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ABSTRACT

This paper examines the platformization of music production, with particular focus on the rise of bedroom studios,
the restructuring of creative labour, and the evolving mechanisms of music distribution in digital platform
economies. It argues that platformization has fundamentally reconfigured music production by lowering entry
barriers through accessible digital audio technologies while simultaneously intensifying labour precarity through
algorithmic governance, fragmented revenue systems, and unstable income streams. Bedroom studios emerge as
both sites of creative empowerment and economic constraint, reflecting broader shifts in the decentralisation of
production and the informalisation of labour. The study further explores how platform infrastructures such as
streaming services, social media, and content aggregators mediate visibility, monetisation, and audience
engagement, thereby reshaping traditional notions of authorship, professionalism, and artistic value. Drawing on
theories of platform capitalism and digital labour, the paper highlights the tension between increased accessibility
and deepening structural inequalities within the music industry. It concludes that while platformization has
democratised music production, it has also embedded new forms of dependency, surveillance, and economic
instability, requiring urgent reconsideration of regulatory frameworks, labour protections, and sustainable creative
ecosystems.
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INTRODUCTION
The term platformization denotes a particular mode of economic, technological and social organization arising
from the emergence of digital platform technologies [17]. Whereas platform capitalism refers to a larger
phenomenon involving a shift of industry value creation and capture from traditional firms to platform-organized
enterprises, platformization is the process whereby different sectors, including music production, become more
organized along platform-based lines [27]. Researchers are wondering what specifically platformization means,
how it articulates with other socio-technical changes and whether those changes are positive or negative. The rise
of platform capitalism has aroused interest in the gig economy 2 and labor precarity [17. Platformization connects
to user-generated content and networked labor, orientations that resonate with the music production sector. The
trajectory of technological convergence deserves exploration in its own right and therefore forms the focus of a
subsequent section [27]. The emergence of digitally networked accessible tools for musical production proftered
new possibilities for articulating and disseminating the musically creative impulse. Musicians, producers,
beatmakers, songwriters and similar participants experienced the consequence in their practice, skill-acquisition
patterns and employment [37]. The relative abundance of evidence from one metropolitan center, London,
supports explicit examination of how accessible tools have changed the ideas, practices and discourses around
music-making, and the consequences across activity and reception levels [47]. The continued interest in the topic
and significance of the implications of systematic platformization for the production of music suggest the need for
further documentation. The concentration of both production and reception in a single space continues to
characterize the activities of a substantial portion of the digital music workforce [57. Similar phenomena occur in
other forms of creative production, as the widespread availability of affordable devices capable of capturing photo,

39


https://doi.org/10.59298/IDOSR/JCE/111.19.3948

video and audio encourages independent, do-it-yourself and participatory engagement. Networked communities of
practice develop around specific genres, facilitating mutual peer-learning [67]. Platform-oriented tools and services
now underpin much of contemporary music production. Audio-workflows hinge on networked digital audio
workstations employing interface hardware, effects and synthesizers, often supplemented by plug-ins. Access to
music and learning resources remains progressively higher than ever [77]. Equally, searching for a distinctive
sound, forging visibility and securing sustainability demands considerable effort, systemic and rapid turnover. The
underlying framework models music as an activity that occurs at various activity levels: production, dissemination,
reception and related levels (metadata, information and promotion) [87.
The Platformization Phenomenon in Music Production
The home-recording milieu that has emerged over the past twenty years provides new insights into the economic
rationales underlying music production [17]. Bedroom studios are in many respects economically rational
responses to high capital and opportunity costs associated with conventional studio-based production, though
production without formal training appears to require substantial upfront investments in physical gear alongside
access to affordable software [27. The informal apprenticeship model remains prominent, but there is a growing
emphasis on documenting the development of production skills; readily available online information facilitates this
self-credentialing process. Professional studio recording is still regarded as a valuable step in the development of
an artist’s sound, but the cost of formal access can be prohibitive [37]. Space, tools, and attendant cultural norms
encourage an aesthetic orientation toward experimentation with sound and genre, partly in response to the
constraints imposed by a social environment dominated by unsocialized housing within private domestic space
[17. Both formal training and informal collaboration are reported to stimulate experimentation and genre-bending
within the production process, characteristics attributed to recorded music from diverse metropolitan locations on
the international scene but seldom associated with home-based or amateur production on a national scale[47]. The
bedroom studio has thus emerged as a prevalent site for both the exploration and the organization of music
production activities, reflecting the platformization of creative labor through the convergence of digital audio
workstations and distributive platforms [37.
Definitions and Theoretical Frameworks

Platformization refers to the transformation of entire sectors or spheres of activity into platform-mediated systems
[47]. Platforms establish the basic infrastructure on which activities unfold and by virtue of their prominence,
command attention, traffic, and revenues from users engaged in those activities [57]. Platformization therefore
encapsulates a process of profound reconfiguration of economic and social coordination, established through an
intermediated relation, involving algorithms, automation, infrastructure, and a shift to an increasingly
programmable logic [67]. Often thought of as a new business model that is primarily about selling surplus
capability through an online marketplace and exemplified by ride-hailing and accommodation platforms,
platformization can also mean the re-configuration of general purpose computing capabilities into more structured
services [77]. By this conception, platformization can be readily observed in the realm of digital music and extends
to the underlying production, governance, consumption, and business models in circulation in the sector [87]. The
term platform capitalism extends the metaphor of platforms specifically, a catch-all term for large-scale digital
service providers, to the activities of contemporary capitalism. Drawing on the vital work of political economist
Guy Standing, platform capitalism is understood here as offering an intensified and more encompassing approach
capable of elucidating the emerging configurations of platforms and capitalism evident in recent political action,
theory, and institutional analysis [97]. Unlike capitalism or neoliberalism, with their histories fixed to earlier
moments in a larger temporal narrative, platform capitalism expresses the peculiarity of a present that is both past
and future, relating older elements to ongoing and more decisive transformations in work, society, economy, and
politics at multiple scales. Digital platforms nevertheless remain, along with various forms of investment, a prime
vehicle for actively accommodating and capitalizing on such instabilities [107. Platform capitalism also resonates
closely with the distributed and decentralized imperative of the so-called Fourth Industrial Revolution yet, unlike
Industry 4.0, allows a more careful dissection of the emergence of new infrastructures, operations, and governance
that lie, to varying degrees, outside the purview of organized capitalism, from the global commons to mutually
beneficial direct engagement [117. Platform-mediated work, often referred to as gig work, contributes to the rise
of the so-called platform economy and labour precarity associated with it [87]. As a new articulation of music
production technology, the bedroom studio is marked by increasing accessibility of recording technologies;
constraints of borrowed or restricted access to studio time eventually catalysed studio development at home [67].
Home recording represents a distinct milieu, operating according to its own implicit social contract, yet inflected
through and linked to broader socio-material arrangements [77]. The analysis of equipment acquisition illustrates
the importance of infrastructural bottlenecks constraining the acquisition of tools in the home-recording milieu,
which governs the total cost of studio establishment and thus the overall production environment. The economic
rationale and material configuration reinforce the convergence of studio and practice-space delineations; given the
limited resources, the home studio serves as both practice area and recording environment [87. The widespread
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availability of inexpensive and easy-to-use hardware and software, combined with digital platforms serving
reference material, greatly diminishes the barriers to entry for aspiring music producers [47].
Historical Context and Technological Convergence
By 2010, the music industry was undergoing the most radical transformation since the introduction of sound
recording over a century earlier [87]. There were multiple converging factors behind the opening up of music
production to a wider pool of creators and a shift towards distributing musical offerings via online platforms.
Platforms such as SoundCloud, Bandcamp, YouTube, Instagram, Facebook, Spotify, and others increasingly
served as the offline and online business card of musicians [47]. Music was being not just shared and socialized
more broadly than ever before but was also becoming a trinket in an ever-expanding online marketplace of
attention and playlists [17. The first observation of the contemporary bedroom-studio discourse is the frequency
with which this term appears in the contemporary vernacular. The second observation is that political economy
and media scholars have been commenting upon the bedroom-studio phenomenon since at least 2013. In the
shared proclivity to characterize present musical and audio-visual-clip production in the domestic context of a
bedroom-studio, one may note the disappearance of the prefix “home” in favor of “bedroom [57.” As the home-
studio notion has evolved into bedroom-studio discourse over the course of the early twenty-first century, it has
become possible to trace an incremental transformation in the production, labour, and distribution coordination
associated with the material-site specification [47]. Contrary to earlier disco and hip-hop-style home-studio models
in which production took place with no formal training and often at leisure, the contemporary bedroom-studio
milieu operates with a repertoire of ascribed skills that significantly refers to the instruction of a third party. Even
the substance of the term “bedroom” has itself become culturally negotiable, as some now feel the necessity to
qualify and extend, in common discussion, the term “bedroom” itself[77].
Bedroom Studios as Sites of Labor and Innovation
Home recording, a technological practice that touches on both creativity and labor, has gained traction with the
platformization of music production [87. Such constellations of technology, now facilitated by producing and
distributing tracks with minimal equipment, require relatively short time frames and less expertise to enter than
those at the other end of the spectrum [97. Yet while they open venues for formal or informal collaboration or
audience participation, most recorded production remains more private, often cultivated over extended periods
[17. “Creativity” here can encompass both the construction of original developments, such as rhythm, melody,
harmony, arrangements, and lyrics, and the manipulation of recordings of others, including remixing or building
new music from previously recorded elements [107]. The most frequent origins are does not solely home
MMORPG and loops from commercial material, several stretch far beyond the minimal level needed to create the
initial productions that video files have demonstrated ability to facilitate[117].
Economic Rationales and Resource Constraints
Home recording is primarily an economic response to a combination of high fixed costs and lower variable costs in
music production. Traditional studio sessions usually entail serious investment of money and time, especially in
higher end private studios [27]. While tracking time is one of many parameters, a rough public reference for
professional-quality studio production is six hundred dollars per hour; if fully formatted for an album, this might
total fifty thousand dollars. In addition, prominent major-label recording sessions tend to require both union
musicians and union studios, which adds yet another layer of expenditure [37. For many artists, opportunity costs
represent an ever greater challenge than dollars and cents. Booked recording sessions demand that clients be
available at a preallocated time every single day for an indeterminate number of days [47]. Pausing other
endeavors is often impossible during such commitments. As essential audio production tasks shift further into the
box, the opportunity afforded by home studios for obvious subdivision of labor becomes increasingly attractive
[5]. A mental timeline is helpful for estimating song completion, even when lilting or discovering new direction.
Some artists compose a rough grid of each once-imminent track in terms of basic hook or musical argument, a
conventional approach adapted to modern procedures and enabled through additional tools [67]. Besides general
accessibility, time and money remain dominant factors after digitization. Hundreds of hours spent on music-
making might not be compensated for many years, and with no guarantee of monetary reward from the endeavor,
some artists are therefore forced to consider how to finance the preceding resources. Sharing hours spent and
physical equipment materially lowers capital investment [7]. Guaranteeing a somewhat constant stream of new
songs and works ready for remixes reduces the prevalence of down-time during production and helps maintain
overall industry engagement and name recognition across larger audience intakes. An earlier-generation
middleman typically transferred up-front funds in the guise of “demo studios” or “illustration fees,” but suppliers
nevertheless mostly remained free to pursue their own goals after a work arrived at minimum completion [87]. The
modern contemporary environment is dominated instead by a new-generation middleman. Countless artists now
offer uploaded material simultaneously across diverse platforms, typically extending the overall time in parallel
development. Likewise, with direct access to artist, sound, and user-generation functioning, the decisive speed in-
going date might not even arrive at the ultimate initial exposure [97]. The high capital-intensity apparatus
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required for conventional tracking and mixdown, expensive equipment, acoustically-optimized space, costly power
circuitry and ancillary items combined with excessive accessible-hours development preclude a high proportion of
lower-demand work; yet additional forms of home tracking and distribution nonetheless remain viable as
platforms [10, 117].
Skill, Labor, and Expertise in Home Recording
Recordings made at bedroom studios account for an increasing share of music production. Access to low-cost tools
enables sound reproduction comparable to professional studios, relaxes barrier to entry, and blurs traditional job
roles [47]. Bedroom recordings are usually undertaken on personal equipment in private spaces, yet and
constraining influences on the organization of work remain [17]. Time pressures, material resources, and
collaborative arrangements continue to affect everyday practices and the wider production ecosystem [27]. Home
recording involves the acquisition of sound production knowledge beyond formal education. Informal
apprenticeship systems, learning by listening and imitation, trial and error, and peer-to-peer guidance distinguish
learning from schooling [87. In absence of accredited qualifications or coherent career ladders, fewer than 10% of
music industry professionals deem themselves properly credentialed, yet rapid access to software manuals enables
fast onboarding, and online platforms provide tutorials, templates, and preset banks to streamline processes [97].
Aesthetic and Creative Implications
The spatial, material, and cultural conditions of home recording contribute to distinctive aesthetic and
organizational practices [67]. The choice to work at home is rarely simply aspirational; rather, it is usually driven
by specific economic opportunities, practical needs, and the perceived limitations of access to professional studio
facilities [17]. These considerations exert particular influence when space, time, and means are constrained, as
remains the case for many production-oriented music creators [7]. The suitability (for genre, project, and
audience) and proximity (in time and coordination) of particular collaborators, and the equipment, software, and
shared practices needed to pursue a desired aesthetic, style, or sound effectively, are frequently better served in
home environments [47]. Home environments offer low-cost alternatives to studio-based music production for
those constrained by time or funds. They also afford wide-ranging choices of collaborators, genres, and styles, each
of which must nonetheless cover a degree of home-recording capacity [5]. The greater dispersion of relevant
know-how and credentials, along with additional encouragement to pursue less-documented genres, micro-genres,
and intensified (or mere) experimentation, may also form part of the motivation to work from home [67. Particular
artists, users, spaces, equipment, genres, and setups associated with home recording still carry connotations (of
genre or sophistication) but exert less influence than previously upon the self-definition, positioning, and
production practices of new home-recording music producers[ 7.
Labor Precarity in Digital Music Production
Distributed music production takes place in home and low-cost setups around the world. Despite individual
autonomy and creative freedom, however, platform-based work entails high levels of uncertainty and insecurity
[6]. Significant instability characterizes income from both paid and unpaid streams, with widespread variation
between revenue flows, platforms, and periods. Artists adopt multi-platform strategies to mitigate income risks
associated with dependence on single sources [7]. Yet certain platforms such as Twitch, TikTok, and Patreon
may yield even more volatile returns than conventional streaming services. Major-market seasonality further
compounds uncertainties. Such unpredictability undermines long-term planning and even project continuity, and it
raises barriers to entry for newcomers [87]. Contractual arrangements differ markedly among platforms, affecting
copyright ownership and royalty levels. Platforms generally offer either exclusive or non-exclusive licensing
models. Revenue splits remain opaque, and many rights retention strategies prohibit use of works on competing
services despite the existence of standalone compilation formats [97]. Though some artists seek non-exclusive
agreements to maintain broader control, work with fully managing labels facilitates broader exposure often
prompting acceptance of ownership models that diminish financial returns [107]. Health-related pressures often via
mental rather than physical channels afflict wide segments of the field. Rushed timelines, logging extensive
overtime, and closely pursuing artistic integrity are all commonly cited workplace burdens [37.
Platform-work and Income Instability
Creative practices, relationships, and flows in the music industry currently operate under two dominant
paradigms: the “business of music” and the “music business”[47]. The former emphasizes the archiving,
reassembling, and subsequent reproduction of musical objects, while the latter addresses the creative influence of
personnel and institutions, including technicians, styles, funding, and equipment on the composition, performance,
and distribution of music[57]. Historical, geographical, and cultural variations further complicate this duality; for
example, acoustic folk music is viewed more as cultural heritage than as cultural industry, whereas new
technologies have reignited interest in the public domain [67. It is the advent of music production software and
other associated technologies democratizing the creation and regulation of music allowing the emergence and
continual succession of numerous paradigms, allowing a single agent to hold to both at the same time or swaying
between [77]. In parallel, the lives of some musicians continue to be shaped by both of Hesmondhalgh’s paradigms
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and the division remains significant. Some artists and content-creating agents have adopted a “siddhartha path”
that incorporates a “slack” pathway that can sidestep obstacles instead of a “strict” economy; social systsems are
equally diverse with temporally and spatially modular, grant and curatorial systems providing the most flexibility
[87. It hints the emergence of an “infrastructure of distribution” in a deindustrialized environment liberated from
an “agency of distribution,” pulling away from as well as back into the core distribution activities reshaping those
agents’ social, cultural, and economic spaces as they grasp on to the existing duality at a larger scope than
before[97].
Contractual Arrangements, Royalties, and Ownership
The formal relationships governing payments and credits in the online music economy are complex. Contracts and
agreements come in various forms, from informal verbal understandings to formal legal ties [6]. The rights of
performers and producers in relation to one another, and to the songwriters and owners of the underlying
compositions, are set out, at least loosely, in standard industry agreements [57. Newer genres of digital audio and
video add further levels of complexity. Users rely on a wide variety of royalty arrangements and ownership
structures when releasing their finished products commercial recordings appear on the internet in many ways,
each with differing underlying rights running across it [6]. Streaming income is split along multiple revenue-
sharing paths, such that different stakeholders receive different slices of each stream. Additionally, streaming
platforms often reserve considerable discretion over how the money is distributed and report if at all only the
amounts flowing toward the identified rights owners[7]. These discrepancies can shift from year to year,
introducing an additional level of uncertainty into artists’ revenue calculations. The different ways of distributing
revenue from online recordings, and especially through streaming, have evolved into a distracting variety, with
individual artists expressing particular disenchantment with how they are compensated when their recordings are
streamed or made available to the public via a listening area [87. Some musicians/users come across buffers that
make the reserve path seem more attractive, however; in some cases, the most favourable financial outcome has
stemmed from licensing their recordings to a third party, who has then opted to share it on a platform[97]. In the
current period, sound recording continues to be produced within a framework of ownership and licensing
structures similar to those of the traditional record business model. These recordings are now more frequently
licensed than they are sewn, however [107]. In a syntactic sense, the many online recording studios can be
characterized as akin to small record companies since the indepedent user is often licensing their recording to a
label of some description. Others tout themselves as record companies but behave more as collections of unlicensed
subcontractors who provide their services free-of-charge for an initial release, with the hope of gaining equal
acclaim and filth when the song is eventually stari or like-pressed or similarly successfully[117].
Labor Practices, Scheduling, and Health Implications
Musical activities frequently originate in a window between duties or at various hours, leading to erratic practices.
Music-making cannot be easily pushed to set periods [107]. Extra time emerges to finalize tasks, often extending
into the night. Striking these deadlines becomes a mental fixation. Such rhythms and requirements bear an impact
on psyche and physiology [117.
Distribution Paradigms in the Platform Era
In the platform era, music distribution involves not only content dissemination but also advertisement of services,
practices, audiences, and physical products [87]. Streaming and social media services operate as dual dissemination
channels, often accessed in combination. These overlapping uses demonstrate how dissemination contexts, rather
than content types or platform functionalities determine dissemination pathways. Streaming simultaneously serves
larger engagement and income objectives and prioritizes tool-embedded exposure [47]. Colouring musical
productions for such platforms, rather than for ambient listening or album reproduction, becomes fundamental
[4]. Fastpitching and hence production acceleration likewise aligns with demonstrable output aims. Disposable
production rises as a workaround, inherently offering diminished dissemination concern [57. In stark contrast,
distribution ends non-revenue-generating channels support voluntary music sharers and remain critical
distribution vectors for radio content, mostly still performed in live (multitrack) mode and entirely independent of
streaming operations['5].
Streaming Economies and Revenue Sharing
In contrast to producers and emcees who commercially release their work in conjunction with record labels,
independent artists operating on a portfolio model such as rappers who upload music or videos to platforms like
YouTube, SoundCloud, Facebook, or Instagram without any official press do not always benefit from traditional
contracts or clear distinctions between primary and secondary sources of income [17]. Payment flows in music-
streaming service economies further complicate systems of distribution and revenue. For independent artists not
signed to a label, the artists receive 70 percent of the subscription or advertising revenue, regardless of how many
tracks or streams have been reported [27]. With such an economic logic, streams are weighted more uniformly
than in the traditional model of royalty distribution [67]. In 2024, the most optimistic of the interviewed
producers, estimating their grosses at between USD 500,000 and 1 million, would still earn less than the monthly
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revenues from a single major-label artist. This precariousness channels strategic decisions, with significant
emphasis on forming or facilitating new acts [7]. Whether sharing productions with existing acts or developing
emerging artists, ensuring multiple opportunities for reciprocal promotion becomes central. Given the relatively
larger audience that many acts compare to established industry players and that are sought by independent
producers, cultivating two-way channels of traffic can remain an exercise in futility [8]. At the other extreme,
producers developing talent with an even greater congregation of play, view, or follower counts are drawn into
producing for larger, better-connected acts who may offer no compensation on other platforms [97.
Metadata, Discoverability, and Algorithmic Curation
Musicians increasingly rely upon algorithmic platforms for the distribution of sound recordings and audiovisual
work, including lyrics, videos, and cover artwork [3]. Data systems representing components of the ‘music
metaverse’ underpin platform-driven access to this network of materials. Users upload recordings, single tracks,
extended plays, or albums that the platforms parse through software scrapes of metadata and audio descriptors
[47]. The modernized paradigm for organizing sound recordings on these platforms has shifted from collections
and folders to a focus on individual tracks. Users continue to supply key elements title, genre, links to text, credits
and optional information such as language [57]. Other categories, including geographical placement and rights
holders, foster discoverability, reach, and curatorial representation [67]. The semi-automated generation of
playlists, from newly uploaded tracks to those recently saved or ‘liked’, demands adherence to platform-defined
standards and completion of necessary attribution [17]. For most independent producers, access to distribution on
music and audiovisual platforms demands uploading to aggregation services that serve as intermediaries between
content owners and destination platforms, onsite or via third-party software [7]. Aggregators, ranging from
global or national services to multi-nationals, tiered publishers, managing groups, and local operators, exhibit
distinct sets of features. Detailed metadata technicalities remain the most frequently occurring point of breakdown
in the distribution process. The multiple-segment chain of transmission within operating systems each requiring
specific formats and often complex transformation or down-mixing between file types contributes to supply
challenges of essential data to the platforms themselves [87. Insufficient reflection upon aggregation selection,
operational criteria for release, and ongoing provision of metadata throughout the project trajectory consequently
reduces visibility on distribution systems [87].
Fairness, Transparency, and Rights Management
The lack of transparency on music platforms fundamentally shapes the relationship between the platform and the
artist [17]. As platforms do not disclose sufficient information on how the music enters monetized playlists, artists
often do not understand how to optimize for discoverability and revenue [27]. Transparency is crucial in reporting
processes, what songs are streaming, from where, for how long and the mechanisms of takedown procedures. The
extension of user rights over streamed works remains ambiguous; the creator has clear usage rights, yet a big
platform may also deem it permissible to monetize without a formal agreement [ 37].
Case Studies: Regional Variations and Market Dynamics
Home-based recording facilities constitute crucial sites of music-making, production, and dissemination worldwide
[37]. Bedroom studios emerged alongside portable digital audio workstations (DAWSs), reshaping creative
workflows and enabling rapid capture of ideas. Constraints on finance, experience, or formal training do not
preclude participation; low-cost equipment allows experimentation, self-governance, collaboration, and
incremental skills acquisition [47]. These sites embody characteristics of other post-Fordist creative landscapes,
yet ownership and access to technology diverge substantially. Economic and regulatory conditions shape formats,
infrastructure, and access, influencing the degree to which home-based practices integrate into both local and far-
reaching economies. The responses of the music business and emerging models attest to this link [57]. Balancing
audio quality, spatial configuration, and cultural norms, practices evolve in tandem with genre, material, and
socioeconomic context. Home-based production empowers innovation across styles, extending experimentation
from genre formation to idiomatic exploration, yet many participants remain reluctant to elaborate upon
foundational ideas [67]. The counterintuitive emergence of hastily produced music sidesteps intervening
generations of increasingly elaborate production processes. Key characteristics endure, while aesthetics and
prevailing genres shift. Home-based venues embed personal over public considerations, fostering the capture of
private sentiments and the selective signaling of informal identity [7].
Independent Artists on Global Platforms
Independent artists on global streaming platforms operate at the intersection of platformization and algorithmic
media production [47]. Such artists are increasingly governed by platform capitalism, which reshapes cultural
production, subjecting creators to platform-specific labor requirements and information asymmetries [47]. While
many platform-embedded practices remain precarious and exploitative, their visibility also affords significant
opportunities. Engagement with social media such as Facebook, Instagram, and TikTok becomes a critical site for
platformed public discourse, artists a means of exposing platformed labor practices and asserting their rights [57.
In the music industry, where non-recoupable advances remain rare, growing segments of creators draw substantial
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income from UGC platforms. Copyright infringement induces participation in platformed creative practices,
whereby illegally downloaded songs inspire artists to release, share, and remix their own take on the offending
material [67]. The embedding of various music genres into the larger platformed meta-ecosystem frequently
requires compliance with platform-specific conventions, yet can also facilitate access to broader audiences [67]. The
use of multiple platforms in cross-platform production cycles replicates elements of the twentieth-century music
industry in which media-specific distribution and marketing functions were attended to by specialized firms.
Prominent figures have emerged specifically to advise creators about multiple platforms, cross-platform strategies,
and how to deal with copyright issues linked to streaming content [77].
Studio Ecosystems in Emerging Markets

A cluster of cultural, societal, and economic factors underpins home-based music creation in Nigeria, India, and the
Philippines. Holistic studio ecosystems exemplified by strong institutional and infrastructural foundations guide
artistic practice in these contexts [5]. Artists and producers navigate limited access to production gear,
networking, and feedback by using cloud technologies that minimize upfront investments [67]. Beyond hardware
and software availability, social infrastructures impact music practice and foster communal creativity and
distribution [47]. Cultural forms often drive home-studio adoption in Nigeria. Platform-centric working practices
reflect historical expressions that recontextualize music across the African continent. Street mixes such as “zanku
industry” recompose materials from metropolitan areas and replicate informal exchanges on physical media;
gatherings in open spaces or vehicular parties showcase culturally relevant materials and enliven daily routines
r17.

Platform Strategies and Localized Production Cultures
Platforms invoke a radical and rapid shift in the engagement of users and creators, and the policies and algorihms
shaping their participation [107]. Most widely visible, and illustrative of the trend, is the ease with which digitally-
coded audio files circulate through increasingly linked channels [107. The formalization of music production in
“digital audio workstations (DAWSs)" also allows independent artists to reconfigure the cycle of composition,
which can now extended toward full-scale arrangements in tandem with lower-level creation[107]. Within broader
creative discovery, aggregators of ‘reference material® such as Spotify allow soundtracking, influencing technique
and genre while also interrupting the formerly broad-based circulation of ideas [117]. The question becomes how
platform configuration reinforces particular customs of production through affordance and constraint,
highlighting interconnected avenues of policy development [117].

Policy, Regulation, and Collective Action

The music industry operates within a complex socio-technical environment characterized by interplay among
various actors, platforms, exchanges, technologies, regulations, and policies. Embedded within these interrelations
are power asymmetries affecting the access to and control of music production and distribution, as well as revenue
sharing [17]. The music ecosystem is embedded in broader economic systems, relationships of power, and cycles of
economic and cultural production, circulations, and consumption [57]. The study of platformization focussing on
the platformization of music-production tools. Flows connecting production with distribution, circulation, and
even consumption are similarly subject to platformization, affecting the nature of the flows and routines for
economic and cultural exchange [67. In addition to the shifts in how music is produced and shared, the nature of
regulation and the capacity to act collectively have also been impacted by platformization. Regulation continues to
be shaped by national and regional contexts, technological developments, shifting patterns of demand and supply,
and the product cycle of different technologies. Such changes in regulation are occurring amidst increased
lobbying for open access, common carriage, and net neutrality [77]. The need for collective action is also being
influenced by broader simultaneous shifts occurring across the cultural industries, in contrast to the previous
configuration within music itself when many cultural industries were in crisis [77]. The conceptual framework of
the analysis encompasses a number of aspects through which platformization is affecting the exchange of music.
Historical and technological contexts are elaborated, along with the implications for home recording [87]. Drawing
from diverse sources, the discussion of platformization encompasses music-production and distribution tools and
methods, including labour precarity, economic rationales, and strategies for survival, along with broader
regulatory dimensions and obstacles to collective action [9, 107].

Labor Rights, Copyright, and Platform Accountability
Platformization of music production; present clear, evidence-based academic analysis with formal structure [57.
Platform work blurs the boundaries between private and public space, transforming both work and social
interactions. It regulates tasks through notifications and indicators while transforming users into micro-
entrepreneurs and their own clients [6]. Distributed technologies fundamentally reshape the dynamics of capital
and labor with private space increasingly shared and personal data rendered both a tradable asset and a medium of
surveillance [77]. Platforms impose algorithmic performance metrics that drive competition and legitimate
precarious work conditions. Despite the rhetoric of technological liberation, critics argue that platform work
regresses toward a pre-industrial mode of organization reminiscent of a feudal economy [37.
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Social Safety Nets and Entrepreneurial Support
Informal sector and solo producer-led setups dominate music production landscapes in many regions, particularly
in platformed contexts with limited or no access to formal studios. Consequently, music production practices in
these settings offer pertinent insights into both platformized production and the broader music industry [67.
Having mapped the bedroom-studio milieu and its consequences, the analysis now delves into one of the essential
challenges faced by emerging, amateur, and semi-professional producers in platform-capitalist music production
contexts: the precarization of labor [17. Data on the relationship between platform work, labor precarity, and
economic resilience are presented, indicating that income instability remains a prominent feature of platformized
production [87]. This challenge is examined in terms of contractual, ownership, and revenue-sharing
arrangements, wage forms, production practices, and the links between labor organization, health and well-being,
and the perceived value of music [7]. Amateur and semi-professional producers, project-working composer-
writers, and, increasingly, professional studio-based practitioners depend heavily on pre-existing commercial
backing to bridge labor-market gaps and to develop, diversify, and, in some cases, sustain their careers [57].
Collaborative arrangements within broader networks that provide early-stage assistance and industry-level
credentials can enable such transitions Production supports directly propelling careers also remain essential, yet
their economic value is often perceived as limited compared to the value of social and economic levers ushering
producers toward broader networks and studios[67]. Related issues raised by emergent studio surveys are thus
crucial for understanding contemporary platformized distribution practices. In such contexts, popular metaphors
of dialogue and conversation become increasingly prevalent, with negotiation and reworking becoming a central
part of the production process [7]. The pervasiveness of mobile technologies also influences producer—client
interactions and the wider collaborative dynamic. Classical notions of authorship as exclusive ownership
increasingly give way to a more nuanced view centering not on rights but rather on access. Moreover, discussions
frequently return to the disparity between the perceived low value of music and music-focused content and the
high price of studio time [87]. To mitigate concerns associated with unpaid access to music, platforms could
implement collective financing models and initiatives to raise overall remuneration in ways that amplify artist
revenues while upholding the public good of offered content. Empirical analyses could further elucidate live
performance-related revenues and their interplay with other income streams across platforms and market tiers
[67]. The emergence of online platforms enables new types of interaction among producers, clients, and
collaborators, along with considerable reconfiguration of established relationships, engagements, and practices.
Broad and long-term market access remains limited for platforms lacking connections to high-profile consolidated
entities [27].
Education, Training, and Professionalization
The education around music production is diverse and takes place through multiple channels, involving a wide
range of institutions and suppliers offering programs [77]. Courses cover a variety of topics; however, training on
issues like professional financial responsibilities, career possibilities, or the music industry’s structure may be
limited [27]. While many producers relied on formal apprenticeships in studios, the norm has shifted toward a self-
directed approach guided by informal connections, online tutorials, open-ended experimentation on the job, and,
increasingly, software-based and hardware-based online courses [17]. Alongside this self-directed approach, there
remains a great need for the recognition of learning completed outside of formal settings. Without universally
recognized standards for music production, an accredited certification from a respected educational establishment
or a reputed industry mentor remains an important means of facilitating entry into the field. Furthermore, to
promote connections between academic institutions and practitioners, certification schemes could require
practicum components or co-developed curricula that illustrate industry needs and the coordination between the
two parties [117].
Methodological Considerations and Evidence Base

Home-recording practices are informed by various factors. Space configuration, equipment, and social norms affect
sound, genre choice, and experimentation. Non-production tools promote engagement with non-linear elements or
visual influences [4, 107. Economies of time, effort, and talent shape artist profiles, project scopes, content
balances, and production workflows. Like professionals, many emerging artists collaborate to manage resource-
intensive activities [1, 9. Knowledge sharing and informal training within networks contribute to independent
and project-based configurations. Sources indicate how platforms shape composition and organization. Bedroom
studios emerged alongside the widespread availability of personal computers, digital audio workstations (DAWs),
and production software, alongside online distribution and promotion tools [87. Digital assistance, sample
libraries, and online collaboration have augmented the home-recording milieu. Multi-track acquisition,
arrangement techniques, and immediate access to recordings influence production choices and creativity at both
cottage and contemporary stages [97]. Production practices convey digital-music aesthetics and reflect industry
dynamics. Home recording constituted a cultural shift in studio usage, enabling personal engagement with an
influential medium. Prospective producers pursue commercial goals, yet many deem participation and
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experimentation as paramount [87. The practice is democratized, yet production meets technical restrictions and
remains tightly coupled with commercially motivated circulation and genre adherence [97].
Implications for Creativity, Labor, and the Music Industry
The following treatment synthesizes earlier examination of platformization’s implications for creativity, labor, and
the music industry [10, 117]. Three factors emergent from previous analysis point to specific conclusions:
distribution continues to shift toward platforms as the chief mediators between producers and listeners, machinery
of extraction on platforms imposes structural limits on remuneration while widening access to production tools,
and digital production affords greater but unevenly distributed creative freedom [117. Overall, platformization
amplifies the tendency for digital work to remain creatively open yet laboriously intensive, further entrenching the
precarious paradigm that typifies the gig economy. Key insights from contemporary scholarship on music
production, including a fundamental rethinking of the studio and extensive qualitative research, help flesh out
these findings [4, 117.
CONCLUSION
The platformization of music production has produced a dual transformation: it has democratized access to
creative tools while simultaneously intensifying structural instability within music labour markets. Bedroom
studios, enabled by affordable digital technologies and online platforms, have redefined the geography of music-
making, shifting production from professional studios into domestic and decentralized environments. This shift
has expanded participation, fostered experimentation, and enabled new forms of collaboration and genre
innovation. However, these gains are accompanied by significant challenges. Platform-mediated ecosystems rely
heavily on algorithmic visibility, fragmented revenue models, and opaque distribution systems that contribute to
income unpredictability and labour precarity. As artists increasingly operate as micro-entrepreneurs across
multiple platforms, they face heightened pressure to produce continuously while navigating unstable monetisation
pathways and limited bargaining power. Ultimately, the platformization of music production reflects a broader
restructuring of cultural labour under platform capitalism. While it opens new creative possibilities, it also embeds
inequality, insecurity, and dependence within digital infrastructures. Addressing these contradictions requires
stronger regulatory oversight, improved transparency in platform economies, and the development of more
equitable models of distribution and compensation that can support sustainable creative labour in the long term.
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