get into a club, had a few drinks
and then got yourself home” says Simon, Artist Manager, Bitter & Twisted MGMT. Student loans remain
identical to a decade ago, but the costs have climbed substantially.

Other demographics also reduced consumption simultaneously for different reasons. Mexico's 35-plus
demographic attends clubs quarterly instead of frequently due to childcare responsibilities and family
obligations. Japan's cross-generational decline stems from ageing populations and post-COVID health
consciousness across age groups. What venues face isn't a Gen Z problem requiring youth-focused
solutions. It's multi-demographic consumption shift requiring fundamental rethinking of how nightlife
generates revenue when alcohol sales alone cannot sustain operations.

WHAT THE EVIDENCE SUGGESTS
The "Gen Z drinks less" narrative captures real phenomena while obscuring crucial nuance. Yes, they drink
less often. Yes, economic pressure drives this. Yes, health consciousness plays a role. But attributing all
nightlife revenue decline to Gen Z moderation misses multiple demographics reducing consumption
simultaneously for different reasons. What venues face isn't a Gen Z problem requiring youth-targeted
solutions. It's a multi-demographic consumption shift requiring fundamental rethinking of how nightlife
generates revenue when alcohol sales alone cannot sustain operations.
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"THANK YOU FOR LETTING US BACK
IN" — XLR'S BYOB EXPERIMENT
When owner Chris Hindle introduced XLR Manchester's bring-your-own-alcohol policy in September 2025,
customers didn't complain about lacking a traditional bar. They said thank you. "We had people come up and
say they'd been feeling priced out of going out regularly," Chris recalls. The traditional model wasn't working
economically.

Prior to the policy change, bar economics looked profitable on paper but barely sustainable in reality. A
£2,000 bar take loses 20% to VAT immediately, another 20-30% to stock costs, then staff wages come next.
By the time calculations finished, profit from a sold-out night reached maybe £500-£600.

The main challenge wasn't primarily rising energy bills or business rates, but alcohol duty. "Some clubs are
forced to charge £13 or £14 for a double vodka just to break even. Venues often offer free entry, then
completely overcharge patrons at the bar to make up the difference." Chris fundamentally changed this
approach: tickets are priced between £10 and £20, depending on the lineup, and customers are allowed to
bring their own drinks. This model focuses on the venue providing the space, sound, and atmosphere, rather
than relying on bar revenue.

MAKING IT WORK
Chris points at licensing around safety and responsibility: spacing drinks over four or five hours promotes
responsible consumption versus hammering drinks pre-club during traditional approaches. Under
traditional models, if someone arrives at the bar visibly drunk, licensing law requires refusal. "But if you're
struggling financially, there's an economic inclination to serve anyway despite regulations. When they've
already paid for tickets, that pressure disappears entirely."

On the first BYOB night, police visited for inspection and reported that, "[they] expected so much more
alcohol consumption." Chris replied, "Exactly. People just aren't drinking as much as they used to, regardless
of model." Profitability increased from the previous year—not massively, but enough to matter for a
200-capacity venue in a student area.

The model also enabled grassroots promoters: under traditional economics, venue hire cost £250 minimum,
which often didn't cover running costs when bar revenue disappointed. With bar revenue down
industry-wide, Chris couldn't take hire hits financially. Now he operates 50/50 cost splits with
promoters—expenses and support shared equally.

The model has clear limitations: it works in student areas with manageable rent and licensing authorities
willing to approve it. It won't work in big city centres where rent and rates are substantially larger. But where
it works, it's proven that giving people access to music and community matters more than extracting
maximum bar revenue.

Alcohol duty in the UK remains significantly higher than most of Europe. XLR's model works because it
sidesteps that reality entirely. Whether other venues can—or should have to—do the same is a different
question.
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THE GLOBAL STAGE
The UK produces 11% of global electronic artists yet claims 15% of the top
500. This chapter examines international positioning, the branding
advantage, what other markets got right with coordinated policy, and the
competitive gap threatening sustained leadership.
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THE GLOBAL STAGE
Thirteen UK electronic artists rank in the global top 100 according to Viberate's algorithmic
rankings—placing Britain in second place, behind only the United States. The rankings draw from 2025
streaming data, festival bookings, and international touring schedules, documenting current performance
rather than historical reputation.

Based on analysis of Viberate data, the UK produces 11% of global electronic artists but claims 15% of the
global top 500—punching above its weight in developing elite talent.[24] 72 UK artists rank among the
world's top 500 DJs (Viberarte), a rate of 1.03 artists per million population. This outperforms the United
States (0.27 per million) and Germany (0.65 per million), though trails the Netherlands' 2.10 per million—a
benchmark demonstrating what two decades of coordinated cultural investment can achieve.

British artists maintain commanding positions in genres invented or developed here—drum and bass,
dubstep, UK garage—creating globally recognised sounds with British DNA embedded in their structure,
driving substantial international consumption.
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Yet competitive positioning reveals tensions. UK electronic music exports reached £86.8 million in
2025—significant but modest 8% growth from the previous year.[25] Dr Jo, CEO, BPI, positions the
investment gap directly: "It can at times be a source of frustration that other governments appear to value
their creative industries more. If you look at the example of South Korea, its government reportedly invests
around £25 million annually into its creative industries, helping to make K-Pop the global cultural
phenomenon it has become. In the UK we are given support through the Music Export Growth Scheme
(MEGS). Since launching in 2014 it has supported over 450 UK artists and has invested £7.9m, leading to an
estimated £73.5m financial return to the UK economy and a ROI of nearly £14 for every £1 received from
Government. If MEGS can do that, with such a relatively small budget, imagine what more expansive
initiatives could achieve."

The comparison reveals a strategic scale disparity: South Korea's annual £25 million investment versus the
UK's £7.9 million over eleven years—yet MEGS shows that even modest support delivers a 14:1 return.

WHERE BRITAIN DOMINATES
��British electronic music's international strength manifests through sustained touring infrastructure. Artist
manager Simon, Artist Manager, Bitter & Twisted MGMT, who manages multiple UK electronic acts,
describes the current landscape:

“Disclosure, who bullet tooth recently supported, are arguably
as big as they’ve ever been and doing great live business in
North America and globally. Basement Jaxx, a pioneering

electronic act that have been together for over 30 years, are
also touring extensively internationally — they did Coachella

last year and are in Australia and NZ next month. bullet tooth,
will be in North America at least four or five times this year, then
likely back to Australia and NZ at some point plus regular shows

throughout the UK and Europe. We've also had offers from
South America, Japan, India… The global opportunities are

there”

— Simon Burke-Kennedy, Artist Manager, Bitter & Twisted MGMT
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These individual success stories reflect broader market dominance. Ben King, Director & Lead Agent at
Radius Agency, observes that British acts constitute approximately 30-40% of major festival lineups—from
US events to Tomorrowland. "You look at the hottest acts right now—your Max Deans, your Luke Deans,
your Josh Bakers—they're all British," he notes. This representation stems from sustained career
development: artists building credibility through years of domestic club work before accessing global
touring circuits that established acts like Basement Jaxx maintain through decades of consistent output.

Fred again.. shows a different trajectory—rapid ascent through strategic curation and cross-platform
visibility. With 77% of his streaming audience outside the UK, he exemplifies how British electronic artists
leverage domestic credibility to build international audiences. Australia emerged as his largest market,
illustrating how Commonwealth cultural connections and touring circuit relationships facilitate UK artist
expansion into territories 8,000 miles apart.

“The UK is still really at the front of the global market. People
look up to that and see that as the benchmark. We've got some

amazing festivals—like Glastonbury— and venues— like
Warehouse Project—setting the benchmark on how to do

bigger scale events with that club ethos. In my opinion, people
still look up to the UK scene as setting the standard”

— Ben King, Director & Lead Agent, Radius Agency

Bassline's commercial breakthrough exemplifies how UK-originated genres achieve international scale.
Denon Reed's "I Need To Know" became the first bassline track to appear on the UK Top 40 Singles Chart in
15 years, whilst follow-up "Let Him Go" reached number 36. Beatport's 2025 year review[26] confirmed UK
artists led the resurgence in UK garage and bassline, with Sammy Virji, MPH, and Interplanetary Criminal
dominating the platform's top-selling tracks in these genres. The platform characterised UK garage as
"making serious waves across U.S. dance floors," indicating international expansion beyond British origins.
This commercial success shows that UK-originated genres aren't undergoing nostalgic domestic revivals
but are achieving fresh international commercial traction—positioning UK electronic music at the centre of
multiple concurrent global trends rather than a single movement.

Chase & Status and Hedex demonstrate drum and bass's American market penetration. Both artists secured
substantial US touring schedules following years of UK club development, with drum and bass "having a
buoyant moment over there," according to Ben King, Director & Lead Agent, Radius Agency. The genre's
resurgence reflects infrastructure investments enabling artists to scale from 200-capacity Bristol clubs to
American festival slots—though this pathway increasingly depends on artists surviving long enough in
domestic venues closing at significant rates in the recent years.
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Vivian Host, Music Journalist & former Editor-in-Chief at VICE and XLR8R, attributes UK electronic music's
global dominance partly to exceptional branding capacity. In her view, Britain takes sounds from elsewhere
and wraps them in sharper packaging—cleaner production, better graphics, smarter design—making them
easier to travel internationally.

The quality gap manifests technically. UK producers creating footwork or Chicago house generate "much
cleaner" output than American originators, stemming from infrastructure advantages—professional
mastering chains, established distribution networks, design literacy—creating "high level quality" with
"amazing packaging, great font, great graphic design."

Geographic proximity creates a "crucible" effect where producers concentrate spatially, enabling rapid
information exchange impossible in dispersed markets. Forward>> era London—where aspiring dubstep
producers "could go to a club and be standing with the 20 most important people in the scene" receiving
direct technical guidance—accelerated skill development through unconscious absorption of aesthetic
standards and technical benchmarks unavailable to geographically isolated practitioners.

Chart integration distinguishes UK electronic music from American equivalents. Radio One's "pick of the
week" mechanism can elevate underground tracks to "housewives, children, people in their car," creating
mass exposure typically reserved for major-label pop. This accessibility stems from institutional mandates
treating electronic music as culturally legitimate rather than niche interest, enabling "club music as chart
music" normalisation absent in American markets where "Billboard dance charts aren't relevant in the same
way," Vivian explains.

Artists can traverse contexts—Skepta's Mas Tiempo Ibiza house residency while maintaining grime
credibility—in ways that would invite criticism elsewhere. This genre fluidity proves advantageous rather
than problematic. The flattened hierarchy between pop singers, grime artists, and garage DJs enables
cross-pollination unavailable where genre segregation maintains rigid boundaries.

"The UK has always been really good at branding. They take
inspiration from genres elsewhere and make it into something
with cool branding, good distribution, good production quality.

UK producers making Chicago house—much cleaner, higher
quality level, amazing packaging. They were first to really brand

rave and electronic music."

— Vivian Host, Music Journalist & Former Editor-in-Chief at VICE and XLR8R
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The Netherlands and Germany, beyond just protecting their electronic music scenes, have also actively
invested in them as cultural and economic infrastructure. Their combined approach demonstrates what
coordinated policy commitment achieves over decades.

Amsterdam introduced 24-hour operating licenses in 2012 through a pilot programme, expanding to 15
establishments by 2023. These permits assess venues on cultural merit, financial viability, and location
suitability, allowing clubs to set their own opening and closing hours rather than facing mandated closing
times. This eliminates the problem of thousands of people flooding streets simultaneously at 4am when all
venues close at once. This flexibility allows venues to extend profitable nights and close early during quiet
periods—improving economic viability and reducing neighbourhood noise complaints.

The Night Mayor system, institutionalised in 2014, mediates between venues, residents, police, and city
officials to find collaborative solutions rather than restrictive regulations. Under Night Mayor leadership,
alcohol-related incidents on Rembrandtplein dropped 25% through trained 'hosts' who de-escalate
situations. The model has been replicated in over 100 cities globally including London, New York, and
Manchester, though London's Night Czar operates within the Mayor's Office rather than as an independent
industry-funded body like Amsterdam's Night Mayor.

Amsterdam's Night Vision Policy (2021) delivered 15 new measures centred on space, regulations, sector
representation, and subsidies, backed by €2.2 million budget (2023-2026) plus €1.2 million for youth talent
development. Approximately 500 nighttime establishments contribute 5,000 jobs and €1.25 billion to the
local economy—documented economic impact justifying continued investment.

Germany reclassified music clubs from "entertainment venues" (same category as casinos) to "cultural
institutions" (same status as museums and theatres) in May 2021. This applies only to venues that
demonstrate "cultural purpose" through an artist focus, talent development, and curated programming.
Benefits include tax breaks (Berghain won a 2016 case reducing its tax rate by 12 percentage points),
protection from displacement under planning law, wider geographic operating permissions including
residential zones, access to cultural funding and subsidies, and a €1 million Berlin noise protection fund
(2017) for soundproofing.

Berlin's club scene generates £1.5 billion in tourism annually (Berlin Club Commission survey), and
Germany's overall club culture supports 50,000 employees and freelancers with £1.1 billion annual turnover
(Live Musik Kommission data).

The UK possesses the agent of change principle enshrined in National Planning Policy Framework since July
2018, requiring developers building near existing venues to fund soundproofing. However, it remains
guidance rather than statutory law, with venues still closing despite its introduction. The 2024 Culture Select
Committee recommended it be put "on a statutory footing at the earliest opportunity."
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Sydney shows signs of post-crisis transformation. Before pandemic reforms, Sydney ranked 39th out of 48
cities globally in an index based on factors such as eating, drinking, nightlife and culture according to Time
Out. Lockout laws had closed venues, dropped footfall, and damaged international reputation. In 2021, New
South Wales created the Office of the 24-Hour Economy Commissioner with Advisory Council and a
state-wide strategy, implementing two rounds of regulatory reform. Results followed: Sydney climbed into
the Top 10 in the World's Best Cities ranking from Resonance, moved to eighth place in Euromonitor's list,
and was voted the number one travel destination by Condé Nast Traveller readers.

“The state has realised that if you want to have a good nightlife
environment, you need a number of things to be in place...

enabling regulation, focus on better operation, diversification
of the nightlife offering, and embracing the decentralisation of

nightlife”

— Michael Rodrigues, New South Wales 24-Hour Economy Commissioner

Sydney's Special Entertainment Precinct Framework empowers councils to establish entertainment
precincts through structured processes: community consultation, area identification, noise management
planning, and zoning changes. This state-level mechanism enables local autonomy—"as long as you do
these things, we'll back that"—distributing decision-making whilst maintaining standards ensuring
community buy-in.

UK POLICY INFLUENCE ABROAD
Rafael Pereira, Executive Trustee of India Music Exchange, identifies the UK as the primary policy reference
point for developing creative economy frameworks across South and Southeast Asia. "We look to the UK a
lot for creative industries policy. The term 'creative industries' – we have got this from the UK. When NTIA
comes out with a report, we're looking at it saying: "if this is what the nighttime economy is in the UK, what is
it in India?"

British Council functions as a critical knowledge transfer mechanism, funding research platforms like
Festivals from India and publishing reports informing Indian policy development. Commonwealth
connections facilitate information flows creating competitive advantages for markets accessing UK policy
expertise. However, this reliance on external knowledge may also hinder the development of locally-grown
solutions.

UK-based organisations like Sound Diplomacy and Music Cities Convention provide templates Indian
policymakers study when developing domestic nightlife infrastructure, absent in current governance. This
influence is also evident in Mumbai's Indian Nightlife Convention & Awards (INCA), which is explicitly
modelled after structures used by the NTIA.
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Japan's nighttime economy reforms drew inspiration from international precedents, including UK
frameworks. Tak, Director, Japan Nighttime Economy Association (JNEA), describes how the organisation
strategically tied nightlife policy to national tourism priorities around the 2020 Olympics and 2025 Expo,
securing legislative victory in 2016 by amending the "no dancing law" that banned nightclub operation after
midnight.

“Japan was expecting the Olympic and Paralympic Games in
2020 and the Expo for 2025. We thought that tying the

nightlife agenda with the national agenda of developing the
tourism industry, especially inbound tourism, would be the

easiest way to get through. And we were right. We managed to
lobby successfully to lift the ban for certified nightclubs

operating late at night in 2016”

— Tak Umezawa, Director, Japan Nighttime Economy Association (JNEA)

Mexico seeks to import UK's best practices for nighttime economy governance. "One thing I think is
important that you've been doing in the UK is the power and open-door policy you have with the
government," explains Helking from Mexican Nightlife Association (AMBADIC). "Yes, it's always a fight and
always struggling, but at least you have achieved a lot of things, and they hear you. For us, that would be a
big area to learn."

The Mexican association is planning to bring UK Night Mayors and NTIA representatives to Mexico in 2026
to share experiences directly with government officials, showing how UK frameworks influence policy
development in emerging markets facing nightlife infrastructure challenges.

THE TOURING REALITY
International success generates revenue but faces mounting barriers. Brexit visa complications compound
American market challenges, and US visa processing creates additional touring obstacles.

"The current global political situation is quite concerning. The US is a very strong market for us, but it's
harder and harder to get US visas," explains Ben King, Director & Lead Agent, Radius Agency. "Just to get a
standard US O-1 visa is taking 10 months, when previously it was 3-4 months. Which is a long time when
you're trying to map out a diary and build a tour for an artist wanting to go to America for the first time."

This delay makes diary planning impossible—artists cannot confirm US tours without visas, cannot obtain
visas without confirmed tours, and ten-month processing means booking windows close before approval
arrives. The barrier disproportionately affects mid-tier artists building international careers, as established
acts with existing visas bypass the bottleneck.
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DJ RAP, an independent artist with an extensive career, bluntly describes the challenges of the American
market. "Unless you're a huge commercial DJ, you're not going to get booked at some large-scale events. I
spent two months touring America—it was heartbreaking to see the indie scene so changed and so small
from what it was. Miami, once the Ibiza of the USA, was just an empty shell; Vegas was a corporate shell of
itself." The experience illustrates how even established artists face barriers in US markets increasingly
dominated by major festival brands.

Yet UK artists maintain a strong presence across international markets. "If you look at festivals in the US, or
at Tomorrowland, I'd still say about 34% of those are British acts," Ben, Director & Lead Agent, Radius
Agency reports. "You look at the hottest acts right now—your Max Deans, your Luke Deans, your Josh
Butlers—they're all British."

Despite the barriers, UK artists find opportunities in emerging markets. Thailand replaced Bali as Asia's
electronic music hub over the past two years, with Insomniac's EDC Thailand and Tomorrowland
establishing presence. South America continues its resurgence and Australia's club scene recovered
alongside sustained festival strength. The geographic diversification demonstrates UK electronic music's
adaptability—artists build new circuits when established markets impose barriers.

THE COMPETITIVE GAP
The UK's global positioning reveals a disconnect between international recognition and domestic policy
where institutions fail to acknowledge dance music's "artistic significance" or its value in cultural diplomacy.
Surgeon, the Birmingham techno producer with a multi-decade career, articulates this gap: "I really don't
believe UK policymakers are at all aware how significant decades of UK dance music has been, what a huge
influence it's been around the world. It's not appreciated as a cultural export, a valuable export. When I travel
to other countries, all people know about *Birmingham* is the techno that Surgeon made." "I really want to
visit Birmingham one day," they tell Surgeon—specifically to experience techno's perceived spiritual home.

Detroit provides instructive contrast. City limit signs declare "Detroit: City of Techno," making explicit
governmental acknowledgement of genre heritage, whilst recent mayoral leadership—the city's first Black
female mayor—actively engages with electronic music culture through international partnerships like the
Detroit-Berlin Connection via Tresor's nonprofit initiatives. However, Surgeon acknowledges complexity:
"Detroit seems to acknowledge its history much more," he notes, "but if you live there, it's still mixed" Yet
Detroit licensing only allows events until 2 am; symbolic recognition doesn't automatically translate to
operational support.

Berlin exemplifies comprehensive integration through UNESCO heritage designation and rigorous
economic impact measurement, creating a policy environment treating nightlife as legitimate cultural
infrastructure. This institutional recognition enables operational freedoms—extended licensing, venue
protections, artist support mechanisms—unavailable in UK contexts where dance music remains
marginalised.
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UK electronic music finds itself in an odd position: internationally influential yet domestically undervalued.
When Surgeon describes international fans dreaming of visiting Birmingham specifically for its techno
heritage, when policymakers in India, Mexico, and Japan cite British frameworks as they develop their own
nighttime economies, and when festival lineups worldwide feature UK artists at rates exceeding the
country's population share, these indicate global recognition that domestic institutions fail to reflect.

The comparative evidence from Amsterdam, Berlin, and Sydney reveals what coordinated investment
achieves. None of these cities accidentally built thriving scenes through market forces alone. The
Netherlands' higher per capita DJ production rate stems from €2.2 million annual nighttime economy
budgets, 24-hour licensing frameworks, and decades of treating venues as cultural infrastructure rather
than commercial nuisance. Germany's club reclassification unlocked tax relief, planning protections, and
dedicated soundproofing funds. Sydney's 24-Hour Economy Commissioner coordinated twenty
government agencies, transforming the city from 39th to the top ten globally in nightlife rankings within four
years.

These aren't untranslatable foreign models requiring wholesale system overhauls. The LIVE Trust
exemplifies UK industry capacity for self-organisation when frameworks enable it. Agent of change exists as
guidance awaiting a statutory footing. Business rates reform and licensing flexibility require political will
rather than technical innovation.

Sam Divine, house DJ with an international touring schedule, frames UK positioning simply: "We created
dubstep, we created UK garage, we created drum and bass, we created jungle. Those genres, no one can
take them away from us—they are the British sound, we created them."

Those genres remain ours. What's at stake is whether the infrastructure that created them—the nightclubs,
the mid-tier venues, the grassroots spaces where bedroom producers become international
headliners—survives to develop what comes next. International audiences already value British electronic
music. What’s more important is whether it will receive equal recognition and support domestically in
Britain.
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THE GLOBAL NIGHTLIFE – WHEN EVERY
CITY FACES THE SAME PRESSURES
Michael Rodrigues, New South Wales 24-Hour Economy Commissioner, who oversees Sydney's 24-hour
economy, identifies the challenge immediately: 'The bit that's a global phenomenon is how much at-home,
on-demand entertainment has shifted the landscape fundamentally. Going out in comparison feels
expensive, can be complicated, and might be challenging compared to staying home.' Five interviews across
five cities reveal identical dynamics. Discretionary income pressure everywhere. Demographic shifts
everywhere.

Yet specifics vary significantly. Mexico's 35-plus demographic attends clubs quarterly instead of frequently
due to childcare and family obligations. Japan's cross-generational consumption decline stems from ageing
economies and health consciousness. Amsterdam's young people face pricing out of casual clubbing. The
UK doesn't face a unique crisis. Nightlife markets everywhere confront identical economic realities. What
differs fundamentally is how cities respond to these shared pressures.

POLICY DETERMINES OUTCOMES
Freek Wallagh, Amsterdam's Night Mayor, facilitates structural change by helping self-employed DJs and
programmers through legal innovation that separates commercial hospitality from non-profit cultural
programming, thereby opening up cultural subsidies to them. Amsterdam invested €2.2 million from
2023-2026 in the nighttime economy support directly.

Sydney's Special Entertainment Precinct mechanism provides councils a structured process: community
consultation, area identification, noise management planning, and zoning changes. The framework
addresses historical tension where state regulations constrained local preferences. Councils embracing
nightlife can now modify zoning for expanded noise tolerance when proper procedures are followed.

Director, Tak Umezawa’s Japan Nighttime Economy Association (JNEA) succeeded by aligning nightlife
policy with national tourism priorities around the 2020 Olympics and 2025 Expo. Post-COVID, the
association evolved its advocacy to encompass three core values: economic, cultural, and social.

What separates struggling cities from adapting ones isn't economic pressure—Amsterdam faces rising
costs, Sydney confronts discretionary income constraints, Japan navigates demographic ageing. The
separation occurs in governmental response: whether policymakers treat nightlife as cultural infrastructure
warranting investment or nuisance requiring management and restriction.

ADAPTATION DEPENDS ON SUPPORT
Nightlife will survive these universal pressures in cities choosing to support it through funding access,
regulatory flexibility, and coordinated planning between agencies. Markets where government views
nightlife as a problem watch formal venues close whilst informal alternatives proliferate, creating exactly the
safety issues policymakers feared initially.
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The global pattern reveals policy's role clearly. Government cannot eliminate the pressures. Government
determines whether communities face those pressures with support or alone.
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UK'S BRANDING SUPERPOWER – WHY
BRITISH REFINEMENT DOMINATES
GLOBAL DANCE MUSIC
Sam Divine states plainly: 'We created dubstep, UK garage, drum and bass, jungle. Those genres, no one can
take them away from us.' Thirty UK artists rank in Viberate's global top 500 DJs—1.03 per million population.
The dominance stems from infrastructure accumulation, not birthplace advantages or individual genius.

Sound system culture provided foundational DNA—bass emphasis, genre eclecticism, selector
artistry—distinguishing UK absorption of electronic music from European specialist purism. Geographic
proximity enabled rapid knowledge transfer impossible in dispersed markets. London's density meant
aspiring producers accessed the twenty most important people in their scene through simple club
attendance, receiving technical guidance unavailable through online resources alone. Contemporary
demographic diversity fuels ongoing innovation: diasporic communities enable fusion genres blending
traditional cultural elements with electronic production.

THE COMMERCIAL PATHWAY AND GLOBAL POSITION
UK electronic music's distinguishing feature: viable pathway from underground club hit to national chart
success. Radio One's 'pick of the week' mechanism elevates underground tracks to mass
audiences—'housewives, children, people in their car'—creating exposure impossible in American contexts
where dance music remains segregated. Club music can become chart music in the UK; Billboard dance
charts lack comparable cultural relevance.

Rody Di Pinto from Argentina confirms external perception: In electronic music, it remains a cultural and
economic benchmark.' He estimates '80 per cent of the world's top 30 artists have been greatly influenced
by British genres and production approaches.'

FUTURE RISK
Whether the UK maintains this positioning depends on whether grassroots infrastructure feeding it—the
nightclubs, mid-tier venues, communities enabling fusion, talent development pathways—survives current
economic pressures. International dominance celebrates past investments, and future talent pipelines ask
for acknowledgement and support from policy frameworks. The accumulated advantages compound over
decades but depend fundamentally on grassroots infrastructure currently under severe economic pressure
from rates, VAT, and operational costs. Protecting infrastructure requires recognition that dominance stems
from systems and those systems require active protection through policy support rather than passive
celebration of historical achievements.
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International evidence reveals what coordinated policy achieves. This
chapter translates insights from Amsterdam, Berlin, Sydney, and Tokyo
into concrete recommendations for UK electronic music—from business
rates reform to Agent of Change legislation.
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THE WAY FORWARD
The UK's electronic music infrastructure will benefit from support at multiple levels—from taxation reform
and cultural recognition to planning protections and industry-led funding mechanisms. Universal support
for initiatives like the LIVE Trust represents one crucial element: current 28% adoption generates
approximately £6.5-7 million annually. The government's 50% target by end-2025 fell significantly short, but
the path to 100% runs through demonstrated impact. The grant announcements will test whether
transparency drives adoption beyond current 28% levels. If the recipients show clear impact, the case for
broader participation strengthens. What began as a voluntary initiative can become normalised
infrastructure funding, through universal adoption creating the stable foundation grassroots venues need to
plan beyond month-to-month survival while policy reform addresses the broader structural challenges.

INDUSTRY BUILDING ITS OWN INFRASTRUCTURE
Regional models showcase the effectiveness of grassroot organisations. The Lancashire Music Association,
operating across 1.6 million people through tri-university alliance (Lancaster, UCLan, Liverpool John
Moores), functions as "conduit between national trade organisations such as the NTIA and places like
Lancashire," according to Tony Rigg, who leads the initiative. The county-scale operation and avoiding
single-city focus provides sufficient market size for viable programming. This model directly tackles the
metropolitan-provincial gap where "transport networks are really good from the provinces to the cities, but
they're really bad around the provinces."

LMA's model combines academic research capacity with venue operator coordination and local authority
engagement. "One of the things academia can do is impartiality," Rigg emphasises, referring to the
universities' research role. "Whilst fairly glacial in its pace, it provides that neutral ground." The organisation
secured task force participation from proactive councillors, police, venue operators, and academics to
"harmonise perspectives" across stakeholders typically in conflict. Burnley's Cultural Services councillor
joined LMA's advisory board, illustrating how neutral coordination enables local authority participation
impossible in adversarial contexts.

Promoter development infrastructure similarly emerges from industry initiative. Aspiring promoters often
face a skills gap: electronic music produces endless enthusiasm for putting on events but little professional
development to convert passion into sustainable practice. Without mentorship or training pathways, most
learn through expensive failure or never progress beyond occasional parties.

PRS Foundation's Early Career Promoter Fund addresses this systematically. From over 1,000 first-year
applications, it selected 152 promoters for grants and self-development costs including mentoring,
conferences, and network access. Year One stimulated over 400 live events across more than 300
grassroots venues. Electronic music represented 38% of grantees—more than double any other
genre—reflecting both the genre's accessible entry points and organic party culture pathways. The quality of
applications signals future potential. "Our panelists are experienced promoters and agents, and they come
out feeling really upbeat," notes Ben Price, Grants & Programmes Manager. "They see what all these people
who they didn't know about are planning, and there's a general feeling that things are gonna be all right"
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Whilst PRS Foundation supports early-career promoters with track records, even earlier-stage
infrastructure emerges from grassroots initiative. Cat Nguyen-Walker aka Faded Society secured a night at
Club Makossa in Dalston, transforming an empty post-COVID Thursday-night basement venue into a
launchpad for emerging promoters. Since March 2024, Faded Presents Project has supported 149 events,
providing each crew with personalised training, dedicated support, and a £50 marketing fund. "A lot of
people think they can just put a poster up and that will be it. But it's so much more than that—it's about
telling a story about the experience you're creating."

Alumni collectives like Nan's Basement, Musenverse, and Constellate now run their own brands, booking
other venues and building independent identities. Faded Society's success in filling Club Makossa's
previously empty nights led the venue to expand her programming to Fridays and Saturdays, proving what
grassroots infrastructure can achieve when someone creates the pathway that doesn't exist.

Mentorship initiatives fill similar gaps. Surgeon initiated free pandemic-era mentorship connecting
Bristol-based emerging artists with career guidance, creating a bidirectional knowledge exchange. Younger
artists gained touring insights, agency negotiation strategies, and career sustainability frameworks. The
established artist accessed "incredible new music and artists", expanding his sonic palette beyond
established networks. Back-to-back sets with mentees and facilitation of venue bookings created concrete
opportunities beyond abstract advice.

Established artists returning to grassroots venues creates tangible support beyond mentorship. "I'm not
saying it falls on everyone, but if you genuinely care about those venues, why wouldn't you take time out and
do it?" Arielle Free asks. "The bigger artists going back to grassroots venues to fill them out is worth its
weight in gold." These underplay shows provide immediate economic impact and foster solidarity—headline
artists choosing 300-capacity rooms they don't financially need creates visibility and validates venues'
cultural importance.

INTERNATIONAL EVIDENCE: WHAT WORKS
Amsterdam's transformation from restrictive to progressive nightlife policy provides the most transferable
framework. The city's approach combines structural interventions with cultural shift, positioning nightlife as
democratic service provision rather than nuisance management. "What my office tries to do is flip the script
and ask: livable for who?" explains Freek Wallagh, Amsterdam’s Night Mayor. "If you can convince people
that it's a democratic principle to not just cater to the needs of a narrow majority living their lives during the
day, but defend a level of services for citizens being treated equally despite their varying biological
clocks—that's when you can move the debate."

Three Amsterdam interventions demonstrate immediate applicability:

Cultural subsidy access for nighttime creators—programmers, DJs, venues—transforms financial
sustainability and validates nightlife's cultural legitimacy equal to museums and galleries. Opening these
funding streams required manual amendments within bodies to enable individual artist support, as "a lot of
DJs and programmers are self-employed, and a lot of subsidies are exempt for self-employed individuals."
The initiative particularly benefits non-commercial art and emerging artists—precisely the sectors most
vulnerable to over-regulation.
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Hybrid governance structures separate commercial hospitality operations from non-profit cultural
programming foundations, unlocking subsidy access and favourable tax treatment while maintaining
operational flexibility. "A venue which hosts local talent should not be expected to make money—I think
that's a very fundamental part," Freek notes. This dual-entity model addresses fundamental tension where
venues serve both cultural mission and commercial necessity, creating legal architecture enabling each
function under appropriate structures.

Early neighbourhood mediation stops complaints from escalating to enforcement, fostering collaboration
between residents and venues. The ombudsman resolves issues before city authorities resort to
punishment, helping both sides reach agreements where residents accept the venue's value and venues
agree to make reasonable adjustments. "We are intersecting that—mediating and negotiating with the
neighbours," Freek describes. "That has led to a signed agreement that their complaints can't close the
venue, that they also underscore the importance of the cultural positioning."

Germany's 2021 reclassification of music clubs from "entertainment venues" to "cultural institutions"—same
status as museums and theatres—provides the statutory framework UK advocates have sought for years.
The designation applies only to venues demonstrating "cultural purpose" through artist focus, talent
development, and curated programming, delivering tax breaks, planning protections, and access to cultural
funding. Berlin's club scene generates £1.5 billion annually and Germany's club culture supports 50,000
employees, clearly justifying its entitlement to preferential treatment.

Sydney offers the 24-hour economy commissioner model, addressing coordination across fragmented
governmental departments. Michael Rodrigues, New South Wales 24-Hour Economy Commissioner, leads a
structure coordinating "more than 20 state government agencies, 128 local councils, 76 police area
commands, and thousands of businesses" through “Collective Impact” framework[27]. The office secured
nighttime metro service during major events plus year-round late transit through co-payment agreements
with large organisations, illustrating how presumed barriers often dissolve when the government creates
frameworks enabling private sector contribution toward shared infrastructure.

These international examples prove supportive policy works. UK industry has proven its capacity to
self-organise, regional coordination bodies, and grassroots innovation in formats and business models. The
question is how quickly we implement what we already know works. The following sections outline the
specific interventions that would enable the resourceful people already innovating to build sustainable
infrastructure rather than constantly fighting structural barriers.

BUILDING INDUSTRY-LED FUNDING INFRASTRUCTURE
Voluntary mechanisms showcase what collective industry action achieves when frameworks enable it. The
model—£1 per ticket contributions from major tours distributed to grassroots venues—has proven viable
across the wider live music sector, with approximately 28% adoption generating £6.5-7 million annually. For
electronic music specifically, similar mechanisms could target the infrastructure gaps this report
documents: mid-tier venue development, artist facility improvements, and operational cost reduction
through capital investments.
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The path to widespread adoption runs through demonstrated impact. Scepticism exists not around principle
but execution—operators want evidence that contributions translate into tangible support. Transparency
matters because it builds trust, showing exactly how contributions create change.

Early decisions by the LIVE Trust show that funding can target venue operational viability through strategic
capital investments: renewable energy generation reducing utility costs, upgraded sound equipment
maintaining technical standards, artist facilities. Separately, the model exists to facilitate building ownership
acquisition. "Get the cost down and there is enough activity in the sector to actually make it financially
viable," Mark, Chief Executive Officer of the Music Venue Trust, argues. "The problem at the moment is you
take business rates, VAT, cost of hotels, cost of outdated equipment, cost of licensing, planning objections,
landlords—take all those things out and suddenly you're very lean and efficient."

The opportunity for electronic music lies in adapting proven models to sector-specific needs. Electronic
music's distinctive characteristics—single-artist technical requirements, format flexibility, and global touring
infrastructure—create different capital needs. Targeted investment in these specific requirements, funded
through voluntary industry contribution, would enable the self-organisation capacity this sector has already
showcased throughout the report.

What began as voluntary could become normalised infrastructure funding within electronic music, creating
the stable foundation that enables venues to plan beyond month-to-month survival and preserve the
autonomy operators value.

ALIGNING TAXATION WITH INTERNATIONAL NORMS
European countries show that fair taxation enables thriving scenes while generating substantial economic
returns. France charges 5% VAT on cultural tickets, Germany 6.8%, Spain 8%, Italy 4%, Netherlands 7%.
Norway exempts grassroots venues entirely at 0%. Britain's 20% VAT represents the third-highest rate
globally and treble the 7% European average.
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This gap creates a competitive disadvantage for the UK compared to music-producing nations and
undermines the ecosystem that ultimately produces highly taxed commercial successes. The economic
logic is straightforward: grassroots venues operate on minimal margins. Taxing activity before it becomes
profitable suppresses the risk-taking that develops new talent. These venues create the artist pipeline that
eventually generates substantial tax revenue at commercial scale—taxing them at the grassroots stage
reduces the number of artists who reach that commercial viability.

Business rates reform represents the most immediate opportunity for cross-sector impact. Projected
increases affect venues across all capacity tiers, creating unified advocacy from grassroots to arena scale.
Operators across the sector report identical economics—venues running at capacity still cannot generate
sustainable returns under current tax structures, with some operating at approximately 1% margins even
during successful periods.

Chris Hindle from XLR Manchester advocates capacity-based VAT relief implementation: "If you are 1,000
or less capacity, you will get relief." Using capacity as the threshold would ensure support reaches the
grassroots venues that need it most. The emphasis on capacity rather than revenue reflects understanding
that turnover-based criteria disadvantage venues in expensive locations but benefit high-volume,
low-margin operations.

Aligning UK taxation with European norms—whether through VAT reduction, rates relief, or capacity-based
exemptions—would create conditions enabling the venue innovation already occurring to scale sustainably.
The infrastructure works. What's missing is tax policy that recognises these venues create value by training
people and developing talent, not by generating immediate profit.
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"Top of the list right now is business rates. Large venues and
grassroots venues are fully aligned—we're all impacted

significantly by proposed or projected increases. Some of those
percentage uplifts are just off the scale."

— Steve Sayer, Senior Vice President and General Manager, The O2 (AEG International)

ACHIEVING CULTURAL RECOGNITION
Berlin's reclassification of music clubs as "cultural institutions" revealing what formal recognition enables.
The designation—achieved in 2021 after years of advocacy—unlocked tax breaks, planning protections, and
cultural funding access. Crucially, venues had to demonstrate their role in developing artists and supporting
creative communities rather than simply operating as entertainment businesses, ensuring quality thresholds
prevented blanket categorisation.

“I was hoping we'd veer towards becoming more culturally
respected and valued, like galleries and museums.. Why aren't

we able to apply for £100k in funding in the same way so the
public can access those places for free?”

— Sarra Wild, Cultural Curator, Music Producer, Sound Designer & DJ

The UK possesses the evidence base for similar evolution. Electronic music contributes £2.47 billion annually
to the economy, ranks second globally for artist development (72 DJs in the top 500), and influences global
music culture through genres invented here. As this economic and cultural contribution becomes
undeniable, the gap between policy recognition and cultural reality narrows.

"Conceptually, accepting that popular music or contemporary music in whatever form is an equivalent art
form to the way they treat other art forms would unlock public funding, it would unlock tax incentives,"
Davyd explains. "There is orchestral tax relief because it's expensive to take an orchestra around the
country. It's expensive to take a DJ around the country!"

Current policy architecture offers orchestral tax relief, theatre tax relief, and special planning protections for
galleries, opera houses, and libraries—cultural infrastructure recognition electronic music lacks despite
comparable economic contribution and workforce development functions. Only 12% of UK public music
funding supports non-classical/opera genres, demonstrating resource allocation reflecting outdated
cultural hierarchies rather than contemporary economic reality.
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Kirsty, Chairperson, LIVE Trust and Founder & CEO, Azorra Limited, advocates UK adaptation of Berlin's
framework: "In Berlin, clubs are recognised as cultural venues rather than being treated simply as nightlife
businesses. That recognition changes how they're viewed for planning and tax purposes and reflects the role
they play in the city's cultural life." UK implementation would "recognise music venues as cultural
infrastructure, which would in turn justify targeted business rates relief or limits for qualifying venues."

Cultural designation provides policy logic for differential treatment otherwise difficult to defend politically.
When venues function as cultural infrastructure comparable to theatres and museums—developing talent,
creating community gathering spaces, generating international cultural influence—preferential tax
treatment becomes defensible public investment.

The pathway exists through gradual expansion of existing cultural infrastructure definitions. Rather than
wholesale system overhaul, electronic music venues with proven cultural purpose through programming
quality, artist development, and community function could access the frameworks already benefiting
classical venues. This evolutionary approach builds on precedent whilst recognising contemporary culture's
economic and social value.

RECOGNISING COMMUNITY SERVICE AS CULTURAL VALUE
Berlin's cultural institution designation for clubs explicitly values venues serving marginalised communities.
The ://about blank venue "actively lives queer-feminist, anti-racist and ecological values" and Gretchen
focuses on "FLINTA* artists and marginalised communities"—recognition built into their cultural status
rather than separate from it. The UK could adopt similar frameworks that distinguish between venues
extracting value from communities and those genuinely serving them.

Cyndi Anafo, DJ & Promoter, Handson Family, frames historical door policies not as exclusion but protection:
"The way it started, it was gatekept to protect Black and queer people, to protect people that were
marginalised aggressively . Door policies would make sure dickheads would not get into a club because the
vast majority of mainstream clubs were full of them." This protective function—creating sanctuary for
vulnerable populations—represents legitimate cultural work deserving policy recognition alongside
economic contribution.

Several UK venues already demonstrate models worth scaling. FOLD employs a workforce comprising
immigrants, refugees, and Black and Brown workers—structural commitment rather than token
gesture—whilst maintaining exceptional technical standards and patron care. Peckham Palms operates as a
social landlord providing affordable units exclusively for Black and mixed-heritage women in hair and beauty
industries, preventing displacement through deliberate community protection.

Yet workforce diversity hasn't translated to ownership transformation. "We're seeing more marginalised
people—even disability—in variation," Sarra Wild observes. "But only at performance level. You're not seeing
club owners, festival owners, decision-making positions." This representation without power limits genuine
cultural transformation.
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Cultural venue designation could explicitly favour establishments showcasing community service through
ownership models, workforce composition, and programming that serves populations excluded from
mainstream culture. Rather than treating all venues identically, policy could recognise venues functioning as
democratic cultural infrastructure—spaces where communities gather, marginalised populations find
sanctuary, and cultural innovation occurs specifically because they operate outside commercial mainstream
pressures.

PARTNERSHIP, NOT DEPENDENCE
The sector seeks structural conditions enabling self-sustainability rather than ongoing governmental
support. "We're not asking to have our hands held, we're asking to get a fair platform to take care of
ourselves," Freek, Amsterdam’s Night Myor emphasises. "I think that's a very important difference." This
framing positions policy interventions as removing discriminatory barriers. The industry can sustain itself—if
given the same support theatres and museums already receive. This isn't about special treatment. It's about
equal treatment.

Industry showcases capacity for self-regulation, knowledge transfer, and mutual support when conditions
permit. Faded Society’s training programmes, Lancashire Music Association's regional coordination, PRS
Foundation's promoter development—these emerge organically when operators possess bandwidth beyond
daily survival. Yet self-organisation cannot overcome structural barriers: property costs eliminating venue
ownership possibilities, licensing frameworks presuming nightlife as nuisance, tax regimes extracting
revenue before profit realisation.

The government's role involves creating an operating environment where cultural value receives recognition
equal to museums, where Agent of Change principle carries statutory weight, where taxation aligns with
international norms, and where licensing reform enables rather than restricts.

The opportunity lies in alignment. When every department evaluates decisions against the government's
stated creative industries priorities, policy becomes coherent. This doesn't require new programmes or
additional funding—it requires checking whether their decisions support or conflict with the growth
commitments already made at strategic level. The infrastructure works when the frameworks align.

“If I had a magic wand, it would be that the spirit and the ethos
and the commitments in those two documents—Industrial

Strategy and Creative Industries Sector Plan—just absolutely
permeated their way right through Whitehall, so that any

decision that was made was considered against that backdrop”

— Jon Collins, Chief Executive, LIVE & LIVE Trust
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Agent of Change principle—establishing that newcomers to neighbourhoods accept existing character
rather than demanding transformation—provides both symbolic political impact and concrete legal
framework. The principle states that if someone moves above a club, their complaints don't hold the same
judicial power as the club; conversely, if a new club opens in a residential area, they must fund
soundproofing.

Utrecht demonstrated the principle's power through announcement alone: without formal enactment,
simply declaring the policy "had an immense effect on the amount of complaints being filed with the
administration," Freek, Amsterdam’s Night Mayor, reports. The symbolic value proved
immediate—residents and venues alike adjusted behaviour based on the stated principle rather than
awaiting legal enforcement.

Full statutory implementation would supply the legal basis for altering development plans, constraining
homeowner associations, and "trickl[ing] through to every single branch of government" by codifying the
common-sense principle that "if you move into a busy partying area, don't complain about the fact that it's a
busy partying area." The Culture Select Committee recommended Agent of Change "be put on a statutory
footing at the earliest opportunity" in 2024. That recommendation remains guidance rather than law,
meaning venues continue facing closure despite the principle's introduction.

Kirsty, Chairperson, LIVE Trust and Founder & CEO, Azorra Limited, recommends strengthening
implementation: cultural venue status would "support stronger and more consistent application of the
Agent of Change principle until such time as it becomes law (which would also be a welcome regulatory
change), helping to protect long-established cultural venues when new residential developments are built
nearby."

The pathway forward involves converting guidance into legal requirements through the ongoing planning
reform. Rather than creating entirely new legislative frameworks, Agent of Change could be embedded
within existing planning law revisions, giving it the legal weight to actually protect venues rather than merely
expressing aspiration. Utrecht's experience suggests even the announcement of statutory commitment
could shift behaviour before formal implementation completes.

ENABLING LICENSING INNOVATION
Kirsty, Chairperson, LIVE Trust and Founder & CEO, Azorra Limited proposes "introduction of a bespoke
licensing framework for temporary and pop-up cultural spaces, sitting somewhere between a TENs and full
premises licences." Current system forces binary choice—Temporary Event Notices (limited
capacity/duration) versus full premises licences (inappropriate for irregular use)—creating administrative
burden for repeat alternative space users and limiting the format innovation already occurring across the
sector.
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An intermediate tier would "give local authorities clearer oversight and control while providing promoters
with greater certainty for repeat use of alternative sites." A site-based approach where spaces used regularly
have baseline characteristics—access, capacity, noise parameters—agreed in advance would allow individual
events to be assessed proportionately without revisiting identical issues each time. This reduces
bureaucratic burden whilst maintaining safety standards and community oversight.

"Clearer national guidance on licensing of alternative spaces would help support greater consistency across
local authorities without reducing safety standards or local discretion," McShannon continues. The National
Licensing Policy Framework could provide a vehicle for standardisation while maintaining local
decision-making authority—creating consistent baseline expectations, yet still letting councils adapt to their
specific neighbourhood needs.

Jayesh from The Last Arch advocates "relaxing licensing and applying more common sense. Councils often
look at things in black and white. They should be assessing projects in detail, based on how they operate and
where they sit in reality, rather than just ticking boxes or relying on broad guidelines." This case-by-case
assessment often reveals viable projects that standard criteria would reject.

The licensing reform opportunity sits within broader regulatory simplification efforts. Rather than wholesale
system overhaul, incremental adjustments—creating the intermediate licensing tier, publishing clearer
national guidance, encouraging case-by-case assessment—would enable the format innovation already
occurring and would maintain the safety standards that protect both attendees and communities.

SUCCESS BY 2027
Success by 2027 looks like more venues opening than closing across the electronic music sector. It means
emerging promoters finding viable career pathways rather than abandoning after their third loss-making
event. It means Lancashire Music Association's model replicating across other regions—tri-university
alliances providing the neutral coordination that enables council participation. It means transparent
demonstration of how industry-led support mechanisms translate into venue improvements and artist
opportunities.

It looks like the policy interventions outlined in this chapter beginning to shift operating conditions. VAT
aligned with European norms easing the pressure on £10 tickets where £2 currently goes to the government.
Cultural venue status unlocking the funding streams and planning protections that museums already enjoy.
Agent of Change carrying statutory weight so venues don't close when luxury flats arrive next door.
Licensing frameworks enabling the format innovation already happening rather than forcing everything into
boxes designed for traditional nightclubs.

The industry has already proven what it can do with minimal support. Sam Divine takes five-hour sets to
300-capacity rooms for £5. XLR Manchester invented a working business model and has offered to share it
freely. Regional coordination is happening. Artist mentorship is happening. Promoter training is happening.
All of this emerged from practitioners identifying problems and building solutions without waiting for
permission.



06 THE WAY FORWARD 93

Government partnership means matching that commitment with the structural changes only policy can
deliver. Not rescue, but a fair platform. Not subsidy, but rules that align with international norms. The
resourceful people are already innovating against the odds. Success means creating conditions where they
can build sustainably rather than constantly fighting barriers that France, Germany, and the Netherlands
removed years ago.

The blueprint exists. Implementation determines whether UK electronic music's global leadership
strengthens or fades over the next decade.
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UTRECHT'S AGENT OF CHANGE –
SYMBOLIC POLITICS THAT WORK
Utrecht never passed formal legislation. They simply announced adoption of the Agent of Change principle:
newcomers to neighbourhoods accept existing character rather than demanding transformation. If you
move next to a club, noise complaints don't carry the same weight as the venue's right to operate based on
established presence. Utrecht announced this principle without formal enactment, legal codification, or
enforcement mechanisms. Just the declaration and communication of policy intent.

'Already that had an immense effect on the balance between complaints and local support ,' Freek Wallagh,
Amsterdam’s Night Mayor reports. Potential complainants understood the framework had shifted
fundamentally. Homebuyers recognised their purchase implied acceptance of existing neighbourhood
character. Developers planning near clubs factored Agent of Change into feasibility assessments before
applications. Symbolic politics produced tangible outcomes without a single legal instrument changing. The
announcement alone changed expectations, which changed behaviour, which reduced complaints
substantially.

THE COMPARISON REVEALS IMPLEMENTATION GAPS
The framework works through expectation management rather than legal enforcement. Residents
understand complaints about established venues will receive unsympathetic responses. Why waste time
complaining when authorities have declared they won't intervene on behalf of newcomers? Amsterdam's
Chancellor of Culture has held Agent of Change mandate for four years without acting. She possesses
authority, Utrecht provides proof of concept, yet the proposal remains unadvanced politically. 'The idiocy of
the situation is that Utrecht showed even announcement without enactment already works,' Freek notes.

The UK enshrined Agent of Change in planning guidance in 2018 yet venues continue closing at alarming
rates. The Culture Select Committee recommended it 'be put on a statutory footing at the earliest
opportunity.' Guidance provides framework without compulsion; planning inspectors can ignore it. Licensing
committees operate independently, enabling planning victories but licensing losses for the same venue.

IMPLEMENTATION DETERMINES OUTCOMES
Three jurisdictions at three implementation stages demonstrate different outcomes. Utrecht announced
without enacting—complaints declined through expectation management alone. While Amsterdam has the
authority to protect its venues, a lack of action due to political deliberation leaves them vulnerable. Similarly,
the UK's non-statutory planning guidance offers only partial protection, as inconsistent application means
problems appear to be addressed without providing real security, potentially delaying necessary statutory
legislation.
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The evidence suggests that immediate, non-legislative intervention—such as an official policy
announcement—could protect venues in willing councils tomorrow, while simultaneously building the case
for broader statutory reform. The core challenge is whether action will be taken before the vital
infrastructure is lost entirely. Venues are closing while policymakers deliberate; waiting for the 'perfect'
statutory solution risks losing the very infrastructure the legislation is meant to protect. A grassroots
approach, where councils adopt protective measures, can build momentum, making statutory
harmonisation politically unavoidable while safeguarding venues in the interim.
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GRASSROOTS UNDERPLAY STRATEGY –
ESTABLISHED ARTISTS REINVESTING
Established electronic music artists are increasingly prioritising grassroots venues, viewing it as a deliberate
reinvestment in the scene rather than an economic necessity or a warm-up. Artists like James Hype and Sam
Divine have undertaken tours of 200–400 capacity venues, charging as little as £5 for tickets—significantly
less than their market rate—despite being able to fill much larger rooms. Other examples include Enzo
Siragusa returning to his origins at Refuse and Ross from Friends maintaining a residency at 93 Feet East.
'Having someone of that calibre with community behind them who will go to grassroots venues and fill them
is worth its weight in gold,' Arielle Free says.

For venues, this strategy offers straightforward economic benefits. A full room guaranteed by an established
artist eliminates promotional risk. The venue operates profitably from bar revenue, ensuring staff are paid
and dependence on ticket sales gambling is removed.

INFRASTRUCTURE AND INDIVIDUAL CHOICE
Beyond individual goodwill, major operators like Broadwick Live, which runs larger venues such as
DRUMSHEDS, view the health of the grassroots infrastructure as a commercial necessity. The venues that
nurture artists playing 200-capacity rooms today are the pipeline for tomorrow’s headliners filling
10,000-capacity venues. Grassroots venues also maintain valuable curation expertise, engaged audiences,
and underground legitimacy.

Artists themselves, often with 15–25 year careers and visible grassroots origins, frame this support as a
matter of legacy and 'giving back.' Sam Divine, for example, explicitly links it to her early career 'playing for
petrol money.' However, these are financially secure artists for whom £5 underplays are an affordable
gesture.

SCALING THROUGH SYSTEMS
To move beyond individual choice, systematic approaches are emerging. Arielle Free's Free Your Mind label
incorporates a performance guarantee with every release. Corporate stakeholders like Broadwick recognise
the strategic interest in maintaining artist supply. Broader systematisation, such as the voluntary levy, aims
to embed grassroots support automatically into ticketing infrastructure.

Ultimately, while individual goodwill is helpful, the sustainability of the grassroots scene hinges on
systematically embedding support through labels, platforms, and ticketing, rather than relying solely on
individual artist decisions.
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CONCLUSION
UK electronic music displays resilience and creativity. Events continue growing whilst audiences pioneer
new participation models through free programming, daytime formats, and alternative spaces. Regional
scenes flourish beyond London. Genre resurgence delivers commercial breakthroughs. Industry
self-organisation emerges organically through voluntary funding mechanisms, regional coordination
networks, and format innovations responding to what audiences actually want. This resourcefulness has
built substantial economic contribution, secured UK’s position as a global leader in electronic music, and
maintained commanding shares in genres invented here.

What's striking is how much these innovators achieve despite structural barriers. Infrastructure scarcity
doesn't reflect a lack of demand. Artists navigate streaming economics that favour established acts, yet still
break through internationally. Grassroots venues operate on minimal margins, yet continue developing the
technical crews, sound engineers, and production talent that every major show depends on. Electronic
music functions as an essential workforce development infrastructure where careers begin across the entire
live sector.

The opportunity is clear: policy frameworks aligned with European norms would amplify what's already
working. The talent exists. The audience appetite persists. The international positioning proves formidable.
What British electronic music needs isn't rescue—it's partnership, enabling the resourceful people already
innovating to build sustainably rather than constantly fighting structural barriers that comparable markets
removed years ago. Support the infrastructure that delivers economic value, train the next generation, and
Britain's global leadership becomes unassailable.
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ABOUT AUDIENCE STRATEGIES
Audience Strategies researches the music industry’s most important questions and turns data into
stories that change decisions. We work with artists, labels, festivals, venues, brands, and industry
associations across electronic music, broader music, and culture—combining rigorous analysis
with deep scene knowledge to produce work that bridges music’s creative essence with the
precision of data.

This is the fourth year we have produced the UK Electronic Music Industry Report in partnership
with the Night Time Industries Association. Our research has supported policy discussions on
nightlife economics, artist royalties, venue sustainability, and the cultural value of live music. We
are members of the Association for Electronic Music and the Night Time Industries Association.

CULTURAL
TRENDS

Spot tomorrow’s cultural wave.
Build passionate communities.

FAN
RELATIONSHIPS

Transform listening data into
fan relationships that last.

INDUSTRY
ADVOCACY

Turn ‘music matters’ into
economic impact numbers.

COMPETITIVE
EDGE

Your data already holds
your next breakthrough.

“Audience Strategies team has done phenomenal work with
the Electronic Music Report, setting new standards and
delivering invaluable insights. Their dedication, expertise, and
willingness to go the extra mile have been instrumental in
shaping the industry’s understanding.”

— Michael Kill, CEO, Night Time Industries Association
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THE TEAM
The people behind the data.

DAVID BOYLE
FOUNDER & DIRECTOR

Twenty years developing audience intelligence capabilities across music, media, and
luxury—from EMI Music and the BBC to L.E.K. Consulting and MasterClass. Leads the
research programme behind this report.

RUFY ANAM GHAZI
MUSIC RESEARCH LEAD

Music business professional bridging technology and the industry. Previously at ByteDance
(TikTok) and Amra (Kobalt Music Group). Tech Nation alumna. Leads data collection, artist
analysis, and industry interviews for the Electronic Music Report.

ETHAN HOLBEN
CONTENT & GROWTH

Twenty years in music and media—from Red Bull Music Academy and the BBC to Aslice, the
DJ royalty platform. Brings audience-focused content strategy and data-driven growth
expertise to the report’s narrative and distribution.

SIMON JACOBS
ANALYTICS LEAD

Fifteen years delivering analytics solutions for the biggest entertainment, technology, and
luxury brands. Specialises in making complex data findings accessible—turning streaming
numbers and venue economics into clear, actionable insight.

CHARLIE PALMER
MEDIA & ENTERTAINMENT

Twenty years launching iconic media brands and pioneering digital platforms. Shaped BBC
Radio 1Xtra, helped bring streaming into the mainstream. Designed the visual identity and
layout of this report.
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SCOPE AND DEFINITIONS
Defining terms and concepts is essential in any report, as different people may have different
understandings and interpretations of certain terms. In the context of this report, it is important to establish
clear definitions for terms such as "electronic music," "electronic music industry," and "nightclub." These
definitions serve as the foundation for our analysis and understanding of the electronic music industry and
help to ensure that the data and insights presented in this report are grounded in a shared understanding of
these key terms.

— Electronic music: A broad term that refers to music that is created using electronic devices and
techniques, such as synthesisers, drum machines, and digital audio workstations. Electronic music can
include a wide range of genres, such as techno, house, trance, and many others.

— Electronic music industry: We're considering electronic music across all personal listening, live
performances and DJ nights. Live music refers to musical performances where electronic music is
performed in real-time in front of a live audience. DJ nights refer to electronic music played and mixed by
a DJ in a live setting, typically in a nightclub or at a festival. Personal listening, on the other hand, refers to
listening to music in a private and individual setting, such as through headphones or at home.

— Nightclub: A venue that is open late at night and typically serves alcohol, with the primary purpose of
hosting electronic music artists and DJs. Nightclubs can feature a variety of music genres, but we're
focusing on electronic music in this report.

— Grassroots venues: Small-capacity venues (typically under 500 capacity) that serve as entry points for
emerging artists and provide the foundation for artist development.

— Mid-tier venues / "missing middle": Venues with capacities between 300-1,500 (or 500-2,500 in
broader definitions). This capacity range is critical for an artist's career progression but has contracted
significantly in recent years, creating a gap between grassroots spaces and large commercial venues. The
"missing middle" refers to both the venue capacity gap and the corresponding challenge artists face in
scaling from bedroom production to headline performances.

— Agent of Change principle: A planning policy principle (introduced to the UK National Planning Policy
Framework in July 2018) establishing that newcomers to an area should accept the existing character
rather than demand transformation. In practice, this means developers building near existing venues
must fund soundproofing. Currently exists as guidance rather than statutory law, which limits its
effectiveness in protecting venues from closure.



101

ENDNOTES
1 Source: Audience Strategies analysis. Based on the latest data available from each source.

2 Source: Audience Strategies analysis of Viberate data covering 20,881 UK artists of 232,186 globa,, exemp,lifyingl

3 Source: Audience Strategies analysis of Viberate top 5,000

4 https://djmag.com/top100djs

5 Source: Audience Strategies analysis of data from Viberate

6 Source: Audience Strategies analysis of Resident Advisor UK events

7 Source: Audience Strategies analysis of data from BPI, Will Page and others.

8 Source: Audience Strategies analysis of Chartmetric data

9 https://www.scotsman.com/arts-and-culture/music/dj-rich-list-2025-here-are-the-13-wealthiest-djs-in-the-world-calvi
n-harris-net-worth-5040558

10 Source: Audience Strategies analysis of Viberate data. Amongst electronic music artists

11 Source: Audience Strategies analysis of Resident Advisor event data 2022-25

12 https://ntia.co.uk/the-night-time-economy-market-monitor-a-changina g-landscape/

13 https://ntia.co.uk/26-of-uk-towns-have-lost-all-nightclubs-with-1-in-6-have-no-late-night-venues-left-ntia-warns-of-
growing-nightlife-crisis

14 Source: Source: Audience Strategies analysis based on CGA by NIQ Outlet Index

15 Source: Source: Audience Strategies analysis of Viberate data

16 https://www.fairplaygroup.org/

17 https://www.musicvenuetrust.com/2026/01/music-venue-trust-annual-report-2025/

18 Source: Audience Strategies analysis of Resident Advisor UK events

19 Source: Audience Strategies analysis of Resident data based on 784-event sample

20 https://www.theskinny.co.uk/clubs/interviews/a-love-letter-to-optimo

21 Source: Audience Strategies analysis of Resident Advisor historical data, 2022–2025

22 Source: Audience Strategies analysis of Resident Advisor UK

23 Source: Audience Strategies analysis of Resident Advisor UK events

24 Source: Audience Strategies analysis of Viberate data covering 20,881 UK artists of 232,186 global

25 Source: Audience Strategies analysis of data from BPI, Will Page and others.

26 https://www.beatportal.com/articles/1187804-the-year-in-dance-electronic-music-moments-and-trends-that-defined-
2025

27 https://ntia.co.uk/nightlife-article-66-revolution-or-devolution-how-were-doing-things-differently-down-under/
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BE PART OF
NEXT YEAR’S
REPORT
Whether you have data to share, a story to tell, or a perspective the
industry needs to hear — we’d love to talk with you.

rufy@audiencestrategies.com
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