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hare the Al

A Study of Gender Representation on Canadian
Radio (2013-2025). UPDATE.

In June 2024, we released Share the Air, the first in depth study of gender and racial
representation on Canadian commercial radio. Examining six major formats, Country,
Alternative, Active Rock, Top 40, Mainstream AC, and Hot AC, the report analysed the top 150
most played songs on each format and extended that analysis into 2023 weekly airplay data,
assessing representation by time of day, type of airplay, and Canadian Content certification.
While gender equity anchored the study, every layer of analysis examined racial
representation, making it the first national report to systematically track airplay for Black
artists, Indigenous artists, artists of colour, and multiethnic groups and collaborations.

The findings were clear: gender inequity persisted across all six formats between 2013 and
2023, with only modest narrowing in recent years on the three pop-oriented formats. On
Country, Alternative, and Active Rock, songs by women averaged in the single digits and low
teens, often resulting in tokenistic patterns where a small number of women artists circulated
in rotation without broader inclusion. Even on pop formats, where women accounted for
roughly one third of airplay, their songs were less likely to dominate the most powerful chart
positions. Trans* artists were nearly absent across formats. Inequity was not only a matter of
percentages, but of placement and influence within format playlisting.

Racial inequity, however, was more deeply entrenched. Across formats, commercial radio
leaned increasingly toward whiteness overall and within its most powerful airplay positions.
Unlike the United States, where commercial radio has long been racially segregated through
format categories such as R&B and Urban (a harmful classificatory concept for a format that
plays predominantly Hip Hop), Canada has never developed a comparable Black-owned, Black-
led and Black-oriented commercial radio infrastructure (ADVANCE 2021). And infrastructure is

a critical term to include here because, indeed, there are Black-owned stations. Flow 93.5 was
Canada’s first Black-owned station, launched in February 2001 to play urban and rhythmic
contemporary, under the name Flow. Sold to Stingray in 2018, Flow 93.5 FM was flipped to
Country. The original Flow moniker and hip-hop/R&B mission was picked up by 98.7 FM under
the urban contemporary format. There have been other initiatives over the last three decades,
including a sister-station to Flow in Edmonton, as well as college and non-commercial stations
that are Black-led (Wall-Andrews et al. 2024). But as an infrastructure, there remains no
nationally dedicated and monitored format for Black-oriented music. The result is not formal
segregation, but structural exclusion.

Figuring into this system, of course, is the more than sixty-year ban of Indigenous ceremony
known as Potlach, which the federal government of Canada banned from 1885 to 1991. This
ban is an act of cultural genocide, and factors into the historical absence of Indigenous story
telling in public spaces (generally) and within the music industry (specifically). From its
foundations, the industry has centred whiteness as normative and has not built sustained
commercial systems that serve or support non-white artists and audiences.

This update to Share the Air returns to the top 150 most played songs in each format,
assessing what has changed, and what has remained the same in the two years since June
2024. We revisit the core yearend gquestions posed in the original report, but we extend the
inquiry by opening each format section with a discussion of racial representation and drawing
that thread through every layer of analysis. We also examine how songs by women are
distributed within the top 150, looking not only at the yearend Top 50 chart, but also at the 100
positions just beyond it. This broader view allows us to assess whether representation is
concentrated at the margins or sustained across a format’s most influential rankings.

Although this update does not return to weekly breakdowns, the patterns that emerge within
the top 150 most played songs are nonetheless telling. The results show little substantive
change. The overall composition of airplay, who rises, who holds ground, and who slips from
the most spun positions, continues to reflect structural inequities embedded in Canadian
commercial radio. The question is no longer whether inequity exists, but what meaningful
accountability and change will look like moving forward.

- Dr. Jada Watson, SongData
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Methodology

The methodology of this study is the same as the original Share the Air study published in
June 2024 and drawn from the lead researcher’s work on radio. Quantitative in nature, this
research uses descriptive statistics to explore gender representation on Canadian
commercial radio stations. These questions centre on the percentage of airplay for songs by
women and Trans* artists, through an intersectional lens, that appear within the top 150
played on the 6 formats each year between 2013 and 2023 and are now extended to include
2024 and 2025.

Like the original study, this update to Share the Air takes an intersectional approach to
analysing representation, a framework that considers not just gender identity, but also race
and ethnicity of the artists whose songs are programmed. Intersectionality is based on the
fundamental understanding that identity cannot be fully defined via a single lens of gender or
race or class (or others) alone. In her foundational work, legal scholar Kimberlé Crenshaw
(1989; 2016) highlighted multidimensionality of identity and the ways in which individuals
experience multiple forms of oppression simultaneously in their daily and professional lives.
Gender identity remains at the fore of this report, but the inclusion of race and ethnicity of
artists, and CanCon representation within a few key places in this discussion affords a deeper
understanding of the dynamics of power and oppression based on the overlapping identity of
artists included - and excluded - from programming on radio.

Intersectionality is critical for studies of social and cultural systems like the music industry -
a system racially segregatedin the early 1900s, built through genre classifications that are
racially coded and remain structural poles around which the industry continues to revolve
today (Miller 2010). The racial segregation of the industry has typically been discussed within
a US framework through the division of the recording industry into Hillbilly and Race records
and the chart and radio formatting systems that followed in the mid-1200s. But these

systems are not unique to the US industry and the genre classifications that separates
musicians, their recordings, and radio formats south of the 49th parallel is embedded in the
industry in Canada, as well. In Canada, as in the USA, the systems navigated by artists
include not just radio programming, but it also the legislative systems that govern
programmatic decision-making, and charting systems that regulate and track movement onto
and up charts and their pathways out of them. Each of these systems become barriers to
entry for artists that are marginalised with industries and overlap in ways that exacerbate
those barriers (Watson 2020, 2021). Within this structural framework other forms of
oppressions exist that have for the last century prioritised the careers of cisgendered,
heterosexual white men over all others across all genres and formats. Intersectionality
allows us not just to understand representation in a more nuanced way, but it also allows us
to consider how forms of discrimination (racism, sexism, heterosexism, ableism, etc.) overlap
within this complex industry of overlapping systems and provides a starting point for asking
gquestions about inequitable policies, practices, and conventions.

To undertake this study, the researcher manually researched each artist in the datasets to
identify their ensemble type, gender identity, race and ethnicity, and sexual orientation. Once
all artists were identified in the datasets, they were analysed with the use of RapidMiner, a
data-mining tool, to answer questions about the rate of airplay, distribution between the Top
50 songs on the yearend charts and the songs appearing in the 100 positions outside of those
charts, and the top spun artists over this period, taking care to identify how Canadians
emerge through these top spun spots. Critically, we were also interested in questions around
accumulation - which artists emerged as the most played overall and by what margin?

Together, these questions allow us to explore the impacts of programming on opportunities
for artists historically marginalized within the North American industry.




Data for this project was extracted from Mediabase, a radio-monitoring service that tracks
airplay across reporting stations. Mediabase aggregates data for each format, generating
both annual and weekly reports that tabulate airplay for all songs played. This update to
Share the Air focuses only on the top 150 played songs on the yearend reports. As with the
original Share the Air study, this study analyses representation across the 6 radio formats in
Canada:

Country (35 stations A now 54 stations)

Alternative Rock (13 stations A now 12 stations)

Active Rock (18 stations A now 17 stations)

Top 40 (22 stations A now 20 stations)

Mainstream Adult Contemporary (32 stations A now 35 stations)
Hot Adult Contemporary (29 stations A now 35 stations)
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Yearend reports of the Top 150 songs played each year from 2013 to 2023 were extracted
from Mediabase for the original study, with one report per year for each of the 6 formats (11
reports each, 66 overall). This updated study includes the the yearend report for 2024 and
2025 for each format (2 reports each, 12 overall).

These reports include metadata for the artist/ensemble and featured artist, as well as the
song title, label, and total spins received in the calendar year.

Data Preparation

Once extracted from Mediabase, the data was prepared for curation prior to analysis. The
data extracted from Mediabase often includes inconsistent spellings that require manual

correction. For example, artists’ names are oftentimes inconsistently spelled: the data input
could be different between songs by a single artist or there might be alternate spellings of
artists’ names (including instances of a first initial with a family name, just a family name, or
a truncated version of a band name - this is especially true for collaborative records).
Sometimes, the featured artist on a collaborative recording is listed with the song title
instead of within the artist field, requiring the manual separation of that data and its rejoining
with the song’s lead artist. To ensure consistency in the dataset, each artist’s name was
evaluated and corrected when some alternate spelling was input.

The same was true for song titles, which are often cut off in the system if they contain too
many characters. This means that every row of data in all datasets was manually reviewed
during the data preparation phase of this project to ensure that every artist name and song
title for each dataset for all 6 formats was corrected to eliminate typographical errors that
could cause issues in analysis.

Data Coding

The second step for data preparation entailed the creation of a list of artists with songs
played on each format to enable biographic description of the solo artists, groups, and
collaborations. The original study included 13,926 artists across yearend and weekly reports.
Focusing just on yearend reports, this study includes just 2,147 artists with songs reports
between 2013-2025. This research was required to define the ensemble type (solo, band,
collaboration), gender identity, and race and ethnicity of each artist with songs played within
the top 150 songs across all 6 formats.

In order to approach this project through an intersectional lens, we need to have as much
biographic information about artists as possible. To do so, each artist, ensemble, and
collaboration was researched to be able to identify the gender-identity and race/ethnicity of
all artists (solo, band, collaboration) in the dataset. The research method used in SongData
projects prioritises identity based on the terms used by artists themselves, which are
identified through manually researching each artist, reading biographies, interviews, articles,
and any other media that facilitates the identification of an artist's gender identity, race and
ethnicity. In absence of clear statements by the artist about gender identity, pronouns used in
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biographies and interviews are used. The resulting analysis, then, shares the codes as
discovered through research of the artists.

Gender identity is fluid and for many changes over time. This is taken into consideration in
this analysis, where an artist whose songs appear in the earlier years of the yearend reports
may identify in a different way in later years. In these instances, the artist's gender identity at
the time in which the song is played is considered. For instance, if an artist identifies as a
man from 2014 to 2018, then songs that appear in the yearend reports in those years will be
coded as such. If they then identify as transgender, nonbinary or genderqueer from 2019 to
the end of the study period, they are coded appropriately.

Biographic description is done in two ways: 1. ensemble level for the solo artist or full
ensemble 2. artist level by lead vocalist head on recorded musical work. This coding impacts
bands /collabs. as well as multiethnic bands/collabs., as it accounts for the lead voices rather
than the full group. This allows for two levels of detail - one that accounts for the full
composition of a group, and another for the lead voice heard. The primary level of analysis is
conducted through the ensemble-level, but detail is offered throughout the study on the
artist-level for bands and collaborations.

For ensemble type, three codes were used:

U Solo used for artists performing on their own

U Band used for duos, trios, or groups with more than 4 members

U Collaborations used for recordings that feature more than one solo artist or group

For gender identity, the artists with songs played on Canadian radio identified as:

U Women (she/her/hers)

U Men (he/him/his)

U Trans* artists who identify as non-binary, transgender and/or genderqueer (they/them or
she/her/ hers, he/him/his)

U Bands of men, women, and Trans* artists (same pronouns as above)

U Collaborations of men, women, and Trans* artists (same pronouns as above)

As described above, the coding was done at two levels to allow for a nuanced analysis of the
artists’ identity. The first code captured at the ensemble-level for solo, group, collaboration
as either men, women, or Trans* artists, or bands/collabs of multiple gender identities. The
second levelis coded based on the lead artist as either men, women, Trans* artists or again
ensembles of multiple gender identities. These levels of description allow for a more
nuanced discussion surrounding composition of bands and collaborative recordings by men,
women, and Trans* artists, as determined by the practices of the formats. This analysis
differs by format, as some program more bands and other collaborations. The analysis is
thus tailored to each format's programming. For Country, Top 40, and both Mainstream and
Hot AC, collaborations emerge as an important component of programming, while Alternative
and Active Rock prioritise bands.

For race and ethnicity, the exact terms used by artists were used in the project coding. The
artists were then grouped in a way that facilitated analysis and visualisation. As with gender
identity, the coding was done at the ensemble-level and at the lead artist-level. This allows
for deeper understanding of multiethnic or multiracial bands and collaborations.

U White artists (solo, group, collabs)

U Black artists (solo, group, collabs)

U Indigenous artists (solo, group, collabs)

U Artists of colour (solo, group, collabs of one ethnicity)

U Biracial or Multiracial (based on artists’ self-identification), Mexican, Puerto Rican,
Cuban, Jamaican, Haitian, Venezuelan, Chilean, Native Hawaiian, Korean, South
Korean, Japanese, Filipino, Vietnamese, Pakistani, Iranian, Iraqi, Indian

U Multiethnic band/collabs (group or collab with artists of more than one ethnicity)

The main report tabulates representation for race and ethnicities within the five groupings
listed above in all tables presenting summary statistics, with BIPOC artists combined in
visualisations. It is imperative to recognize from the outset that combining artists that are
not white, Black or Indigenous together in one category is not ideal. To prepare this dataset
and develop these codes, the lead researcher referred to previous studies examining race
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and gender on Billboard charts (Lafrance et al. 2011, 2018). Like these studies, using one
term to draw together artists of several ethnicities might be read as an attempt to reinforce
the hierarchy of racial importance by positioning white, Black and Indigenous artists as a
standard and Hispanic/Latinx, Asian, or Middle Eastern artists as an exception. Rather, this
decision was taken in order to ensure coherent and consistent analysis across datasets but
also to ensure legibility - that contributions would be visible within all graphics and allow for
comparison with other published studies.

Data Analysis
Yearend reports offer an opportunity to explore longer-term trends on the 6 formats studied.

The original Share the Air report asked the following questions about representation
between 2013 and 2023:

U How many unique artists had songs within the top 150 played in this 11- year period? And
how many unique songs achieved this designation?

U What is the percentage airplay for songs within the top 150 appearing on the yearend
airplay reports?

U What is the percentage of songs that appear on the 50-position yearend charts over this
period? How often do songs by women and Trans* artists peak within the top positions of
the chart?

U What is their distribution by peak position (i.e. are songs by women and Trans* artists
reaching the Top 50 positions or landing in the backend)?

2026 Update to Share the Air

This update to the 2024 study considers the changes emerging in each of the 6 formats in the
two years since publication. Each format follows the same analytic approach, with one slide
for each of the following questions:

1. How many unique artists and songs were included within the top 150 songs on each
format? This analysis presents the original discussion and then outlines the changes with
the addition of artists and songs from 2024-2025.

2. What is the distribution of airplay in this period by race and ethnicity? While the original
report offered a detailed breakdown of race and ethnicity throughout the report, this
update includes descriptive statistical analysis of race and ethnicity with a visualisation
to illustrate representation on each format.

3. What is the distribution of airplay by gender identity? Has there been change on each
format over the last two years? How do songs by women and Trans* artists factor into
programming?

4. With so many mixed-gender collaborations and bands in the mix, who are the lead
voices? How does this impact overall representation? Are collaborations still being used
as a mechanism for increasing the presence of women'’s voices without having to support
female artists in their solo projects?

5. What is the distribution of songs by women and Trans* artists on the 50-position yearend
charts? Has there been change on each format over the last two years? How do songs by
women and Trans* artists factor into chart exposure?

6. Are songs by women receiving enough support to chart within the Top 20 songs each
year?

7. And the Top 10 songs each year?

Which songs have had enough support throughout each calendar year to achieve #1
status? How are women represented within these top songs? This analysis considers the
full picture around the #1 songs and identifies Canadian songs within the list.

9. How has distribution changed over time for songs within the Top 50 versus those that are

ranked #51-150? E uve Raq ¢ AG IOl WGl It WU0ge qRYUIOs Ye Gl KOG D¢

proportionately distributed across chart tiers, with sustained presence in the Top 50
reflective of their overall participation in the format. Persistent concentration in ranks
#51u150 indicates circulation without elevation.

10. Which artists accumulate the most airplay over this period? Lists of Top 10 men, women,
mixed-gender bands/ collabs and Trans* artists allow us to better understand exposure
and opportunity for artists within each programming culture. While a deep analysis of
CanCon certification is not possible within the yearend reports, analysis of #1 songs and
top artists by accumulated airplay allows for consideration of Canadian representation.
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Visualisations of the data are always presented (whether horizontally or vertically) in the
same order: men, women, mixed gender groups, then Trans* artists. This means that where
there is no data representing women or Trans* artists (as is the case through certain
questions considered within the analysis) there will be an empty space where there would
otherwise be a column.

The main focus of this report is gender representation on Canadian radio, with discussions of
race and ethnicity emerging through the analysis. As such, the legend for the study uses four
base colours to capture representation of men, women, Trans* artists, and ensembles (of
men, women, and Trans* artists). These four colours are the foundation of the colour scheme
used throughout the report, but variations are introduced when graphics aim to show both
gender identity and race/ethnicity at the same time. Variations within a colour scheme are
not always perfect in cultural industries with inequitable programming practices. As will be
seen throughout this report, there are instances where BIPOC artists and multiethnic
ensembles are underrepresented or (as on Country, Alternative Rock, and Active Rock)
nearly absent and thus not clearly visible in visualisations. To attempt to rectify this, we use
darker shades for smaller percentages so that they are as visible as possible in formats that
prioritise white artists.

Tables in this study provide granular detail on representation within the datasets used for
this study. We used yellow, grey, purple, and teal highlight in these tables to provide detail
on the lead vocal of mixed gender ensembles. For Country, Top 40, Mainstream AC and Hot
AC this detail is provided for mixed gender collaborations. For Alternative and Active Rock
this detail is provided for mixed gender bands. The combined percentages for mixed gender
ensemble type (collaboration or band) is always presented in the row directly above these
highlighted rows.

White men

- Black, Indigenous and men of colour
White women
Black, Indigenous and women of colour
White Trans* artists
Black, Indigenous and Trans* artists of colour
White mixed gender bands/collabs.

- Multiethnic mixed gender bands/collabs.

At the same time, representation by race and ethnicity is incredibly important to this
discussion. While the analysis throughout attends intersectionally to representational issues,
each format section will begin with a discussion of racial representation through distribution
of spins for songs by white artists, Black artists, Indigenous artists, artists of colour, and
multiethnic bands/collabs. The following legend is used on those graphics:

White artists
Black artists
Indigenous artists

Artists of colour

Multiethnic bands/collabs
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Racial inequity embedded in Canadian commercial radio programming:
.. airplay disproportionately favours white artists (2013-2025)

93%

100% ————
I
90%

80%
70%
60%
50%
40%
30%
20%
10%

0%
Country

85% 88%

97%

72%

69%

Alt. Rock Active Rock

Top 40

White artists . Black artists

Indigenous artists . Artists of colour . Multiethnic groups

Mainstream AC

Hot AC

10



Racial inequity embedded in Canadian commercial radio programming:
.. and intensifies when accounting for white-led multiethnic groups (2013-2025)
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Gender representation across top 150 songs played (2013-2025)
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The original Share the Air dataset (2013-2023) includes 1,650 records representing the
top 150 current singles played annually on Canadian Country radio. 282 unique solo
artists, bands, and collaborations appeared. 16.0% of the artists were women, 60.9% were
men, and 23.1% mixed-gender bands/collabs. No Trans* artists had songs within the top
150 played. Racial representation was overwhelmingly dominated by white artists at
90.4%, with small proportions of Black (1.8%), Indigenous (0.7%), and artists of colour
(0.6%), or multiethnic bands (6.5%).

With the addition of 2024 and 2025 data (300 additional records), 72 new artists entered
the dataset, bringing the total to 354. As Table 1.1 shows, overall representation shifts
only marginally. The proportion of women declines slightly to 15.0%, men increases to
61.9%, and mixed-gender bands/collabs remain stable. White artists continuing to
comprise just over 90.0% of the total artists, with fractions of a percentage point change
for non-white artists.

A similar pattern holds at the song level. With 1,650 records in the original dataset (2013-
2023), 1,166 were unique songs, reflecting repeat appearances across years. Most songs
were performed by men (76.7%), with smaller shares by women and mixed-gender
bands/collabs (14.8% and 8.5%). Racial representation was even more concentrated to
whiteness, with over 93.0% of songs by white artists.

The 2024-2025 reports introduce 299 new songs, increasing the total to 1,465 unique
titles. As shown in Table 1.2, representation at the song level remains effectively
unchanged. Men continue to account for 76.5% of the top 150 songs programmed, women
for 14.9%. Most of the songs are by white artists for more than 92.0%.

In short, the expanded dataset confirms the stability of existing patterns rather than
indicating meaningful change.

Table 1.1. Unique artists (2013-2025)

Table 1.2. Unique songs (2013-2025)

WHITE BLACK INDIGENOUS ARTISTS OF | MULTIETHNIC
ARTISTS ARTISTS ARTISTS COLOUR BANDS
Men 56.2% 1.7% 0.3% 0.3% 3.4% 61.9%
Women 13.5% 0.3% 0.6% 0.3% 0.3% 15.0%
Trans* artists 0.0% 0.0% 0.0% 0.0% 0.0% 0.0%
Mixed gender Bands 3.7% 0.0% 0.0% 0.0% 0.3% 4.0%
Collabs 16.5% 0.0% 0.0% 0.0% 2.6% 19.1%
Led by men 12.3% 0.0% 0.0% 0.0% 2.0% 14.3%
Led by women 3.4% 0.0% 0.0% 0.0% 0.6% 4.0%
Led by Mixed gender | 0.8% 0.0% 0.0% 0.0% 0.0% 0.8%
Led by Trans* artists | 0.0% 0.0% 0.0% 0.0% 0.0% 0.0%
89.9% 2.0% 0.9% 0.6% 0.6%
WHITE BLACK INDIGENOUS ARTISTS OF MULTIETHNIC
ARTISTS ARTISTS ARTISTS COLOUR BANDS
Men 71.1% 3.2% 0.1% 0.5% 1.6% 76.5%
Women 13.8% 0.2% 0.2% 0.6% 0.1% 14.9%
Trans* artists 0.0% 0.0% 0.0% 0.0% 0.0% 0.0%
Mixed gender Bands 3.8% 0.0% 0.0% 0.0% 0.1% 3.9%
Collabs 41% 0.0% 0.0% 0.0% 0.6% 4.7%
Led by men 3.1% 0.0% 0.0% 0.0% 0.5% 3.6%
Led by women 0.8% 0.0% 0.0% 0.0% 0.1% 0.9%
Led by Mixed gender | 0.2% 0.0% 0.0% 0.0% 0.0% 0.2%
Led by Trans* artists | 0.0% 0.0% 0.0% 0.0% 0.0% 0.0%
92.8% 3.4% 0.3% 1.1% 2.4%
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Canadian Country radio maintains a 13-year avg. of 93.0% songs
by white artists, despite multiracial and multiethnic roots
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Despite well-documented multiracial and multiethnic roots of country music, Canadian Country radio continues to program mostly songs by
white artists at a 13-year 93.0% avg. within the top 150 played. White artists received a 5-year avg. of 95.0% of the airplay before declining to
90.0% from 2018-2022 and have since hovered around 92.0%. Songs by Black artists have increased slightly over this period from a 2.0% avg.
to about 4.0% from 2018 to the end. Indigenous artists, strikingly, are absent. With pockets of airplay in 2017, 2023-2024 for just three artists:
Genevieve Fisher, Bryan Martin, and Teigen Gayse, Indigenous voices and stories are absent from the top 150 songs played. Songs by artists
of colour avg. 0.8% over this period, almost entirely for Colombian-Canadian Kira Isabella and Scotty McCreery (Puerto Rican heritage).
Songs by multiethnic groups/collabs, which avg. about 2.5%, are led primarily by Black and white artists (all men) through this period.
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Songs by women remain underprogrammed on Country radio,
declining to 12.4% in 2025
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Songs by women avg. 12.7% of the airplay amongst the top 150 songs played each year between 2013 and 2023 and have steadily
declined from the two-year high of 17.5% in 2020-21 to 12.4% by 2025. This airplay was almost entirely for songs by white women.
Songs by white women accounted for 94.0% of airplay compared to 6.0% for women of colour - an 88-percentage-point gap, with white
women receiving about 15.7 times as much airplay during the period. The percentage of airplay for songs by women of colour remains
below one full percentage point in years with airplay, their voices remain absent from the mix. Songs by men avg. 78.6% - with most
(72.5%) for songs by white men, and 6.1% by men of colour and multiethnic ens.). Trans* artists are absent.
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Drilling into mixed-gender collaborations shows men still in the lead

2013 2014 2015 2016 2017 2018 2019 2020 2021 2022 2023 2024 2025
Mixed-gender groups 10.0% 6.3% 3.9% 0.8% 2.7% 2.1% 3.8% 3.0% 3.2% 1.2% 2.3% 2.7% 2.9%
Collaborations 2.5% 2.5% 2.8% 4.6% 6.1% 7.6% 1.9% 6.7% 6.2% 7.3% 7.3% 3.8% 7.6%
With shared vocals 0.0% 0.0% 0.0% 0.0% 0.0% 0.7% 0.0% 0.0% 0.0% 1.2% 1.5% 0.7% 0.0%
Led by men 2.1% 2.5% 2.8% 4.6% 5.5% 5.9% 1.6% 5.5% 5.8% 4.9% 5.5% 1.6% 4.6%
Led by women 0.4% 0.0% 0.0% 0.0% 0.6% 1.0% 0.3% 1.2% 0.4% 1.2% 0.3% 1.5% 3.0%
Led by Trans* artists 0.0% 0.0% 0.0% 0.0% 0.0% 0.0% 0.0% 0.0% 0.0% 0.0% 0.0% 0.0% 0.0%

As the previous graphic shows, songs by men avg. 78.6%, women avg. 13.2%, and the remaining 8.2% is the avg. for songs by mixed-
gender ensembles. In the firstyears of this period, mixed-gender groups (Lady Antebellum and Little Big Town), received more airplay
than collabs, but this changed around 2016, where songs by mixed-gender collabs were programmed more than groups.

Country radio has long used only two labels to code artists in their scheduling catalogue: “Male” and “Female”, applying the latter
designation to male-female ensembles in their catalogue and thus counting contributions that include male voices (even when in the
lead) in their programming of songs by women. But when we focus on representation within the mixed-gender collaborations on
Canadian country radio, we see that in all years but 2025 most of those collaborations are led by men (with women featured in duet). If
we include these percentages to the overall airplay, songs by men avg. 83.0% and songs led by women avg. 14.3%.
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With limited Country radio support, songs by women
avg. just 10.2% of the yearend charts
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Songs by women avg. just 10.2% of the yearend 50-position charts. Though their percentage increases from a low of 2.0%in2015to a
period high of 16.0% in 2023, the decline inairplay in 2024 and 2025 is echoed in a decline of songs by women appearing on the charts
to 14% by 2025. Across this entire period, just one song by a woman of colour landed in the yearend charts. Sacha's 2024 single “Hey
Mom | Made It” became the first song by a Black female artist to crack the Top 10 on Canadian country radio, and the first to concluded
that year at #48. Songs by men dominate the yearend charts, with an 80% avg. and mostly for songs by white men (76.5%).
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... as a result, songs by women are filtered out of the Top 20,
averaging 6.5%
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Drilling into the top positions of the charts show that songs by white women are filtered out of the Top 20 positions, averaging just

6.5% of between 2013 and 2025. While there are two years in which 3 songs land in the Top 20 most played songs (2020 and 2023),

most years have just one song and 3 years have no songs by women in the Top 20 most played. Songs by women are filtered out of
the chart's top positions as a result of the limited airplay accorded to their songs throughout the year.
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... and appear sparingly within the Top 10 songs,
averaging 7.7%
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Songs by white women are appear sparingly within the Top 10 most played songs, while those by women of colour are entirely
absent. While 2-3 songs appear within the Top 10 most played in 2013, 2020, and 2021, more than half of the years have no songs by
women amongst the top spun. The only other time a female voice appears in a top-played song is in collaboration with a man. And in
all instances, they are white artists.
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H1 Song =

2025 marks the first year a song by a
woman topped the yearend charts.

Songs by men continue to be prioritised within programming at Country format radio. This is not a surprise or new information; indeed,
it has been regularly discussed for at least the last decade.

The trends here show decline for songs by women since the 2024 publication of Share the Air and anincrease in collaborations. While
in previous years those collaborations were led by men, collabs in 2025 were led near-equally by men (4.6%) and women (3.0%). This
is not a sign of change; rather, it's a doubling down of an industry-wide practice of using collaborations (tagged “Female” in
programming) as a mechanism for including women in the mix. But more often than not, those collabs are led by men.

And while the top song played in 2025 was Ella Langley's “Weren't for the Wind”, it would be a mistake to see this as a sign of
progress. In a culture in which songs by women are declining in airplay (unless paired by a male artist), where women of colour
remain absent from the station playlists, the platforming of one song by a (white) woman is a form of tokenization that will not result in
change for the format or within the industry more broadly. That women of colour remain absent from programming reinforces the
white male supremacy of Canadian country radio.

It is also imperative to note that none of the top played songs of the last 13 years is by a Canadian artist, suggesting that the format
continues to prioritise the songs of USA-born artists.

2013

2014

2015

2016

2017

2018

2019

2020

2021

2022

2023

2024

2025

WAGON WHEEL
Darius Rucker

GIVE ME BACK MY HOMETOWN
Eric Church

HOMEGROWN
Zac Brown Band

SNAPBACK
Old Dominion

BODY LIKE A BACKGROAD
Sam Hunt

WOMAN, AMEN
Dierks Bentley

WHISKEY GLASSES
Morgan Wallen

WHY WE DRINK
Justin Moore

FAMOUS FRIENDS
Chris Young w/Kane Brown

TILYOU CAN'T
Cody Johnson

DANCIN’ IN THE COUNTRY
Tyler Hubbard

AIN’T NO LOVE IN OKLAHOMA
Luke Combs
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Airplay distribution for songs by women reveals barriers to high-rotation spots
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Songs by women have maintained consistent presence on Canadian Country radio across the past decade but remain well below parity
throughout the period (avg. 12.8%). This figure displays the percentage of airplay for songs by women that rank in the Top 50 (light
purple) versus the bottom 100 (dark purple). These lower ranked songs #51-100 of the yearend reports) did indeed appear on the
weekly chart in the years of this study period, but this graphic shows us that a larger share of airplay is songs outside of the Top 50 in
all years but 2024. This pattern indicates that women'’s songs circulate within the format and achieve weekly chart activity with
regularity (though little exposure), while also revealing a persistent barrier to inclusion: women are less likely to sustain the high-
rotation status that defines the format's most visible and celebrated hits. Recent years show signs of increased Top 50 presence, but
these gains remain uneven and reinforce the practices that limit space for women with equal measure within the format.
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Who gets played? Top 10 artists by accumulated spins reveals structural imbalance

1 Luke Combs [1,020,352]

2 Morgan Wallen [969,816]
3 Luke Bryan [847,310]
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