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16 Women in the Music Industries: The Art of Juggling 

Clare K. Duffin 

 

 

The ability to multitask successfully is often jokingly linked to women. Joking aside, 

as a mother of two young children, a drummer, a driver, an artist manager, a lecturer, 

and a community music practitioner – I am, perhaps, a fitting example of such 

multitasking, or multi-working, in a sense.  My own experience of working in the 

music business has seemingly burgeoned as a result of my ability to juggle a series of 

short-term creative and overlapping roles over the years. However, this has taken time 

to master and make successful – over ten years in fact – with a great deal of self-

reflection along the way.  It could be perceived as a painstaking journey. As a result, 

in part, I decided to focus my PhD research on, predominantly, female independent 

music artists (FIMAs) who live, work or were born in Scotland. For a long time, 

whilst working within various music roles over the years, it struck me that women 

were still – in many areas across live performance, the recording studio, and song-

writing – subject to the working conditions set by males; and that some of these 

conditions make it comparatively more difficult for women to succeed in the same 

ways as their male counterparts. Frith and McRobbie aptly observe aspects of this 

pertinent to the rock genre: ‘In rock, women have little control of their music, their 

images, their performances; to succeed they have to fit into male grooves’1. Further, 

that ‘the problems of women in rock reach much further than those of surviving the 

business; oppressive images of women are built into the very foundations of the 

pop/rock edifice’.2 Whilst we are almost thirty years on from when this was 

published, it is nevertheless important to recognise that those who are, or identify as 

being, ‘women’ in the music industries, have been outnumbered and given fewer 

opportunities compared to that of males. Some women have simply been ‘lost’ in the 

sense that histories of women in music have seldom been told from a female 
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perspective, as put forth in the seminal text by Reddington regarding punk musicians 

of 1976 to 1984. 3 In metal music production, females remain unequal in 

representational terms, as depicted in the Berkers and Schaaps longitudinal study,  4 

which shows only a minor and slow annual increase in women’s participation in said 

genre has occurred from about two percent in the 1980s to a maximum of four percent 

in the 2010s.5 My question here is whether the music industries have progressed 

‘enough’ in terms of gender equality.   

Indeed, the music industries have long been male dominated and there is 

evidence – as will be discussed in more detail later in this chapter – that such male 

dominance remains to be the case in 2019.  Roles in production, engineering, 

performance have historically been formed around males, with roles in PR and 

administration attributed more so to females. What this means is that notions of these 

roles, created in the infancy of the recording industry in the late 1880s to the early 

1900s, becomes tied so tightly to that of the male that it has made it arguably more 

difficult to reimagine such roles, in the purest sense, had females been first to hold 

them.   

Males and females are, of course, built differently. Whilst I have no intention 

to provide a biology or psychology lesson here – I am certainly no expert – it is 

important to take cognisance of the very basic notion that the moulding of any 

professional role, in the creative industries or otherwise, is intrinsically linked to the 

whole person within that role. More specifically, what is fundamental to the 

functioning of that whole person is their biology. One very obvious distinction that 

can be made between males and females is that females can of course bear children. 

Males, of course, cannot. The repercussions of such a distinction in a working-world 

context, is that women naturally have to take time out of work for – and to recover 

from – childbirth.6 However, for independent workers in the music industries, 
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including the self-employed, agency workers, and for some on zero-hour contracts, 

we see an arguably more difficult terrain for females by comparison to industries built 

more firmly and predominantly on that of salary-based roles, where short-term 

contracts and freelance work are far less pervasive. Thus, whilst the structure of the 

music industries – and creative industries more broadly – continues to function on the 

basis of so-called ‘precarious labour’.7 it will subsequently continue to obstruct 

certain freedoms for its women workers. The result of which is a necessary ‘juggling’ 

of music work and the cultivation of entrepreneurial skills to manage them. 

 

Contextualising The Case Studies: Gender Inequality, The Portfolio Career, and 

Precarious Labour 

 

Whilst not focused on independent artists, nor Scottish ones as my PhD research 

pertains, a report entitled Inclusion in the Recording Studio? highlights some of the 

disparity across three main creative roles in the USA,8 which analysed the inclusion 

of women in 700 popular songs between 2012 and 2018. These roles were: artists, 

songwriters, and producers; where the percentage of females were reported as being: 

17.1 percent, 12.3 percent and 2.1 percent, respectively.  A similarly low percentage 

of female participation was reported by UK publishing organisation, PRS for Music, 

in 2018 showing that only 17 percent of their writer members were female.9 Why 

such a gender gap? While the answer is far from being clean-cut and simple, there are 

foundational aspects upon which the music industries have been built that may 

provide a starting point to any explanation. Firstly, there has been a fairly rapid 

change in nature of what once was ‘the record business’ through, in part, the impact 

of technology; and secondly, there is the changing nature of the operational side of 

those working within ‘the business’; more aptly known in academic terms as ‘the 

music industries’. The operational side I will discuss in this chapter pertains to the 
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types of music work that can, but is not limited to, the constitution of a music 

worker’s portfolio; and the work-ethic of independent workers. One, I argue, that 

brings about essential entrepreneurialism. ‘Essential’, through the necessary 

behaviours required to monetise the music work as a means to sustain a career; and 

where entrepreneurialism is understood to mean the very spirit embodied in the work 

connected to entrepreneurship. Where one is alert to opportunities that will render an 

economic outcome: where ‘entrepreneurial alertness must include the entrepreneur’s 

perception of the way in which creative and imaginative action may vitally shape the 

kind of transactions that will be entered into’.10 Thus, as will be presented in the case 

studies, there is the possibility that there may be a challenge between the artistic 

decisions being made and the transportation of the art (in these cases, ‘the songs’) to a 

place of  ‘higher productivity and greater yield’.11 Jean-Baptiste Say discusses this 

shift in relation to ‘economic resources’.12 As such, one question that may be raised 

here is whether the women in the case studies consider their art to be economic 

resources, art for art’s sake, or perhaps something entirely new. 

Further, Lewis links the entrepreneurial to that of identity construction,13 

where in Lewis’s study, women self-consciously adopt a ‘feminised’ entrepreneurial 

identity: ‘within the institutional context of entrepreneurship, women’s identity is 

understood as something that is actively constructed and worked upon as opposed to 

something that is understood as an elemental essence’.14 Indeed, it is not my intention 

to discuss the concepts of identity and authenticity in detail here, whereby the related 

literature is fairly plentiful elsewhere. However, there is value in drawing some 

attention to the relationship both serve to the motivational factors connected to 

working entrepreneurially. As will be demonstrated in the case studies analysed, I 

highlight the challenge women in the modern music industries face in the navigation 
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and active construction of their identities as part of professional and practice-based 

role-creation.  

 

Gender Equality Campaigns in Music 

It can be said that positive progress has been made to help undo some of the role-

framing and male-dominated operational grounding of the music industries. One such 

campaign is ‘Keychange’ – which was originally rolled out by Vanessa Reed during 

her time in a leadership role at the PRS Foundation – which ‘invests in emerging 

talent whilst encouraging music festivals, orchestras, conservatoires, broadcasters, 

concert halls, agents, record labels and all music organisations to sign up to a 50:50 

gender balance pledge by 2022.15 The Women in Music (WIM) organisation, 

launched in 1985, similarly encourages gender equality in the music industries 

through raising awareness, opportunities, diversity, heritage, opportunities, and 

cultural aspects of women in the musical arts through education, support, 

empowerment, and recognition16. Broadly, such campaigning exists as an attempt to 

even the playing field, serving to improve the working lives of women in music.   

However, given Keychange 50:50 aims to achieve gender balance by 2022, it 

remains to be seen that such initiatives are fully effective. On the one hand, the very 

existence of such initiatives could be seen to be a step in the right direction to achieve 

the gender balance so desired. Coupled with the fact that over 300 organisations have 

signed up to the campaign, this further underlines that such initiative are indeed being 

impactful from the viewpoint of general progress. On the other hand, however, it may 

be that the practical implementation is more cumbersome if promoters become overly 

reliant on their existing contacts or networks, which have seemingly rendered a belief 

that there are simply not enough female performers out there. As a means to combat 

such a barrier, Vick Bain – the former CEO of the British Academy of Songwriters, 
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Composers and Authors (BASCA) – has produced an extensive database of female 

artists on her blog, ‘Counting the Music Industry’, to highlight that there were indeed 

female artists of a suitable standard available to be booked.17 Nonetheless, the 

working environment and opportunities as such for women in music remains 

somewhat precarious. 

 

Precarious Labour  

A very basic example of precarious labour for women in music – one that applies to 

many people working on a self-employed basis not least in the music industries – is 

the lack of support for maternity leave. Fundamentally, it is a precarious type of 

employment to be self-employed within the creative industries. Banks refers to such 

precariousness as ‘injustices’,18 whereby creative and cultural work may be 

overlooked by comparison to other traditional forms of work outside of said 

categories. Where internal and external factors linked to kinds of ‘practice’, he argues, 

may help recognise the standing of the work more broadly.19 When discussing work 

in the creative and cultural industries, of which the music industries are a part, the 

notion of ‘practice’ is thus important to consider. The internal and external factors to 

which Banks refers is arguably key to understanding at least some of the reasons why 

there may be disparity between notions of ‘real’ work,20 which is economically 

motivated, and work that renders an outcome of non-economic value. Indeed, music 

work can and does produce results in the economic sense. We need only look at the 

finances of major record labels such as Universal Music or Warner Music to see 

evidence of this. However, in Banks’ chapter focused on the work of musicians,21 he 

states that those who choose to work as professional musicians often do not do so for 

the money.22 Thus, the precarious work being underlined here is not that pertinent to 

the roles linked within the music industries of the relatively more secure, somewhat 
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office-based, jobs tied mainly to major record labels; but rather the roles and the 

practices of those operating at the margins of the major or larger independent record 

labels, often on an independent, self-employed or partially self-employed basis. (For 

simplification, I will refer to this group of workers as independent workers for the 

remainder of the chapter). As such, building on the work of Stahl; Sholette; Morgan, 

Wood, and Nelligan; Eikhof and Warhurst,23 and the aforementioned Banks,24 this 

chapter explores and problematises the work of FIMAs as a vehicle to explaining 

some of the issues linked to work ethic and the portfolio career; gender inequality; 

and perspectives on ‘success’ as mapped to women operating as independent workers 

in the music industries more broadly. Granted, there are nuances across these areas for 

non-artists; for example, those working purely in administration. However, the ideas 

set forth here are designed to help address recurring themes and issues pertinent to 

independent workers, particularly women, in the music industries. To do so, I present 

two case studies of real independent artists currently working in the music industries 

as a means to unpack said themes and convey live issues pertinent to their work ethic, 

portfolio career, and ideas of their own sense of successes, whilst considering aspects 

of gender inequality. 

 

The Changing Nature of the Music Industries: Mobilising the ‘Portfolio Career’ 

The modern music ‘business’ is complex. We now talk about the ‘music industries’ to 

better define its multifaceted nature beyond the ‘record industry’,25 technologically 

and economically speaking. One such complexity is the underlying layers of ‘people 

work’ – the fragmented roles people undertake, such as: promoters, artist managers, 

self-managed artists, community music practitioners, label managers, and studio 

owners – that ultimately fuel these industries.  As such, the case studies in this chapter 

take a closer look at the work of women in the music industries, primarily that of so-
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called independent music artists. Perspective is drawn from a UK standpoint and more 

specifically, addresses the work of FIMAs in Scotland. The women in each of the 

case studies are Glasgow based and share something very similar: the ability to make 

their careers in the music business (and beyond) ‘work’: to make it meaningful and 

significant to them as careers, amidst the challenge of juggling a portfolio of artistic 

endeavours that make up a rich tapestry of artistic being upon the backdrop of our 

modern and somewhat intricate economy.  My fieldwork in this area has thus far 

suggested to me that the unusual patterns of creative and precarious labour tied to the 

role of FIMAs in Scotland is indeed the challenge unto itself in making such careers 

‘work’ – and indeed, to make them sustainable. Perhaps oftentimes because there are 

various levels at which such artists work in terms of the components that make up 

their whole ‘portfolio’. There is no ‘one size fits all’, necessarily. The multifarious 

nature of the portfolio work can be chaotic. It can also offer flexibility. Organising 

oneself across various roles requires diligence and a great deal of autonomy. My own 

work in this field, perhaps more aptly encapsulated as a ‘music practitioner’, has 

certainly taught me this. What has been important in operating autonomously in this 

portfolio capacity is to develop and maintain moral steer, arguably core to any and all 

related decision making. Often, where a mulling over of the value of the type of work 

is executed before engaging in it. 

Collinson Scott and Scott discuss the portfolio career in practice, 26 raising 

valuable points in relation to the generation of two types of esteem in a creative 

practice: creative esteem, where there is value attached to the creative work and 

professional practice; and self-esteem, where there is enjoyment of music making.27  

Both, they argue, are particularly important to artists operating broadly on an 

independent level.28 As such, the case studies presented in this chapter will seek to 
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unpack some of the issues tied to self-management in terms of decision-making in this 

sense and consider key issues at the forefront of creative practice for each.  

The first of the two case studies in this chapter addresses the idea that 

motherhood may hinder opportunities in the progression of a career in the music 

industries; particularly for independent singer-songwriters. The second case study 

also looks at an independent music artist, but one with a career spanning over twenty-

five years, comprising a history of major record label engagement. In both cases, the 

notion of independent work – often linked with precarious labour – is discussed: a 

core element when considering the contemporary work of women’s freelance roles in 

the music industries.  

 
 

Navigating the Case Studies 

 

Each case study provides background on the independent music artist in question, 

followed by an analysis of their current operation within the music industries. 

Broadly, the key areas for consideration pertain to: (i) ‘work ethic’ – where ‘essential 

entrepreneurialism’ is given some attention; (ii) components of their ‘portfolio career’ 

- where self-management is considered in connection with some, but not exhaustive 

of, ideas linked with identity, gender inequality, and, again, entrepreneurialism. 

Finally, (iii) perspectives on the notion of ‘success’ in the context of independent 

working and music making – where I provide the briefest of commentary on what this 

means to artists and the conflict with commercial operations. 

 

 
Case Study 1 – Emma Gillespie: Mothering and Music Making 

 

<Take in Figure 16.1. Size as half page 
Source caption: Singer-songwriter Emma Gillespie and her son, Oscar. Photo credit: 

Thomas Brumby> 
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Background 

 

The first case study considers the career and work-ethic of singer-songwriter, Emma 

Gillespie, previously known under the pseudonym, ‘Emma’s Imagination’. Originally 

from Dumfries, Emma embarked upon the early parts of her performing career 

frequenting the pub circuit in Glasgow, further honing her craft through busking. A 

few years later, Emma decided to audition for a new music talent show to be shown 

live on Sky TV, called Must Be the Music. Unlike other music reality TV shows such 

as Pop Idol or X Factor where the winner would already be linked to a predetermined 

recording contract, the grand prize for the winner of this particular show was to be 

£100,000 cash. Judges of the show were Sharleen Spiteri, Dizzee Rascal, and Jamie 

Cullum. Cutting a long story short, Emma went on to win first prize in this show. This 

was in 2010. Due to the weekly live broadcasting of the show, Emma saw her online 

audience dramatically increase via her Facebook page. At a time when audiences 

were becoming increasingly fragmented due to the increase in online channels in 

general, the TV exposure alone was enough to help significantly grow her fan-base.  

With £100,000 in the bank, a song in the UK top ten, and a captive audience 

primed through her TV appearances, Emma then had a string of record deal offers 

made to her. These were made without having any management in place. As such, she 

had to make what is ultimately a business decision, without having any business 

advice: the kind of advice that an artist manager would traditionally provide. She 

eventually signed with Future Records, a label owned by Gary Barlow and a 

subsidiary of Universal Music.  

 

Analysis 
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Independent artists without management in place arguably have a dilemma: the 

inevitable conflict between art and commerce. Whilst this is no new discussion, it 

makes sense to take stock of it given that, as I will argue, independent artists with a 

desire to be ‘successful’ must adopt one or more aspects of entrepreneurship – and 

where entrepreneurship is often an inevitable consequence that cultivates a practice-

purpose dissonance. For Emma, this would pertain to subsequent and essential 

behaviours related to her work as a songwriter and performer. For example, by 

proactively sharing her new songs on online platforms such as BandCamp, 

SoundCloud, Music Glue or Facebook, it would require Emma to consider some 

techniques best placed in attracting the attention of existing and new audiences. There 

are two key facts here: (i) Emma would like people to listen and buy her music; (ii) 

Emma understands that to optimise online sales opportunities, there is evidence 

within her online engagement analytics to suggest there is value in employing 

business-like skills in pursuit of music views, streams, listens, and sales. Thus, there 

is an apparent manner of acting entrepreneurially. What may prove problematic for 

Emma, however, is the notion of another ‘self’ that governs her creativity in the 

crafting of her songs. The idea of writing ‘freely’ without any concern lent to the 

economic success of the songs. As such, any reluctance connected to profit seeking 

unlocks a dissonance between the freeness of the writing and economic value attached 

to the practice of song-writing. The qualitative research of Haynes and Marshall 

underlines this idea, stating that ‘while the musicians in our study are routinely 

involved in activities that could be construed as entrepreneurial, generally they were 

reluctant to label themselves as entrepreneurs’.29  

Indeed, Emma self-labels as an artist rather than an entrepreneur. It is part of 

her identity. In recent years, Emma became a mother and, as an independent worker 

in the contemporary music industries, must negotiate creative space (physically and 
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mentally) with mothering. The very practicalities of breastfeeding in independent 

music making, for instance, should not be underestimated.  The image in Figure 1 

depicts Emma cradling her toddler whilst attempting to capture a vocal take in the 

microphone. Here, Emma, as prime carer for her child on this particular day, had to 

make a decision about taking an opportunity – the kind that can come and go quickly 

in the music industries due to the competitive nature of its fringe30 – to juggle a 

typical act of mothering (holding and comforting a child) with a typical act of 

recording a vocal take.  Governing Emma’s creative practice is both creative and self-

esteem, where value is being sought for the music-making practice and where Emma 

engages in the practice for the enjoyment of it; and essential entrepreneurialism, 

where Emma is utilising her voice as an economic resource as a means to render an 

output of economic value, beyond the art for art’s sake.   

The sustaining of Emma’s music career is, in her view, what makes it a 

‘success’. However, the reality is that to do so in the current music industries on an 

independent level requires sufficient income from that given practice. Given that 

musicians in the UK earned an average income of £23,059 in 2018,31 and statistics 

reported by WIM highlight that ‘50% of freelance women earn less than £10,000 

annually in the UK’,32 there is concern that women – and arguably more so mothers, 

given that no maternity pay exists in this freelance context – may be experiencing 

more barriers in mobilising their creative resources into an area of greater yield. In 

other words: mothering could be perceived as a prohibitive measure in the 

progressing of a FIMA’s music career.  Whilst campaigns for positive discrimination 

are increasing awareness of gender inequality, what will continue to be difficult to 

manage in the current formation of the music industries is a scenario where mothers 

are afforded a version of maternity leave more closely matching the conditions set by 

other more favourable industries; such as in the ‘teacher, training and education 



 13 

sector’ in the UK. Indeed, short-term contracts exist here, too. The report outlining 

personal income statistics for the period 2016-17 from HM Revenue & Customs 

where ‘there were more male than female taxpayers in every age range and males had 

higher median income throughout’ further suggests that self-employed women in the 

UK may well be in an arguably more enhanced precarious position;33 due, in part, to 

the small or no pay connected to maternity ‘leave’. 

 
 

Case Study 2 – Carol Laula: A career spanning over 30 years  

<Take in Figure 16.2. Size as half page 

Source caption: Singer-songwriter Carol Laula featured on the front cover of her 
eighth studio album, The Bones of It, released in 2016 by Vertical Records. Photo 

credit: Julie Vance. Sleeve design: John Eaden>  

 

34Background 

The second case study looks at the work of singer-songwriter, Carol Laula. Carol’s 

career spans over 30 years, having penned record deals in the 1980s with Iona and 

Iona Gold and receiving reviews in the likes of Billboard magazine around the same 

time. Carol took some time out to complete a university degree after her time with 

these record labels had drawn to a close, then revived her music career with a series of 

self-releases and smaller label releases, as well as organising a range of live dates; all 

the while being heavily involved in community music projects. Carol’s community 

music projects, alone, vary widely. For example, her weekly operations as a 

practitioner in this context see her function as a song-writing tutor with young carers, 

with female prisoners (some of whom are more broadly under some form of 

surveillance), as a training co-ordinator for BookBug, part of the Scottish Book Trust, 

and she has also previously held roles as a project co-ordinator for Scottish youth 

music initiative, Hear! Glasgow.   
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In Carol’s more recent operations as a singer-songwriter, she works more 

independently. Gone are the marketing team; gone are the people spending large parts 

of their day in a ‘full-time work’ capacity seeking out live dates and synchronisation 

opportunities on Carol’s behalf. Now, Carol operates with the help of a part-time 

music manager to tackle some of the administration-based tasks. Her most recent 

record (and eighth studio album), The Bones of It, was released in 2016 by a small 

Scottish folk label: Vertical Records. Carol generally funded the record, from its 

production through to manufacturing – and the marketing of it, too. Alongside her 

commercial musical output, Carol supplements her income through a separate role as 

a community music practitioner, working across Scotland with a range of (mainly) 

young people in a song-writing workshop-delivery capacity. These tend to be funded 

by Creative Scotland, local councils, and/or small charitable funds such as Cashback 

for Communities. 

 

Analysis 

In the last few years to date, Carol operates in such a fashion to make her career in 

music ‘work’. Essentially, what this means is to strike a balance between the 

production of creative output (primarily songs) and generating sufficient income. 

Why such a mix of roles? Ultimately, Carol Laula epitomises the typical work of the 

independent music artist who is focused on sustaining their music careers through 

practice. Practice in many different forms.   

For a songwriter keen to maintain creative control, it appears that a typical 

expense to pay is to ‘self-fund’ – and to self-fund, there must be other work providing 

funds where royalties from song-writing (from collection management organisations 

[CMOs] such as PRS for Music and/or PPL) are insufficient or fluctuate greatly. The 
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inconsistency in payment for creative work can be problematic for such artists insofar 

as the decision-making and self-management aspects go.   

The opportunity-seeking of the next short-term contract for Carol often results 

in making a decision about where and how to dedicate her time for a series of weeks 

or months ahead of time. Sometimes, the inconsistency will present itself through 

‘last-minute’ work, where Carol may agree to cover the work of another freelancer; 

usually for someone within her creative industries network. Within reason, Carol will 

be able to decide when she wishes to engage in the community music work. However, 

what has oftentimes had to make way are the music-making activities pertinent to her 

singer-songwriter brand. This ‘weighing up’ of opportunities under the broader sense 

of music-making or music production is fundamental to the maintenance of a 

portfolio career. At times, the income from royalties tends not to provide enough to 

fund the next part of the creative practice in a timely enough fashion, be it production, 

session musician, or website-hosting costs, not to mention mortgage/rent and food.  

Thus, Carol exercises her talent in the aforementioned community music or music co-

ordinator roles.   

The result is a new kind of independent artist. An artist, still; yes, but perhaps 

more accurately termed a ‘music practitioner’, to cover more sufficiently the ground 

within the music industries and creative and cultural industries that she works. The 

kind that makes a meaningful contribution in local communities but where she can 

continue ‘music as practice’ (i.e. covering her whole portfolio of work) and is also 

afforded the necessary flexibility to engage in song-writing specific to her own artistic 

namesake. It is the latter that is of the utmost importance to artists like Carol.  This is 

a key part of her identity.   

 

Conclusion 
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In my contextualising introduction I referred to several key areas at the heart of the 

contemporary woman operating within the music industries. The case studies were 

subsequently used as a means to draw closer attention to the sea of women working in 

music who identify as independent music artists, not least to shine a spotlight on the 

complex nature of their operations more broadly, and perhaps more aptly, under the 

term ‘music practitioner’. It is this term that more closely embodies the components 

that make up the portfolio career. An unusual compounding of various music-making 

activities that serve in the production of the enjoyment and value aspects pertinent to 

the practice itself. I have argued that as part of negotiating the portfolio career, 

independent workers presented in the case studies enact essential entrepreneurialism 

as a means to sustain their music-making activities, but they often do so reluctantly. 

For women in music, the decision-making attached to their practice sometimes, if not 

often, must incorporate childbearing and/or childcare and when doing so, may 

compromise opportunities to progress their music careers. Put simply, the physical 

and mental pressures attached to mothering appear not to be best catered for in the 

modern music industries for independent workers. Thus, this may be a significant 

contributing factor to the gender gap across the music industries more broadly. 

Attempts to make a ‘success’ of a music career for the women depicted in the 

case studies appears intrinsically linked to notions of sustainment. Furthermore, what 

appears to be driving the proficiency of career sustainment, at least at an independent 

level, appears linked, in both case studies, to that of the aptitude or art of juggling a 

number of separate yet connected roles in music: the lifeblood of the portfolio career.  
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