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ABSTRACT

The present thesis examines two approaches in today's music industry that arrived to a point of mutual competition, as a result of power shift in the digital age and development of new technologies. The DIY approach of an independent musician and an artist seeking a record deal both strive to justify their significance in the industry. The objective of the thesis is to investigate which one seems to have a better potential to help musicians achieve their goals becoming successful, while satisfying their fans and prospering financially implementing new ways of music monetization. Counting on the possibility the thesis may not be able to provide a one specific conclusion as to which of the two ways is more viable, it also strives to find out how these two ways have transformed due to the advancements of our age, how it influences them and what are the current circumstances under which they operate at present. Qualitative analysis has been employed in order to arrive at thorough understanding of the issue and after the introduction of the two theories which present the discussed competing approaches, and the theory on the new ways of music monetization, case study research design has been implemented to find out how the theories work in real life. Two major and two additional cases are illustrated with the two main ones carefully following the entire artists careers, while the two supporting serve the purpose of introducing the variety of other options available, as well as increasing the chance of finding the most viable solution. Qualitative analysis of data entails mainly articles, studies, surveys that have been accumulated from websites, music industry blogs, YouTube videos...The theory of the present thesis provides different arguments which strive to justify the reasons for existence of both of the approaches respectively and the case studies manage to validate the arguments. The crucial points that follow from the theory and proved to carry importance in reality are the necessity of connecting with fans, increase of the niche markets which provides certain benefits for independent artists, potential of the new business models and reevaluation of record labels' objectives and their consequent reason for existence. Some of the new ways of music monetization presented in the thesis are in the process of yet being fully realized, thus impossible to illustrate on the case studies, but introduced in the theory nevertheless, due to their vital future potential. The present thesis suggests that record labels are significant due to their wider reach and in terms of value-adding content providers as well as filters of mass production they have to become. However, they have to rethink their strategies and adjust to the new nature of the present music ecosystem. Apart from being an alternative, the DIY approach itself offers alternatives, enabling musicians to choose how to implement it and at which point of their career to do so. The thesis emphasizes that it is important to understand that the abundance of viable options for musician today  is beneficial but also requires time, evaluation and creativity to choose the right way for an artist as an individual.
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1 INTRODUCTION

As all the public discussions about the music industry nowadays suggests, music business is in a very peculiar phase of its existence. Depending on the perspective we look at it from it may appear differently to different individuals. Imploding, evolving, dying, changing, chaotic, interesting, very much alive is just a fraction of a number of attributes it has been assigned in the recent past. They all are as diverse as the issues the industry is facing, yet, with a number of issues comes even a bigger number of creative ideas and solutions to optimize its current situation.

Due to this largely disruptive and challenging era the number of subjects that deserve attention and close examination in order to be sorted out is vast. However, there is one issue that resonates in the public debates quite often

, most importantly because it concerns basically everyone involved, that is musicians, consumers, record labels, and different digital media platforms and technology companies. There are two ways musicians usually try to succeed and build a sustainable career these days. A growing tendency of independent musicians using DIY approach by exploiting the full potential of the digital age is becoming more and more popular alongside a very much desired and seemingly more occurring way, which is pursuing a career by signing a record deal. 

Both these ways have their pros and cons as to how well they can work out for an artist in the music industry of today, and there are people defending both of these having respective arguments in favor of one or the other.

The first approach 
illustrates a situation where a middle man – the record label – is left out, since the core principle of the DIY approach is that the record labels are unnecessary in order to reach musician's potential audience and become successful. It suggests that by using different methods and services (which keep emerging and developing particularly for this purpose, to help independent musicians build their careers by themselves) which are the outcomes of the digital age they can supposedly make more money in the long run, since they don't have to share any royalties with a record label which often takes a big cut.

The supporters of the latter approach argue that labels are still very important because they provide some  sort of a gatekeeper, a filter, which helps the consumers by offering them a good quality content that they pick out of the vast amount of music available. Also, some believe they can help accommodate the consumers taste better and help them decide what to listen to, offering a compact and thorough roster of artists under one roof. With regards to musicians, record labels are believed to be crucial for them to succeed on the saturated present-day music market, having connections, financial means and know-how necessary for a wider reach.

Both of these approaches are being defended for various reasons, which are explained later on in the thesis. Therefore I would like to examine the two, while paying attention to the most important aspects of reaching success by making a profit; the consumers and the other key players, technology and record companies, music platforms, streaming services, social networks,  brands, and the new business models with a great potential to generate new revenue streams in music, which are necessary to be introduced since the old ways, the revenues from selling records, do not seem to work anymore.

Considering all the above mentioned I will try to examine the following research question:

“Looking at the two different, widely popular and competing approaches in the music industry today, the DIY approach of an independent musician, and the strategy of seeking a support of a record company by getting a record deal, which of the two seems more viable for a musician in order to become successful, by attracting consumers, satisfying their needs the best way possible, and making a profit by exploiting new ways of music monetization?”


The purpose of the present thesis is to provide some sort of clarification and consequent conclusion on what is happening with the two approaches discussed here, and how the way they function results in their success, rather than determine which one is better. Although, the conclusion of the present thesis might not provide a single definite answer in a favor of one approach or the other, it will help us understand the reason they are so crucial for the industry and if any of the two ways is more preferable than the other and why.

2 METHODOLOGY

Since the research question sprang to mind when following the changing trends in the music industry, and the evident discrepancies along with the abundance of information were asking for  a clarification of the state of affairs, it was a foregone conclusion, the present thesis would be based on a qualitative research, which strives to provide a better understanding of a particular issue. 

The research question implies an assumption that the two approaches work, by saying they are widely popular and competing. What needs to be investigated though, is how exactly they work today, to see if any one them works better than the other, and under what circumstances. Therefore, to find out how the theories work in practice, we need certain examples, cases, that will reflect this. The appropriate approach thus will be a case study research design.

The two approaches mentioned in my research question, suggest the presence of two theories and to examine them we need two case studies. However, since the issue has become rather complex due to the abundance of social networks, new tools, methods, etc., it is better to examine more cases, especially if there are more disparate cases available. The research question does speak about two approaches, however, these may sometimes overlap, and there is a greater tendency for that to happen nowadays as there are more choices available for musicians to function, more tools, more ways of music monetization etc.

Therefore, if we work with more different case studies the probability to offer a viable way for a musician to function will increase. Apart from the two major case studies, an independent DIY musicians and a musician who is signed with a record label, we will look at two more, both of which are hybrid cases of musicians, one being a former record label artist but currently working as an independent musician, and the other, a long time DIY musician, but very recently signed with a record label. Investigating the reasons why these two decided to abandon one approach and continued pursuing the other could provide an interesting insight into the issue, and enhance the chances to find the most viable way for a musician to succeed. 

The theory part provides us with various arguments, methods and models, and case studies examines how they work in practice. Each of the methods, platforms etc. provides an illustration of what is available out there, however each artist can pick what suits them the best out of these. Due to the fact that many new methods, models and potential revenue streams are only yet to be fully employed, it may not be possible to illustrate all of them on the case studies, also for the fact that not each case can encompass all the options available. It is therefore important to choose case studies that can illustrate as much of the theory as possible.

In terms of the two major case studies I will provide a holistic analysis of the cases
, rather than its specific aspects, although in the two latter cases I will mainly focus on the analysis of the criteria in the research question, such as connection to the consumer and making a profit. In the two main case studies, though, I will examine the whole artists career more in depth.

One of the potential challenges in the case study research design is to choose the most suitable case and to justify the choice
. Therefore what follows next is the criteria for the choice of my case studies.

Apart from the ones we work with, there are theories that claim the DIY approach does not work for everyone, that it is not fully viable solution to operate on its own, or that the record label musicians are not destined to earn much profit, that signing a record deal means getting ripped off of all the rights and therefore the money. We want to avoid these, as we have assumed that approaches do work, both, the “DIY” and “getting signed”. Both of the theories thus need to be presented from objective but the most favorable angles in order to construct a helpful guidance for musicians, or, as the RQ says, “a viable way for a musician to become successful”. Therefore, we need to find case studies that portray both kinds of artists in a good fashion, though also make sure they are not the exceptions to the rule and that there are many others like them, since we want to apply our findings to all musicians, in general.

In case of the independent musicians with the DIY approach the following criteria were taken into consideration:

· It had to be an independent musician, who is not signed with a record label or has never been in the past (This is predominantly in order to dismiss a theory that only previously signed DIY artists (we will call it a hybrid DIY) can make their career work on their own thanks to the assets they have gained from having a record deal in the past. That is why we need to use a genuine DIY (a one who has never been signed with a label) rather than a hybrid DIY case study, and by its analysis try to prove that a genuine DIY musician has as much potential to succeed as does a hybrid DIY artist. If we were to use a hybrid case as an illustration of the theory it would contradict its essence, which is that independent musicians can make their career work using solely DIY approach by exploiting new ways of music monetization, without any help of record label whatsoever.)

· someone who has been used as an example/mentioned very often in articles, debates, other sources, namely music industry blogs and websites, such as Hypebot, Music ThinkTank, Techdirt,  that discuss current trends in the music industry

· someone who was exploiting the new methods of music monetization the media talk about, and who used it in interesting and beneficial way

· someone who has a solid fan base (number of Twitter followers, Facebook likes and YouTube views were the most significant indicators)

· someone who can be considered successful musician (definition of which is presented in the theory)

· someone who has made a considerable profit solely from his music career

A person who impeccably met those criteria was American independent musician Jonathan Coulton. He has been discovered and consequently chosen as a case study for the most part because he was oftentimes mentioned as an example in the leading music industry blogs, Hypebot, Music ThinkTank among others, to object the theory that only hybrid DIY's can make their career work this way.

In case of a musician who is signed with a record label the following criteria were considered:

· A musician has had to be signed with a label since the very beginning, in order to make sure, the record label has been there with them throughout their entire career, and every single achievement can potentially be assigned to the fact that they were backed by the label (so we can always refer back to the theory)

· someone who have been mentioned a lot in the media, since having a record deal is more of a traditional approach, media being prominent music blogs, websites, TV, radio, music charts

· someone whose record label had a significant visible impact on their career

· someone who is signed with a big indie label – since there is a significant difference between major labels and certain small indie labels, analyzing middle ground between Big Four and indies seemed reasonable

· the record label an artist has been signed with has to have a good reputation of being innovative and thriving in the present day music industry (so that it can serve as an example)

· someone who has a solid fan base (number of Twitter followers, Facebook likes and YouTube views were the most significant indicators)

· someone who has made a good profit solely from their music career with their label being a significant help in achieving this, rather than an obstacle (meaning that label is the reason artist's record sales and publicity are high. Since we are attempting to find the most viable way the most suitable approach is to find the cases that are both rather positive and beneficial, unlike in case of many artists who have signed deals and never received any royalties, or made a rather poor profit)

A musician who met these criteria is a British singer Adele. 

With respect to the last point in the criteria, Adele, apart from her obvious success backed by her label, reflected in her record sales, proved to meet this particular criterion due to the fact that she showed her appreciation to everyone who contributed to the success of her album by giving them  $1000 bonus
. That is a significant indicator of an artist who is grateful for their label's deeds, a rather rare phenomena in the present day industry where a lot of artists accuse their labels of ripping them off when it comes to revenues.

Apart from her appearance in a wide range of media sources, from more mainstream oriented to less commercial media, there was another particularly interesting, but, as a matter of fact, very objective reason why I chose her as my case study. Despite my personal tendency to shun commercial pop music or just any music that is too easily obtainable due to its ubiquity, I could not avoid encountering Adele's songs. Whether it was TV, radio, my Twitter feed, but most commonly friend's Facebook posts of her video to her top-of-the-charts song “Rolling in the Deep”, she was pervasive. Furthermore, the fact that with her relatively commercial appeal she was signed with quite an edgy, non-major record label made her stand out a lot, hence my decision to select her as a case study.

The Case Studies chapter indicates how the chosen case studies follow the rest of the criteria.

When writing the case studies it is essential not to diverge from the subject by constantly referring to the individual parts of the theory.

As to the case studies data collection multiple sources were required.
 The qualitative data used for the analysis included online documents – websites, articles, blogs. Most of the data I found and used were posted on the websites, blogs which I follow on Facebook. That allowed me to keep a track of it all and make sure I did not miss anything important regarding the current events in the music industry. I also used an information from YouTube and Vimeo videos, and an audiovisual source I found online, which provided an interview with one of the case studies. Since the topic of the present thesis concerns the digital age for the most part, all the information on the topic were to be found in the digital environment, on the internet. The abundance of the sources and information and frequency of the new ones emerging was at times a challenge, therefore it was necessary to stay focused on my primary goals and issues in question.

The data I have managed to collect and filter through have turned out to be very factual and helpful in my research, and provided me with all the necessary information. In addition, continuing my internships, thus working in the environment my research focuses on,  helps me to understand many things fast and thus make the whole process of writing the present thesis easier, as I have managed to gain a lot of knowledge since the day I started the internships up until now.

3 THEORETICAL FRAMEWORK:

The following part of the research will examine the two competing theories that belong to the most discussed topics in the music industry today. The first one presents the idea of record labels being an important part of musicians' career and far from becoming obsolete regardless the many opposing views, explores the function of labels, and offers arguments made by a number of people from the music industry, who support the idea. 

The second part of the theory section examines the number of arguments competing with the ones  presented in the first part, which adheres to the concept that DIY strategy is substantially beneficial for artists nowadays and offers a great or even better alternative to the traditional approach where it is believed to be somewhat essential to get a record deal in order to succeed.

Last part of the theoretical framework will explore new methods of how music can be monetized today.

Before the above mentioned theories are presented the concept of success needs to be reevaluated shortly as it has been altered by the recent as well as past events in the music industry.

3.1 CONCEPT OF SUCCESS

As opposed to the past when the success was often measured by whether an artists managed to get a record deal, nowadays it is argued that the first indication of a real success is to develop a self-sufficient music career, meaning that the expenses regarding your music related matters are paid back by your revenues from working as a musician. 

“If you have found enough fans to regularly invest in your product, and your monthly overheads are covered, from guitar strings to website and mailing list costs, then you can class your business as doing pretty well.”
 

Another point being made relating to this matter is that musician's job is equal to any other kind of job, by which one makes a living, which includes paying a rent, provide for a family etc. Hence if a musician gets to a point where he or she can sustain themselves both on the professional (music-related matters expenses) but also a personal level (paying the rent, bills, buying food etc.) than they are considered to be much better off than many of those who have managed to sign a record deal in the past.

The third crucial point when redefining the “success” is the so called “long haul” which suggests that the music industry is suitable environment for someone's career only if they are in for the real gains and are willing to work long and hard (10-15 years) until they get to the point when they become what most of us consider to be famous. 


“Music has become an industry built for those who love music, not fame and money.”
 

These points need to be kept in mind when evaluating the success a musician has achieved. That does not imply that by landing a record deal one does not count as a successful musician, it merely expresses that it ceased to be the only notable sign of success. 

3.2 THE IMPORTANCE OF A RECORD LABEL


Before the first part of the theory is examined, it is necessary to briefly introduce what the nature of the recording industry is, why it has such dominance on the market, and the complexity of its structure that has managed to be preserved for so many years, in order to better understand the arguments that follow afterwards, regarding how challenging the replacement of their work may be. 

The recording industry is considered a mature industry,
 which means that it is past its emerging and growth phase, functions at its highest peak or right past it and is characterized by slower growing earnings and sales
. This particular phase of the industry is well known for its structure called oligopoly. Characteristic for this structure is a presence of a few companies in a possession of the majority of the market share, usually well aware of the activities of their few competitors, unlike in the case of emerging industries where the competition is great and many small players are striving to increase their share on the fast growing market.
 

The few companies controlling the better part of the music industry are Warner Music Group, Universal Music Group, Sony, and EMI, owning 70% to 80% of the market share, the rest belonging to the indies, which makes up over 25%.
 These fours major record labels are together with a number of distributors part or RIAA, Recording Industry Association of America.

To sustain such a great control over the market, the music industry has for long functioned as a gatekeeper whose priority was to release products with a high commercial value, in order to gain a large profit. That is the reason why it was so difficult for many artists in the past to not only develop and pursue, but even to begin their career. In the mass-consumption-driven economy an artist had to have a commercial value for a major label to get signed.

Major labels' operations are much more elaborate and require more people to be in charge of various tasks than in the case of indie labels. Each major label has its own president who has a clear overview of everything happening within a label. As each major label has many different departments there are vice-presidents each of them in charge of a certain department.
 The relevant departments are (with a brief description):

· The Business Affairs Department takes care of label finances; bookkeeping, payroll, et al. 

· The Legal Department handles all contractual issues and other legal responsibilities. 

· The A&R (Artists and Repertoire) Department locates and signs new talent. They work with the artist in song selection, choice of producers, recording studio selection and they communicate with the label's Business Affairs Department to make sure all the paperwork and accounting issues involved with the actual recording of an act's record are setup properly. In short, The A&R Department can serve as a liaison between an artist and all the other departments at the label. 

· The Art Department supervises all product design jobs, (CD, Tape, Vinyl cover art etc), trade and consumer press advertising, retail sales posters and flats, and other needs of the print media. 

· The Marketing Department is responsible for creating the overall marketing plan for every record the label is releasing. They are also involved in coordinating all the promotion, publicity, and sales campaigns that the label is committed to. 

· The Publicity Department arranges for any feature stories, interviews, or record reviews in local and national newspapers, magazines, web-zines, as well as the broadcast opportunities for such coverage on radio stations and television. They may also co-ordinate any of these publicity opportunities with an artist's own Publicist. 

· The New Media Department produces and promotes the music videos for the label's artists that are shown on MTV, VHl, etc. This department also oversees some promotions and marketing opportunities on the Internet that use the audio and video technologies available from online hardware and software sites that support music.. 

· The Artist Development Department usually oversees the career planning of artists signed to the label. This department coordinates a consistent marketing and promotion presence for an artist throughout their career with the record label. The Artist Development Department has changed over the last decade. Many labels no longer have such a department. Others have changed the name to Product Development and concentrate more on "breaking," or promoting artists quickly in order to try to speed up the return on their financial investment. The pressure to return a profit to shareholders has changed the face of the music business dramatically in recent years, so the emphasis has been more on Product Development, and securing a hit as fast as possible. 

· The Sales Department oversees all the retail activities of the label, and concentrates on building relationships with the key record store chains and other mass-market retailers. The Sales staff coordinate their efforts with the major label's distribution company, as well as communicating regularly with the Promotion and Publicity departments at the label. 

· The Label Liaison is the person who coordinates the business of the major label's distribution company with the needs of their parent record labels. Street dates, (the date that a new release goes on sale at music retailers), must be approved by the label's distribution company 

· The Promotion Department's primary goal is secure radio airplay for their company's new releases. These days that means not only traditional FM radio stations, but select Internet stations and satellite radio as well. Their ability to get songs played on the radio is central to the success of the whole company. The Promotion department is closely connected to and constantly communicating with other departments within the label to make sure that all strategies being used to market and sell an artist's record are working together properly. Soliciting videos to MTV, VH1 and other music oriented television networks and programs may also be the responsibility of this department. At some labels this job is a separate department, or part of the New Media department.

All these departments are almost equally important and by mutual collaboration they contribute to the overall success of the label and artists that it represents.

In an era where the internet enabled an easy access to greater choice, and niche markets with lesser control, consumers behavior has transformed greatly. Now, that we have a possibility to pick selectively instead of just accept and consume what is served to us on the plate, we are no longer interested in the products of mas-media but rather in the niche markets which are rapidly blooming. This has caused the indie labels to be able to assert much stronger position on the market alongside their biggest competitors, the majors. Many started cooperate by making various distribution deals, but importantly for the indies alone, the new age of consumership brought with it new opportunities which allowed them to prosper on the market.
 

Regarding their infrastructure the scenario is slightly different than with the majors, and whether they have similar or any departments at all depends on how much financial means they have at their disposal. Larger indie labels have a similar structure, where many different departments are in charge of different duties, however smaller indie labels with a modest financial budget have only a few people running different tasks. 

The bigger the label is, the more complex structure it has, the bigger number of people is involved and therefore more strings can be pulled.


3.2.1 RECORD LABELS HAVE SKILLS, FINANCIAL MEANS AND THE TIME

Despite the alternative tools that are easily accessible and acknowledged by more and more musicians nowadays, many argue that record labels are still significant for artists to help reach their audience and become popular.

The reason lies in the fact that due to the amount of tasks artists have to undertake in order to succeed it can be very demanding and time consuming to make it all on their own. One of the sources representing the “pro-label theory” is in fact a man who runs a blog dedicated to helping independent musicians develop their careers. He believes that it has never been easier for a musician to do so, however, he argues that “DIY does not stand for Do It Alone” and that “Every artist needs a team to turn their music into a career.”

Labels have an expertise and time to take care of the individual parts of the business and so the musicians can focus on developing their artistic performance, have more time to rehearse and also can rely on a label to take care of all the business and other issues they do not want to or do not have time to get involved in. The number of functions presented above, record labels usually manage, speaks for itself. The scope of what they do is too big and significant to just be so easily erased, replaced or forgotten.

"People outside the music industry think you can invest in music and cut out the record label... But investment without skills rings pretty hollow, record labels still give artists the skills and contacts they need.”

Unlike a few years ago, record labels nowadays do not see their only profit in the record sales anymore. These have been plunging during the last decade and the industry has come to understand they need to find new ways to monetize music. Therefore new kinds of deals have started developing, allowing them to exploit new revenue streams. These so called 360º deals are based on the principle that record labels take care of various aspects of artist's career. This entails record labels taking on the role of manager, booking agent/promoter, publisher, etc. and in return taking a bigger cut from artist's sales (including concert tickets, merchandize, revenues from sponsorship, publishing etc.) With these new deals, all artists have to care about is enhancing their artistic performance and thus making sure they can give their best to the audience. Joachim Hoagland 

from a Norwegian indie record label Smalltown Supersound believes these kinds of deals can be made into something really cool by indie labels most importantly because “...it is better for artists if you have one team or label work for you rather than three or four working against each other.”
 

In addition to 360º deals, there are another, called Joint Venture deals, which entail two record labels taking part of different businesses with regards to a single release, whether it is a distribution of the release in different territories or a distribution of different formats, in which case one label handles the release of vinyl, while the other one the release of the CD format. (If, for instance, there is a label which only releases vinyls and needs another distributor to take care of the CD release, they make this kind of a deal. One such example is a Danish band Thulebasen, whose vinyl releases are handled by an indie label Escho, set up and run by one of the band members, and another Danish indie label Tambourhinoceros, is taking care of their CD releases). With regards to the distribution in different territories, it can be beneficial for an artist to have two labels from different parts of the world in charge of one release, so that they can reach larger audience and thus help the promotion.

In the discussion on Tunecore blog, which is online music distribution company, supporting independent artists, one of the contributors pointed out that replacing a record label does not replace the business infrastructure that they represent and it is important for an artist to have someone master the responsibilities which will ensure they get the most out of their property(artwork/music), all the royalties, and other revenues they are entitled to.

This part also belongs to the business issues which can be taken care of by signing a record deal.

If we turn it around and look at it from a different perspective, we still end up with the same conclusion – labels' skills are much needed. Ken Shipley of a reissue record label called Numero Group believes that it is not artists who need record labels but the other way around. He says: “Labels are for the lazy, the incompetent, and the cash-poor.” and adds, “Sadly, this represents 99 percent of all musicians.”

It could be argued this is a slightly harsh assumption. However, since a recent survey done by a digital music platform for independent artists – Reverbnation - reveals that 3 out of 4 musicians still want a record deal
, one can suppose that Shipley may have a point, provided it can be proven that there do exist alternative ways to succeed without a record deal and it is because of the incompetence and lack of financial means that musicians do not exploit these methods (presented later in the thesis).


3.2.2 RECORD LABELS HAVE CONNECTIONS


“It's not what you know but who you know.”

Even though this saying is not entirely applicable to the musicians since, it in fact is very much about “what they know” or how talented they are, the importance of the “who you know part” is quite relevant, as well.

Record labels provide connections to important media people. Although, many believe that the age of “gatekeepers” is gone and the consumers can pretty much decide for themselves as to what they will listen to, due to the escalating saturation of market and social media, they do need something that will make it easier for them to filter through the “clutter”. Here a record company can play a crucial role, promoting artists to those who can then push them forward to the audience through key media such as TV, radios, websites, blogs etc.

As the web is becoming more challenging environment, competition grows, and fans, brands, potential business partners and communities can be found all over. Labels have much wider reach than musician themselves and are able to find more of these contacts.
 

There are great networking opportunities that come along with the label, who can connect artists with relevant producers, musicians etc. Radio airplay is not an insignificant factor either, for a band to become successful. Some of the roles record labels had in the past do not have much of importance today but that does not make them obsolete on a global level.Their role has changed but has not stopped being significant in this respect, as long as they are willing to adapt to those changes.
  


3.2.3 RECORD LABELS SERVE AS FILTERS/RECOMMENDATION SERVICES

“If record labels are supposed to have a reason for existence, it is first and foremost to become a filter of mass production (instead of becoming the mass production).
” 

Earlier mentioned profusion of the music market creates a hurdle in itself, as it becomes something rather difficult to search through and pick something out of it that suits one's tastes the best. In addition, due to the easy access and ability to share any sort of content there has been a considerable increase in “amateur creativity”. In this kind of situation people need a help of either other people, their friends, media, social networks, various digital recommendation services, or, last but not least, record labels. 

Even today when everyone puts their music on iTunes, which becomes some sort of umbrella of all the music, and despite the fact you cannot search for music on iTunes by labels
 their dominance is sustained in this concept and people do pay attention to the labels they know and trust, and pick the music based on this kind of “filtering”.

"A record label is an important hub for art and idea exchanges between music lovers and musicians."

Michal Schulman from an indie label Slumberland believes that labels are especially important today: 

"With the increasing fragmentation and atomization of genres and scenes and markets, customers rely on labels as a curatorial enterprise, a shorthand signifier for what they're into, and a useful tool to help sort through the mountain of new music."


3.2.4 RECORD LABELS ARE VALUE ADDING CONTENT PROVIDERS

“At the end of the day, the record label is just a brand, and it always will be. That brand is animated by the abilities and expertise of its staff.”

The status that labels developed throughout many years of their presence in the industry has secured them the position of value adding content provider. 

The intention of an artists wanting to sign with a record label, has, besides the fact that all the hard work is taken off of their hands (business-wise speaking), another, more symbolic meaning. Musicians having a close committed relationship to their music want it to belong somewhere, find a home for it and also associate it with something else they are closely attached to, such as another artist they like. If they know the certain artist is signed with a certain label it is evident they wish to be part of that label, too
, and so possibly be associated with their favorite artists. 

Apart from adding a value there is another quality labels are believed to possess. Hoagland from Smalltown Supersound considers running a label to be an artform. For him and many others, record labels are of a same interest as artists themselves.
 Large number of indie labels are run by people who do the work for the love of music. The business part of it comes second and the whole competition between the indies is more of a competition of sharing and helping each other, by exchanging ideas.

"I am in general a label fan and have read most books available on labels like Elektra, Impulse, Creation, Rough Trade, Factory, and so on. I love labels, and sometimes am more interested in a label than an artist."

“When you look at labels like Sub Pop or SST or K or Slumberland, tiny independent labels that have been nurturing and building bands for close to 30 years.”... “Each consists of handfuls of people devoted to celebrating certain scenes or aesthetics or ideas. What you see, ultimately, are centres of passion and community and energy that helped to bring a lot of great art into the world. Now more than ever, this is what every artist needs to succeed.”
 

It is the set of values they have gained over the years that represents them on another than business level and makes them important for many people from all parts of the music industry.

3.3 FROM A RECORD LABEL TO DIY

Many musicians nowadays are prospering from their independent career which they have been able to pursue as a result of being previously signed with a record label, which provided them with the skills, money and popularity. Tony Wadsworth, the former CEO of EMI on the recent Great Escape conference said that even though there were other ways to work as a musician than signing a record deal (bands from McFly to Public Enemy who left their labels and continued their success on the DIY terms), these often only worked for the well established ones, with years of label's support behind them.

This is true and there are many musicians who can be grateful for what their record labels have done for them. However, the assumption that they are often the only ones who can manage to succeed with the DIY approach is rather false and there is a plenty of evidence that this case does not prevail. 

What ought to be considered is that the use of DIY approach rapidly increased with the development of social networks which were not as effective in this matter, say, 5 years ago, as they are today. This means there has been considerably less time for the DIY approach to prove its case than there was for the DIY's who had had a record deal in the past. This issue will be closely examined in the case studies part of the thesis.

3.4 DO-IT-YOURSELF  APPROACH OF AN INDEPENDENT MUSICIAN

Do-it-yourself or DIY movement developed among people working around the culture industry out of a need to spread their art by finding alternative ways of doing it when they were not able to get a corporate support. The roots go way back to mid 70s and the punk rock culture. At that time, many people who engaged in DIY methods were not doing it for money, in hope of becoming rich and famous. The communication channels were different in the past and the gatekeepers had much more influence than they do now. For many, surviving as an independent creator, was an art in itself.
 

DIY not only became a very plausible and widely used option but also a well embraced challenge for musicians. Many back then, as well as today, agree that to see how they have progressed and built up their career step by step by themselves is so rewarding that it works as a motivation in itself. The basis for this movement that were laid in the past have been serving further on up until today
 and with the development of new communication channels, easy access to content and greater connectivity on social networks, people can now expand on the potential DIY has, even further.

Further-on part of the theoretical framework will therefore explore methods to follow in order to make the most of the DIY approach in the present era, moreover, it shows how each of the points that emphasize record labels being a substantial benefit for an artist has its equivalent in a DIY strategy.


3.4.1 CONNECTING DIRECTLY TO FANS

One of the many advantages of today's era is the aforementioned easy access, connectivity and the availability of the new communication channels. Therefore it is believed that artists no longer need the “media people” connections to connect with their fans, which is one of the most repeated arguments among those in support of the DIY approach who deem record labels redundant in this sense. 

The key is in finding the right way to connect to the audience, and there are few out there. The most popular ones are the 1000 True Fans model and Connect with Fans(CwF) + Reason to Buy (RtB) business model. They have certain similar patterns and are based on one important aspect, which is a direct connection to fans. Since these methods are in fact considered to be the new ways in which music can be monetized, they are described in the following part of the theoretical framework, which explores the new ways of music monetization.

A recent study revealed that connecting with fans helps to combat piracy (which applies to all musicians, whether they are signed with a label or not). Artists are encouraged to nurture connections with their audience, because that leads to building stronger relationships and that consequently leads to monetary support from the consumers. Engaging them in your projects, contests, activities, communicating with them on social networks, such as Twitter and Facebook can enhance their support of artists' work and hence diminish piracy, because people will naturally want to support the work of a person they care about.


3.4.2 TOOLS FOR A DIY MUSICIAN THAT CAN REPLACE THE VARIOUS 

BUSINESSES A RECORD LABEL IS TAKING CARE OF.


Although, taking on the responsibilities of a record label is a demanding task which requires a lot of effort, there has never been a better time for an independent musician to do so. The amount of hard work, financial means, time and engagement necessary to build ones solid career depends on their goals, skills and determination. However, with the advancement of the internet and online digital services, there are plenty of resources that can help artists do the work that would traditionally have to be done by record labels.

Following are a few of the tools that are widely used by DIY musicians, but also record labels and other industry professionals. All these tools are focusing on the most important aspects of becoming a successful musician, which are building strong connections with fans, spreading their content on  the internet and making it available for purchase at as many places as possible, but also managing the audience, promotion  and booking of shows.

The individual features that are described in each of the services are to show how user-friendly and attractive the services are for both artists and consumers to enjoy and to interact with each other.

They are representatives of many parts of the businesses that need to be taken care of in artist's career, containing marketing, selling, distribution, promotion, and funding tools. Their illustration here serves the purpose of information, so that we become familiar with these different platforms and what they represent. The way that some of them have worked in practice is examined more in detail in my case studies.

Topspin is a direct-to-fan marketing platform, designed to help independent musicians build their career and demand for their music, by helping them with promotion, distribution and management. They provide a set of tools for musicians to develop a successful businesses for themselves.

Sonicbids is a digital service helping independent musicians to book gigs and promoters to book the right bands, via web. Their mission is to empower the middle class of musicians (the ones being referred to as the long tail).

Eventful is a digital service, which has around 15 mil users who are able to demand, share, promote and discover events. Important for artists is the demand feature where fans are allowed to demand a gig in their area. Based on the amounts of demands in the particular area, artist can see in which venue to put up the show according to how many people are planning to show up.

Bandcamp is a content management service where artists can upload their music and sell it directly through the webpage. Fans can choose the type of the file they want to download their songs in, they can stream the music and hence listen to the entire albums before they purchase it. Artists can either give the songs away for free or let the costumers set the price they want. According to their statistics, people usually choose to pay half as much as what the artist sets for the minimum price. (Bandcamp, 2011)

Souncloud is an audio platform, that allows users to upload, record, and share their sounds on the internet. Although, sometimes compared to Myspace it is believed to be much more smooth-running.  It has a few cool features such as availability to comment on the audiofiles along the line, the tracks can be favorited by people, through which others can see how popular the artists as well as by checking how many followers they have and how many listens the individual tracks received. Users can also make their files downloadable, moreover they can sell them via the new platform called Soundrain.

Kickstarter is a crowd-funding platform, where in order for creative projects to be realized, people make pledges. The attractive part for the funders is that based on how much they pledge, they can choose rewards accordingly to the donated amount of money, and thus benefit from the projects they supported financially.

Youtube is a website that allows users watch, upload and share videos for free, which is the reason it became a popular promotion tool for artists (or anyone) who have a valuable content to share and whose goal is to gain a recognition.

ReverbNation is a website offering a set of tools for DIY musicians (and other music industry professionals) to promote themselves and build their career on the relationships with their fans. They provide marketing, management, booking, promotion tools, statistics, direc-to-fan commerce, distribution and more, and most of their basic services are available free of charge for artists.

Tunecore and Cdbaby are music distribution companies, both widely popular among artists and both having different advantages depending on ones preferences. Cdbaby is recommended for the artists that do not expect to sell extensive amount of downloads a year and who are interested in physical as well as digital distribution of their music. Tunecore, on the other hand, only distributes music in digital format and is considered to be more suitable for artists who expect to sell more than  about 300 downloads a year.

These platforms have become new enablers, in the industry which is what others who are in the music ecosystem should transform themselves into. They are not just retailers and distributors, they are about selling experience and building relationships, becoming platforms not just services.

The important part is that with all these platforms nowadays artists have a choice. They can decide to try to get a record deal, have all the work done for them and hope to become popular often for the cost of giving up their rights, or they can exploit these different platforms, which can help them do the work, or hire people to get in charge of different tasks, but most importantly keep the rights to their work.
 

These platforms are available for anyone, and their efficiency is not only in the scope of their work but in the fact that artists get to keep all their rights, when using them, the factor crucial for the age where streaming is by many believed to be the future of the music business, which is a subject explored later on.


3.4.3 THE VALUE OF RECOMMENDATION SERVICES FOR A CONSUMER

As indicated before, record labels are valuable in the sense that in the saturated environment they serve as filters or recommendation services that consumers can rely on if they need a help with choosing the right music for their tastes. Symbolizing a strong value, it is only natural that such an argument has been often emphasized and pointed at, to show that labels are irreplaceable in this matter. Record labels' representatives argue that due to the distribution companies such as Tunecore or CD baby, a lot of “rubbish” gets out there in the public and creates a clutter which makes it difficult for people to orientate themselves in.

This view is being criticized by the fact that artists who ten years ago would not have had a chance to get discovered, let alone heard, are now able to do so by using the new distribution channels on the internet. The reason why they could not do that in the past was because major labels would not give them a record deal as their music did not have a commercial value for them, which is what the majors were looking for in order to capitalize on the mass-market
. Times, however, have changed and mass-market is being challenged by niches. That is the reason why so much different music is getting attention on a number of different places, as these places are easily accessible and so is the music, unlike in the past when the better part of it was controlled by the gatekeepers.

Due to the democratization of the market, the filter/recommendation value of the labels is seen as not only unnecessary, but as sort of an obstacle that is gone at last and people are finally free to have an access to all that there is.

Therefore, it can be argued, that the value of being a reliable guidance for consumers, frequently emphasized by labels in order to preserve their role on the market, is no longer important in the society where people are perfectly capable of doing the job by themselves, and, as a matter of fact, enjoy doing it. 

“You still have gatekeepers. The gatekeepers are the consumers who aren't going to listen to your music if it sucks. But the gatekeepers... [it's no longer] somebody in an ivory tower somewhere, who decides what gets through. ”

In addition, there are other, interesting ways to discover music such as recommendation services that have been developed to provide an alternative to this particular “filtering” value that record labels have. On the top of that, music industry analyst Russ Crupnick, claimed that these new music discovery/recommendation services are one of a few reasons for increased music sales, doing a good job enabling people to become interested in music again.

The most popular are services such as Last.fm, Pandora, iTunes Genius, EchoNest, Mufin, Lala, and YouTube with their recommendation features. 

These services are based on different approaches such as human recommendations, where musicians assign various attributes to a song (Pandora), algorithms, where music software analyzes the song and makes recommendations based on musical resemblance (Mufin), P2P recommendations, where no technology is used and recommendations are purely made by the people using the service (Lala)
, or another one, a recommender service called Audioscrobbler used in widely popular service Last.fm, which works on the principle of transferring data from the user's music library, or radio they listen, to the Last.fm's database.
 

Recommendation services do work for many people, however, a study made last year discovered that in present era consumers actually find more pleasure in searching for, and discovering music by themselves, or welcome a friend's advice, instead of using softwares and other media that are designed to make it as easy for them as possible.

Hence, despite the record labels with their strong filtering power they claim to posses, and numbers of recommendation services doing the work using the above mentioned methods, it seem as if it is mainly  up to  consumers how and what they will chose to listen in the end, owing to the fact that searching for something they might like, and even more importantly, finding it by themselves, is a part of the experience they enjoy a lot.

As this part of theory suggests, fans are the new gatekeepers, thus once again, it is the “connect with fans” approach that seems to be crucial for an artist today.



3.4.4 INDEPENDENT MUSICIANS ADD VALUE TO THEIR MUSIC. (JUST LIKE 
RECORD LABELS ADD VALUE TO THEIR ARTISTS.)

As the recent study showed, by connecting with fans, issues such as piracy and decreased music sales can potentially be solved
. Therefore, we could assume, that this solution is rooted in the value musicians develop for themselves and their music, by these connections. When musicians create a content – music, and build relationships with their audience, that content will apart from its inherent entertaining value, gain a certain emotional value. 

3.5 NEW WAYS OF MUSIC MONETIZATION

In the first half of 2011 album sales reportedly went up, and it was the digital unit sales that triggered this growth. This was the first increase since 2004, before which the sales had plummeted each year since 1999
. The reason for this decline during the past over 10 years was besides the increasing competition from new entertainment sources together with the impacts of global economy crisis, assigned to illegal file-sharing, designated by many as piracy.
 

Illegal file-sharing had been around for a long time but only started to flourish when the popular P2P service, called Napster, came into existence in 1999. Napster was a free service designed to share files between computers, and as fast as it became popular, as fast it was shut down by RIAA because of its extensive copyright violations. People were exchanging music files illegally, for free, instead of buying physical copies, as a result of which RIAA who owned copyrights to those files was loosing a profit. It was the first time that major labels realized their business was jeopardized  by the new audio format, mp3, and they feared if they would not put an end to it, they would loose the control of the whole recording industry market. By 1998, until Napster emerged, that industry was making $13 billion a year.
 

When software engineers and computer programmers behind Napster and Winamp (a media player for windows computers), tried to make the file-sharing legal, and get licenses to sell mp3s, RIAA  turned down this proposition. Winamp had at that time an audience of tens of millions of people using the service, and mp3 was the format they desired. They insisted, it was clear that the illegal activity would not be stopped, however, the issue could have been dealt with if it had been approached the right way. RIAA could have given the consumers the option they wanted, and made it possible for them to obtain the mp3s legally, by purchasing them. One could therefore argue, that by not making this option available they refused to acknowledge consumers' wishes and thus forced them to steal for 8 years, which is how long it took for mp3s to get licensed
, (or go on buying physical copies, which was not as easy, pleasant and convenient as getting free digital files off of the internet). Once the mp3s were finally licensed for sale, consumers had already been in a habit of downloading them free of charge for 8 years, which explains why it was impossible to shift the behavior away from piracy, anymore.

It could be argued there was another concern on the RIAA part, which Napster caused. It introduced something that public had not been familiar with before, the experience of unbundling a product, later on reintroduced by iTunes. Unbundling meant that people were no longer obliged to buy the whole product, a CD package with 10 songs for $17 on average, but instead just pick a song they liked and get it on its own
 (in case of Napster, for free, in case of iTunes later on, for $0.99).  

Napster was shut down after two years of its existence, during which, however, it managed to develop a promotional value for a couple of artists whose music leaked out on the internet, most popular of them being an English band Radiohead. They were one of a few musicians who came to understand that fighting this situation would probably not work in the future anyway, so they decided to embrace the fact their music was out there, downloadable for free, to see how, and if it could work for their advantage. What happened was that by not taking their album “Kid A” down, it became the most downloadable album on the network and the actual sales of the record increased simultaneously. “Kid A” reached no.1 on Billboard charts in 2000 and sold 200.000 copies after it had been leaked on Napster 3 months before its official release. 

This could be considered one of the early demonstrations of how “giving stuff away for free”  worked for someone's advantage and brought a large profit at the same time. One of the first new ways of music monetization, based on connecting with fans, and promotional value of free music.

It seems appropriate to compare the outcomes of this issue with the ones of RIAA vs. Napster to see the dichotomy, in regard to action-reaction, between the two.

When RIAA was suggested to legalize mp3s and file-sharing, which would mean meeting consumers  demands, they refused to do so and instead started suing the consumers while shutting Napster down. This resulted in a decade of dropping record sales from $14,6 billion in 1999 to $6,3 billion in 2009.

Therefore, we may argue, that in more and more democratized era, where people are developing their skills and behavior simultaneously with the advancement of the digital technologies by exploring them, it is impossible to solve problems of the present by asserting too much control that stems from the past, and by fighting against the natural development of the society. 

“We have to recognize something about our kids – that they are different from us. We made mixed tapes, they remix videos. We watched TV, they make TV. It is technology that has made them different. We can’t kill the instinct technology produces, we can only criminalize it. We can’t stop our kids from using it, we can only drive it underground. We can’t make our kids passive again, we can only make them ‘pirates’.
” 

What this suggests in terms of the future of music monetization is that it cannot be founded on something old that worked over a decade ago, but has clearly been deteriorating ever since. The new business models are not based on selling copies, but other things that music has a potential to advertise and sell, such as bundled packages with a scarce value.

Another thing to bear in mind when considering the new revenue streams is that just like CDs replaced cassette tapes and vinyls, and mp3s replaced CDs, streaming or constant access to music is believed to replace the ownership in the future, which is where the new revenues can be found. Thus artists should focus on that and figure out how to profit from streaming and cloud services or from the access rather than ownership.

Out of a few new potential revenues streams the most important thing for an artist to develop in order to be able take advantage of those streams is a fan base. Once they have established a significant following, they can continue working on their career further. It has always been the fans who were bringing money into the market but their significance has never been stressed more than it is today, for they are  believed to be the very key to most of the new ways of monetizing music, which has always been the case, though, in more impersonal way. They would buy records and that was how the money got earned, whereas today it is the way that seems to work the least, and there are other that work surprisingly well.

Music is still selling, and there is a number of new initiatives that try to encourage consumers to invest money in it, mostly using creative ways that have more potential to engage people.This part of the theory presents what options out there artist have, what benefits they bring, and the following chapter that covers the case studies, tries to investigate how some of these different ways work in practice, which ones seem to work the best and how artist are exploiting them.


3.5.1 CONNECTING ARTISTS WITH BRANDS

Record labels have for a long time been the main investors in musicians projects and because of their financial means they were essential for artists who wanted to become successful. That has changed by now  and musicians are searching for their fundings elsewhere. 

One of the popular ways to support their projects and make a profit  is to connect with brands. Brands are aware that music is number one passion point for the consumers, helps them to engage with a brand better and stay loyal by creating an emotional value. They are becoming one of the most important funders of new creative projects and they have a potential to replace record labels in that sense.

They have financial means to offer, and artists have the value they can add to the brand and market its product. Sponsorship deals are very popular for record labels artists and although it might seem as if it were not even possible to think of a sponsorship deal without being on a label, times have changed and independent artists are getting plenty of such opportunities. 

Tunecore, the online music distribution platform, is recently working on providing this service for their artists, collaborating with branding and marketing agencies who then use Tunecore artists to match them up with various brands. The fact that most of these artists are niche oriented is seen as an advantage for those brands because more and more people are starting to appreciate niche markets these days. Niche emerging artists are more credible for the consumers, since they can identify themselves with those artists better, as opposed to big celebrities.
 

This is another fact that can be used to argue that niche markets which are associated with independent artists have bigger success potential than ever before.

Social media reach is the most important factor in this respect. The number of Twitter followers Facebook fans,YouTube video plays, etc. are the criteria based on which brands are choosing the artists they want to associate their company with
. Thus, it can be assumed, once again, that it is the connection with fans, which is the first and most important thing to be accomplished in order to get any further in artist's career. 


3.5.2. STREAMING AND CLOUD/LOCKER SERVICES

Just like 10 years ago people started to understand that the future was not in owning physical but digital items, today we are getting closer and closer to the idea of not owning at all, but having an access to. Access via streaming anything, anytime and anyplace where we can get an online connection. Streaming has therefore been often recently talked about in relation to the new revenue opportunities in music industry.

However, as streaming started becoming a reality, many turned skeptical, as the actual outcomes of how much revenue it can bring were rather disappointing. Example of this, is Lady Gaga's song  “Poker Face” that had received over 1mil. plays on a popular streaming service Spotify, and allegedly only earned her poor $167
. Streaming and cloud services are still in their inception phase though, therefore, it is not possible to make any firm assumptions about whether they will become a profitable source of revenue or not, and who could capitalize on them the most.  

There is also a widely popular belief that streaming/locker services such as iCloud and iMatch are mainly part of Apple strategy to sell more of their electronic products
, and then, that together with others like Amazon, they are all relying on deals with major record labels, who are believed to be the ones who will gain most of the profit. Despite these doubts, and the possibility that streaming will never fully replace ownership of music or erase piracy, there are potential ways for musicians to make money on these, though it might take some time to see the relevant proofs.

There are  two sorts of streaming that can bring revenue, non-interactive and interactive. Interactive is the one, where a user can interact with the stream, rewind/stop/repeat a song, examples of which are services such as Spotify or Rhapsody. Non-interactive streaming is very similar to a radio, where a user can listen/stream songs but cannot interact with it, and services such as Pandora belong here. Public performance organizations (ASCAP - American Society of Composers, Authors and Publishers  and BMI -  Broadcast Music, Inc.) are in charge of collecting the royalties from the streaming services and distributing them to the rights holders.

With its future improvements and possible more efficient royalty distribution channels it is believed to not only have a big monetary value but also promotional one. The more streaming places the music will be available at, the bigger exposure the artist will get. Depending on the scope of the artist's ownership of the rights (whether they own them all, or a part of it is owned by their record label, such as a copyright of the master recordings, etc.) to the music they provide to the streaming services, they will be receiving different amounts of royalties.
 

In terms of interactive streaming, it is payments made on the basis of a “streaming mechanical” license which is provided by the owner of the copyright of the song (the songwriter/publisher) to the streaming service, as they are the ones who are using the song, reproducing it when it's being played (in order for that reproduction to be legal and not infringe the copyright, streaming service needs this license), and a “blanket” license that the streaming service needs to pay to the performers rights organizations (ASCAP or BMI) for the public performance that occurs by the end user every time they listen to a certain song. These PROs collect the fees and distribute it to the rights holders.

Regarding the non-interactive streaming, there are the public performance royalties that need to be paid by the service to the PROs, as well as digital performance royalty that must be paid by the non-interactive streaming service to the rights holders, who own exclusive right to digitally transmit their work.

As noted earlier, there are public performance organizations (like ASCAP or BMI) that artists need to associate with in order to make sure they receive all the royalties they are entitled to. Soundexchange is another PRO, though different in a sense that they collect royalties on behalf of recording artists and master owners, whereas PROs like ASCAP and BMI collect royalties that belong to copyright holders (songwriters).

There are neither any clear reliable figures released, nor any specific cases that could be examined, since many streaming and cloud services are only in the process of negotiating deals with record labels and distribution companies and some of them are yet to be launched (iCloud and iMatch). However, if we are to believe what many industry experts claim, that streaming is the future of the music industry, then artists should focus on retaining the control over their rights because the smaller part of them is in a possession of someone else – record label/publishing company etc. - the bigger the potential revenue from these streams will be generated for an artist alone. 


3.5.3 LICENSING / SYNC DEALS

More artists nowadays are trying to find big revenue sources in cooperating with entities who have the finances to enable them develop their careers. One of such ways is to license their music to some sort of media output, such as a movie, TV commercial, a video game etc. Such license is called synchronization or sync license and is usually provided by a music publisher to the medium that wants to use it. The publishing company works on behalf of an artist and tries to find opportunities for licensing and negotiate deals.
 

To provide a good example, an Irish, former DIY artist, James Vincent McMorrow,  (former, as he now got a record deal with a US record label, though was doing everything DIY up to that point) got a publishing deal with EMI publishing, and money he earned from a TV show in the US, that used his song, covered all the expenses he needed to self-produce and self release the record in the UK


3.5.4 NEW BUSINESS MODELS / WAYS OF MONETIZING MUSIC BASED ON 
CONNECTING WITH FANS



3.5.4.1  1000 TRUE FANS MODEL

When it comes to new monetizing opportunities based on connecting with fans very popular and seemingly effective model for a DIY musician is a 1000 true fans model. The reason it is believed to be working well is that in an era of the abundance of musicians, to avoid being a part of the long tail, artists have two choices, to either go for a “blockbuster hit”, which by the recent study has been estimated to cost $1mil
, hence rather unrealistic for a regular musician, or engage in a 1000 true fans model.

The model is built on the idea that an artist only needs a 1000 true fans to be able to sustain himself and make a living from his career. The number itself can vary depending on how much an artist intends to make, as well as on how “true” the fans are. True fan is defined as someone who will support an artist's work on regular basis, meaning they will purchase most of what they produce, drive a long distance to go see their show, buy merchandize, etc. If an artist was to “acquire” one fan a day it would take him 3 years to build up a “1000 true fans” fan base. Assuming each fan would spend one-day's wage, around $100, a year on their music (albums, concerts, merchandize...) that would make the artist $100.000 profit in a year.

The key to make the model work is in connecting with fans, and further following up with nurturing those connections by sustaining communication and keeping things interesting, which is something to be looked at more closely in the next model. 

The favorable outcome of the 1000 True Fans model is that it can pull an artist out of the long tail, by either spending more per person, or directly so the artist gets all the profit from the sales, and by enabling new methods of monetization, such as crowdfunding.
 It comes naturally that fans who become truly devoted to an artist are likely to support his or her project on the basis of this method, using services such as above mentioned Kickstarter.



3.5.4.2  CWF + RTB MODEL (connect with fans + give them a reason to buy)

CwF+RtB is another model that emphasizes the frequently mentioned building of connections with fans, giving them options in terms of music products an artist offers and their cost, and not insisting on monetizing every single piece of music that is produced. It goes hand in hand with the essence of the internet age and how people's behavior has changed due to this era. The model relies on the value and benefits that free stuff can bring, and it expands on that. The key is to realize that music, the actual records, is selling much less than it used to in the past, hence selling copies (digital or physical) is not what the focus should be put on. Music, however, has a great ability to sell other stuff, something that complements the actual song/album, having a special value, such as a signed limited edition of a book by an artist including his latest album.

The model is customizable and it is up to an artist how well they make it work. The basis are though, that if they can find a right way to connect with people and attract enough audience, plus develop something of a “scarce value” that the true fans will be willing to evaluate generously, this model can bring surprisingly large amounts of profit in a very short periods of time. Since it is best to be shown on the real life examples the case studies will illustrate how the model works.

4 CASE STUDIES

The next part of the thesis will show how the discussed theories and models work in practice on the case studies, based on which I will try to determine which is the most viable way for musicians to become successful in their career nowadays.

Two main case studies will represent the two theories discussed in the thesis, and take us through the careers of two different kinds of artists, an independent musician Jonathan Coulton, using DIY approach, and the singer Adele, who has signed a record deal. Apart from these, two other cases will be touched upon to illustrate certain points that cannot be showed on the examples of the two main cases, and also that are interesting to mention, in order to see the variety of options musicians have and exploit.

4.1 JONATHAN COULTON

Jonathan Coulton is and independent artist from Brooklyn New York, who started his music career in late 2005, when he decided to leave his job as a software writer. What really prompted him to take his music, which he calls geek/folk/rock, seriously, was the concept of Creative Commons and the whole issue of how free stuff influences the economy of art, music in particular.

Not having a clear idea of how exactly he was going to make money he made a strategic plan starting with making himself more visible to people, since he was almost unknown. He started off by  attracting fans. 
With a background of a software engineer he had an advantage musicians need nowadays, to be web savvy, as everything from reaching fans to selling music is based online. However, even if they are not too advanced when it comes to their computer skills, they do have very suitable alternatives mentioned earlier, such as Bandcamp, a music platform where artists can set up their own website with an online store. 

After setting up the website, Jonathan started doing a little project called Thing-a-week, where he would post a song once a week for people to download for free, while simultaneously set up a store where people could buy the music on the pay-what-you-want basis. All the music he posted on his website was released under Creative Commons Attribution Noncommercial 3.0 license, which allows for file-sharing, copying, non-commercial derivative work so people could use it in many ways, remix it, build up on it, make videos to it, include it in their podcasts etc.
 

Jonathan revealed that the songs on the webpage were downloaded hundreds of thousands of times and 45 % of his revenue in 2007 came from the digital store he set up
 (Creative Commons, 2011). By allowing fans to share and use his music freely, it received a great promotion, as they started making videos to his songs and posting them on YouTube. The songs have now around 2-5 million views. 

His believed break was a song called “Code Monkey” he posted on a website for geeks, Slashdot, about a software engineer that was bored with his office job. The song worked like a magnet for a geek community and instantly made him famous among them. This could be regarded as another smart move on his part, since he managed to attract very niche audience and make true fans among a community of people that were most likely to be into this sort of music, computer geeks. 

After a year, he started earning money from music that was available for free, with an option to pay for it. He realized that he was able to sustain himself further, as the chances were it would only grow bigger and bigger.
 

After that first year, with a solid fan base he managed to acquire, he began doing shows and it was just then when he came to realize how famous he had gotten. Playing at the places he had never even been to before, he would have an audience of around 100 paying costumers.
 Jonathan started using a platform called Eventful, which was a great success. It allowed him to see where there were enough fans interested in seeing him playing. That way he could always make sure he would not waste money on playing at places with a poor attendance. 

“Having done my fair share of poorly attended gigs in the city before I was even semi-famous, I simply could not stomach the idea of TOURING in that way where you doggedly play to empty houses in ever widening geographical circles, hoping that people who accidentally see you one time will want to see you on purpose in the future. Just awful. So I used Eventful to identify the cities where I could be sure that wouldn’t happen. It was a great strategy for me, and really the only way I could have made it work.”
 

By using the platform, he easily mastered all the work that would originally be taken care of by a record label, or a booking agency hired by a label, or a musician himself, for the cost of the cut from the ticket sales. Therefore, Jonathan can be considered a great example of an artist who managed to exploit this new digital platform in a very beneficial way.

In terms of promotion, the good old word of mouth did the job. He did not put too much effort into promoting himself apart from doing the Thing-a-week, and encouraging people to blog about his music, where in return he would post links to their blog, website, a podcast etc
.The Thing-a-week had however a great promotional value, and it could be considered a “reason to buy” part of CwF + RtB business model, as he came up with something that was uncommon, interesting and allowed people to interact. Every week, when he would write, record a song and post it on the website, people - the geeky fans - would make videos to it, and post them on YouTube, which made his music spread really fast, hence attracted more people who found a value in what he was doing as a result of which they started spending money on his work. Considering, that he was not doing anything else apart from the Thing-a-week and running a parallel store on his website selling music that was also available for free, and after 6 months of doing so he started earning $5000 a month
, it can be assumed, he mastered the way to find true fans, connect with them, and give them a reason to buy, the best way possible.

In addition, there was the fact he would release all his music under CC license which proved to have a huge promotional value, as well, due to the possibility to use the music freely in a number of ways.

In 2007 Jonathan was approached by Kim Swift from Valve, an entertainment software and technology company after one of his gigs, who asked him to write a song for their new video game called “Portal”. Jonathan accepted the offer gladly and is at the moment working on a song for “Portal” game no. 2. The interesting about this is the fact that it is not very common for a song written and sung by a singer songwriter to play such an important role in a video game, (which “Still Alive” - the song - did), or even be in one. As some claim, it could belong to the greatest songs in the video game history
. It is, once again, a niche market which fitted Jonathan completely, and vice-versa, hence it was a great way for him to exploit another way of making income with his music, pairing it up with this kind of visual media output.

In terms of the availability of his music, the aforementioned online store on his website offers a number of products, from digital downloads in different formats, CDs, latest CD/DVD set with  his acoustic performance from the live shows, via ringtones, to different merchandize, including t-shirts, coloring books, books, mugs and card games. There is a large variety of things fans can choose from, as well as variety of prices they can pay, and Coulton points this fact out on his website saying he gives a lot of stuff away for free, and is aware of the fact that people can also get it elsewhere, but has made an option of donating whichever amount of money fans think his music is worth.
 By giving them all these options, he is making it much more pleasurable and easy to support his work, which is why they do it, and he can see the results on the money he is making today. 

Everything is online based, although for a physical distribution of his music Jonathan uses CD baby, the online music distributor, developed for the purpose of allowing musicians to take care of this part of the business, which again in traditional way would be taken care of by a record label. 

All that Jonathan was doing in the beginning was via internet, which is where all his potential fans, computer geeks, would spend most of their time. Some might argue he was advantaged in this matter and it is not likely to happen to everyone, that they can find such niche audience that easily. However, looking at it from another perspective, he managed to succeed with music that we do not (yet) hear or even hear about in popular, whether mainstream or indie,  media outlets that promote and play music. He is famous for his “1000” true fans, which is how he can sustain himself financially well enough (if we are to count on what the theory says, that each true fan spends $100 a year on artist's music, on average, then we may argue that Coulton managed to acquire 5000 true fans, as it corresponds with the amount of money he earned in 2010, which he revealed was about $500,000
). 

In 2010, he was playing a support during a spring tour of a band called They Must Be Giants, which he has for a long time been a big fan of, and in the course of time he was suggested by one of the band members to record an album, which he would like to produce. Which is what he is up to at the moment, recording in a real studio with a band, working on the new record.

With a substantially large fan base, strengthening his connections with people in the industry, and developing his career further, Jonathan can be considered one of the best examples of how a musician can take advantage of the fact that giving music away for free can generate large fan base ergo the revenues, and that the niche markets are becoming more and more profitable these days, as the theory of the present thesis suggests.

4.2 ADELE AND XL RECORDINGS

Adele is a British singer, who was in 2006, at the age of 19, discovered by a UK based indie record label, XL Recordings. It was after she recorded demo songs which her friends posted on MySpace, when she received an email from the XL who offered her a record deal.
 

In 2008 she signed a joint venture deal with XL and Columbia records, with Columbia taking care of her US distribution, which in Adele's case worked instantly in terms of promotion of her debut album “19”, and herself as a singer, overseas. Columbia Records secured her appearance in a TV show Saturday Night Live in the US, which made her world famous and increased the album sales in within a few hours: 

“Dickins [Adele's UK manager], who was in New York at the time, remembers going to bed after the "SNL" taping with "19" at No. 40 on the iTunes sales chart. By the time he'd woken up for an early flight back to London, the album had risen to the top 10; when he landed it was at No. 1.”

This undoubtedly shows a great example of how the connections, financial means and the wider reach that record labels possess can suddenly elevate artist's success.

By the end of that year she triumphed in winning a BRIT Awards Critics Choice Prize and getting a recognition from the BBC for being the “Sound of 2008”.
 She was also nominated for 2008 Mercury Prize Award for “19”, and won the Urban Music Award for Best Jazz Act, Grammy for the best new artist and best new female pop vocal performance for her single “Chasing Pavements” in 2009. 

Another of her “19” songs, cover of Bob Dylan's “Make You Feel My Love” was often played in the popular British TV show “X Factor” and every time the sales were dropping and the song would appear on the show, “19” was back in the charts again.
 Yet another example of how working with professionals in the industry can get an artist and their music at important places where their presence pays off.

The awards together with the North American tour, she went on with the debut album, having sold almost 2,4 mil copies worldwide, by now, moved her even further up until today when she, with her sophomore album “21” released at the end of January 2011, managed to top both, the US and UK charts, and became the first artists in the UK since The Beatles to have two singles, and two albums dominating the top 5 position of the charts, at the same time.
 Her second album “21” has so far sold over 2,5 mil copies, became seven-times platinum, and the most downloaded LP of all time on Amazon.co.uk.

The success of Adele's career has been influenced by a number of factors. First of all, it is her own input, her personality and the way she connects with her fans, theme of her songs in combination with the power of her voice, and the message she sends across by deviating from the established prototype of a female pop singer, staying out of shape and shifting the focus from her looks to her music, exclusively. And secondly, although, in all likelihood the most important role in her success has been played by her record company, the XL Recordings, which she was discovered by.

Adele's music has for the most part been inspired by her love life dramas and although her Myspace page classifies her music genre as Acoustic/Pop/Soul
, many people refer to it as a Heartbroken Soul.  In any case, her songs are very emotional and relatable, hence it does not come as a surprise that she has such a large following. Her debut album “19' is famous for being inspired by her unhappy past relationship and a following break-up, as well as an affair that emerged recently when the ex-boyfriend who Adele was in the relationship with, was asking for his share of royalties, he believed he was entitled to, for inspiring the hugely successful album
. It could be argued that this issue even added to the success of the album, as it enhanced its authenticity and thus added value.

“Adele can save the music industry, by shifting the focus from an artist’s image to an artist’s voice”,

Richard Russel, the boss of the XL Recordings, stated in an interview,
 and one could argue that since she is a star of a great merit, she does have a potential to transform already changing consumer's behavior even more and put an end to the traditional idea of what a female pop singer should look like, moreover, that it should be of any importance. 

XL took a great advantage of the circumstances in this case and besides boosting their own reputation by allowing the artist to stay herself and not having to conform to any ideals, through which, they also somewhat distanced themselves from the “evil” image of the music industry, they turned the fact that she is overweight to her advantage by claiming she could trigger a significant change in the music world, thus making Adele something interesting and unique, which added a great amount of value to her, as an artist.

Although, Adele is known for writing her own lyrics and making her own music, she was provided with a team of well-known producers, such as co-president of Columbia Records, Rick Rubin, who certainly made a profound contribution to her two albums. As a result, they both became sets of well-crafted pop songs which was reflected in their chart positions
. Having such a team of producers working on an artist's album, also adds a high-level value, and together with them occupying the top of the charts, the songs become prone to be covered and remixed by other famous musicians, to mention a few in Adele's case of “Rolling in the Deep” (the song at the top of the charts), it was John Legend, Jamie xx, Patti Smith and Linkin Park. This, besides a great promotional value, also brings her revenues from owning the copyrights to her songs, which have been covered (as said, she writes her own lyrics, together with the help of her team).

It is obvious an artist would hardly be able to afford, let alone connect with, such renowned team of producers if he or she were not signed with a record label, which has the means and the contacts to the established people in the industry.

In addition to this, Adele's live appearances in popular TV shows, like the above mentioned Saturday Night Live, have been consistently supporting the sales. Another example is the performance at the BRIT awards in 2011, when her album 21 was starting to drop after a few weeks. Then, she performed her song “Someone Like You” (another one currently at the top of the charts) on TV and the song got back to the no.1 position in the charts.

The timing, in sync with the show appearances, and her tours, all led up to a great promotion for both of her albums, which could not have been done better were it not for the record label professionals who took care of the proper planning and timing of the release, part of which was doing it in the beginning of the year when there tend to be less strong releases, hence smaller competition and greater chance for Adele to reside at the top of the charts.

Adele also appeared on the cover of Q and Rolling Stone magazine, and even though some people argue that magazines are much less read and paid attention to these days, there still are and will be the online issues, covers of which do matter, as oftentimes it is the most noticeable feature if one follows the magazine on Facebook, for instance. It could be argued that the magazine covers are therefore unlikely to loose their promotional value in this matter, and thus help to enhance artist's popularity.

She also received some nice reviews for both of her albums, with ratings 8 out of 10 in a popular music magazine SPIN for her “21”,
 as well as with her song Someone Like You which has been reviewed by a prominent music blog Pitchfork, and even though one might consider them much less pop-music and more edgy oriented, the song was received fairly well.
 

Adele has recently been nominated for the Barclaycard Mercury Prize, as well as, MTV Video Music Awards, in seven different categories with her video to the song “Rolling in the Deep”, which by now is close to having 98 million views on YouTube.
 This, together with the song's appearance in the TV commercial for the sports brand Nike, once more, stirred up a good promotion and brought about revenues made from licensing the song for the TV spot.

Regardless of the fact that her label is doing an outstanding job in terms of promoting her and her album, Adele is known for communicating with her fans constantly, mainly via her blog on her website, where all the fans from Facebook and Twitter are nonstop redirected to.
 Furthermore, she also speaks to them “live” by directly answering fans' questions via a popular music video platform Vevo, in the series called Ask:Reply.

All the accomplishments Adele had achieved, were acknowledged when in 2010, she and her team, Richard Russell from XL Recordings, manager Jonathan Dickins, publisher Paul Connolly, and radio plugger Brad Hunnerthe, topped the Guardian 100 list of the most influential people in the UK music industry, leaving behind one of the majors, Universal Music Group, together with Simon Cowell from the “X Factor”, and a couple of other big names.
 

“All our panelists were insistent that her talent should be recognised, as well as the massive commercial impact she has made on British music this year. Her success is also a vindication of the working methods of her record label, XL, whose mantra is to put the artist in a studio and let them make the album they want."

It is a fact that XL work ethics make them quite an outstanding indie label, that is infiltrating commercial market with fresh original sounds, focusing their hard work on a small amount of artists in order to maintain their strategy to only work with music they can truly commit to.


4.2.1 XL RECORDINGS

XL recordings was founded in 1989 by Richard Russel and his partner who in 1994 left the label, leaving Russel in charge alone.
  

Besides Adele, XL has a roster full of great names that deserve a mention. British artist M.I.A., who has managed to penetrate among esteemed producers such as Timbaland, and is known for her unorthodox style, addressing political issues, mainly violence, in her music and artwork. In 2009, listed by the Time Magazine in their 100 list of the most influential people of the 21st century.
   The XX who became a sensation in the indie music world in 2009, won the Mercury Prize, and were featured on a number of “best of the year” lists,  Vampire Weekend who stirred up the recent indie Afropop craze, and other outstanding names, like the Prodigy,  Radiohead, Thom Yorke, the White Stripes, Sigur Ros, Dizzee Rascal, Gil Scot Heron, as well as the newest XL signing, Tyler, the Creator, member of LA rap collective Odd Future,
 who is a subject of the following case study.

With all these big names having gained a good deal of success, XL can definitely keep up with competitors such as Sony or EMI, thus it may come as a surprise that they only make about six releases a year. With an annual amount of unsolicited demos being 200,000 on average, they only do one signing a year (often saying no to big names), which to some extent is part of their strategy.
 For a release to be successful, a big amount of time, effort and dedication needs to be employed in the promotion, therefore the less releases there are the bigger the chance that each of them will be thoroughly profitable. 

As the theory suggests, record labels' primary objective should be to filter the mass production, instead of becoming a part of it, and the impression that XL conveys based on the quality of their artists and the essence of their approach goes undeniably hand in hand with the theory.

Besides being careful about having too many artists to work with, the way they cultivate their relationships with them, is another of the crucial aspects of their approach. XL only sign artists whose music, style and personalities they are really into, regardless of the quality or the potential of it, in general. This also allows them to further elaborate on their distinctive strategy of letting the artists do their music the way they want and projecting themselves the way they are, without abiding by certain standard rules or following any requirements set by the label. 

This, in fact, is a quality they look for in an artist, to be able to kick against standards, not following the guidelines, as a result of which they create the music and image for themselves that is unique. 

“The music they've done when you sign them is barely relevant. It's not even the start. It's much more about the person and their ideas and strength of character and the direction they want to go in."

Adele is one such example, since she refused to perform at any big festivals, even though it would bring in a lot of money. Not feeling comfortable about it she simply turned the opportunity down. And Russel has acknowledged that immediately, saying it is“a brilliant artistic decision. It goes against the grain."

“You've got to believe in them. And any time I see someone do something like that, it strengthens my belief in them. Going against the grain, taking risks. And also, turning down money, frankly. Always a good sign, for anyone to do that. Everyone I work with could have gone about things in a way that would have made them more money, including me."

XL Recordings thus can be seen as an example of an indie label that represents the positive shift in trends within the music industry.

4.3 ODD FUTURE WOLF GANG KILL THEM ALL

OFWGKTA or Odd future, is an alternative hip-hop collective from Los Angeles, California, who since 2007 have been writing and producing their own music, making videos and releasing mix-tapes which they put up on their website as a free download. Their internet based DIY approach has brought them a lot of attention mainly for the way they express themselves. Many find them inappropriately offensive, shocking and overly provocative, especially for their young age.
 The two oldest members of the group are 20 year old rappers, Tyler, the Creator and Hodgy Beats.Tyler, is the group's central character and apart from being a rapper and a producer in the crew, he directs their videos, creates the artwork for all their music and designs the merchandize. 

With a central theme of their tunes being mostly rape, homophobia, blasphemy, and corresponding topics, they have received plenty of negative feedback mostly from white media members, as Odd Future are of African-American origin. Although the subjects addressed in their lyrics are nothing unusual for rappers, many people object due to their young age, as well as the influence they inflict on younger generation who listens to them, being seen as someone who has a lot of power in their hands, especially now when they are penetrating more and more into the mainstream media.
 

It needs to be pointed out, though, that there is a reason they have so many fans and people who respect them, other than the fact that they use a lot of obscene language and imagery.

Their lyrics are witty with a myriad of creative wordplay, they speak what is on their mind without any concerns about the negative responses and stress the fact that their music is as much of an artistic expression as when a famous director makes a vicious movie.
 

Their live performances are nothing short of outrageous and absorbing to watch and they bring a lot of authenticity to the way their crew is perceived by the fans. This, no matter how appalling to some people it may seem, has made them genuine and relatable artists, to look up to and follow, much preferred over many fake, industry manufactured musicians.

They have been featured on the cover of Billboard magazine (weekly American magazine about the music industry, est. in 1894) recently
, and can be classified as one of the the most talked about artists in the music industry today, for both, what they do and how they do it. Starting out by giving away free music and connecting with their fans online has today got them to a point where record labels were fighting over who would give them a record deal. 

The patterns of CwF + RtB business model are quite obvious in their case, as well. In terms of connecting with fans, one thing is their very essence, what they represent, which has a great appeal to people, and another is the way they communicate it. Tyler, has been famous for his frequent and very “I-speak-what-is-on-my-mind” type of a twitter feed, which could be considered to have an entertaining value, hence attracting people, and also for being very honest and more intimate answering questions from his fans on the website called Formspring (purpose of which, is to ask questions about topics, people etc. that one is curious or wants to find out more about).

The “reason to buy” part of the business model is, besides their music and items available for purchase, designed by Tyler, the fact they made themselves known as a unique group of guys which many young people admire and wish to be identified with. Something unconventional that sticks out of the crowd is what especially young audiences are easily drawn to these days.

“The last thing you'd say about the prolific young rap collective Odd Future is that they're boring. You could say a lot of things about them, but you can't say that they're just like everyone else.”
 

Their anarchistic DIY approach attracted not only large audiences (Tyler has currently around 354+ thousand followers on Twitter
) but also industry people, and a few renowned record labels were in play when Tyler was deciding who he would sign a record deal with for his latest solo release “Goblin”.
 

"I always wanted to sign to Interscope [which, happened to be one of the labels interested in releasing Tyler's “Goblin”] when I was a kid because it was the label of Dr. Dre and 50 Cent. I want a boat. I want a Grammy," Tyler said. "But I'd never sign a deal without 100% creative control. You lose a lot when you sign with the major labels. I'd rather be broke than have to rap over the same chord progressions as everyone else."

XL Recordings won the bidding war and Tyler, the Creator  is now contributing to their already interesting roster full of charismatic and exceptional characters. The oftentimes mentioned nonrestrictive approach towards their artists certainly played a crucial role, and what confirms it, is the fact that right after the deal was made official, Tyler revealed he retains the ownership of his masters and creative control over everything.

“Yes, I Did A One Album Thing With XL. Thats Family. Don't Trip, Still Have %100 Creative Control Over Raps, Beats, Videos, Covers.”
 

The week after he released the album, almost 50.000 copies were sold, even though it had been leaked onto the internet before.

Odd Future as a collective also recently signed a deal with Sony's RED, a division that distributes releases of many independent record labels, to establish their own label Odd Future Records.
 

4.4 TRENT REZNOR

Trent Reznor is an American singer, songwriter, producer, actor, and a frontman of a Math/Rock band Nine Inch Nails. Reznor and his band had been signed with Interscope records (the same label which Tyler desired in the beginning but turned down in the end), owned by one of the Big Four, Universal Music Group. In 2007 when their contract ended, Reznor left the label and set off for a career of an independent musician, which he has excelled at primarily by making the CwF + RtB model work.
 

Reznor and his achievements with the model has made him a subject of many music industry debates and conferences where he was often presented as the best example of an artist who can manage his career single-handedly while making a lot of profit.

He has become famous for encouraging his fans to interact with him and one another, by setting up a very accessible, fans-friendly website where they can communicate and where he also puts up videos and pictures they make at his shows. Unlike Warner Music Company, which has become infamous for forcing their artists to put down the videos of YouTube at the time when Warner did not know how to monetize it directly, for Reznor, recording his shows and taking pictures is something he encourages his fans to do. He even released a free iPhone app for his fans to locate and interact with each other when sharing the photos and videos.

That is how he engaged people in his music and everything he was doing. By being accessible while providing enjoyable experience, he has made true fans. Later he started to put his each and every release up on his website available for free, since he was aware the music would have been leaked out on the internet, anyhow. Apart from that however, he made his music available in other, more appealing ways for those who were interested in investing money in it. First such item was a double CD package of his album Ghost I-IV, available for only $10. For more, there was a Deluxe Edition Package that cost $75 and besides the two CDs, it included DVD, Blu-ray and a photobook of images. The most interesting part of this “series” was the Ultra-Deluxe Limited Edition Package for $300 of which only 2500 copies were available, each of them originally signed by Reznor himself. The $300 boxes were sold out in about 30 hours, on which Reznor earned $750,000. Overall earnings from the whole Ghost I-IV release exceeded $1,6 million, in the first week. All the releases were made under Creative Commons license which allowed people to share it and upload it on the internet freely. 

Starting by interacting with fans in entertaining ways, giving away free music on the top of which he added something of a higher value available for those who were truly interested in his music, hence willing to pay for something special, he made a good amount of money in a very short period of time. And this is merely a one of several examples of how Reznor, besides many other musicians (most frequently mentioned, Amanda Palmer, Zoe Keating, Pamplamoose, Florrie, ...) successfully utilized this business model and made a large profit.

Besides being famous for its effectiveness, his use of the model has been criticized by many due to the fact that Reznor had already established himself on the music scene and is too big of an artist with a major fan base, to set an example for average DIY musicians who are starting from scratch. In other words, many industry skeptics do not believe this model could work for just anyone.

Having introduced and examined the two previous case studies of the present thesis, Jonathan Coulton and Odd Future, we could agree the above skeptical arguments can be rejected and the model can indeed work for anyone, provided they can figure out what is the best way for them to use it.

5 ANALYSIS

After illustrating the two main competing theories along with the new ways that have potential to bring revenues into the music business, I have examined how well these theories work in practice and how profitable they are for artists. 

Following, is the summary of my findings based on depicting the main points where there is a visible correlation between what the theory suggests and the real life examples illustrate.That way I could further evaluate the findings and draw final conclusions as to what are the best possible paths for musicians to follow in order to become successful.

5.1 HOW THE XL RECORDINGS PROVED TO HAVE A REASON FOR EXISTENCE, ILLUSTRATED ON  THE CASE OF THEIR ARTIST ADELE, THUS SET AN EXAMPLE FOR RECORD LABELS IN GENERAL TO FOLLOW

The theory argued that the connections to the influential people in the music industry that record labels have, are a valuable asset and cannot be replaced or regarded as irrelevant, besides their skills and innovative methods in form of new record deals that may benefit an artist into a large extent.

The case study investigation showed the argument was accurate and Adele's record label did an outstanding job in terms of her promotion, whether it was getting her, or her music, to important TV shows with millions of viewers, connecting her with the best producers, who they have good relations with and financial means to hire them. These producers guaranteed release of superb albums with a high potential to become  sellouts, thus helping her to receive nominations and win awards. Her label further helped Adele to get on the covers of prominent magazines, to feature her music in TV commercial, along with receiving great reviews from music websites and blogs. With regards to the new business models that record labels are utilizing, the fact that XL made a joint venture deal with Columbia records certainly benefited Adele and boosted her publicity and record sales overseas. 

The exposure and consequent fame she got thanks to her label was a result of a hardworking and devoted team of people, which has been rewarded by the proper recognition getting at the top of the  list of the most influential people in the industry, which serves as a good validation of the theory that record labels are worthwhile, in this sense.

In regard to connecting with fans and becoming a valuable artist, Adele developed a strong character and reputation by deviating from the standard norms of what people are used to regarding the celebrities' appearance. This was not only tolerated, but surprisingly to some, encouraged by her record label who took it as advantage to add a value to the artist, thus benefiting from the issue. This way Adele became even more respected by her fans and avoided the risk to come across as an artificial product of the music industry. 

Two aspects of case studies that very well demonstrate how a label can add a value to an artist have been spotted in the case study analysis.

First case was already introduced in Adele's story with her ex-boyfriend soliciting royalties for her album “19”, which spread across the internet like a virus, and as a result, added value to her as an artist, or to her music, for that matter. It could be argued that the whole issue would have never had blown up into such dimensions had it not been for the record label and the strings they had managed to pull. Had they not made sure that “19” was a well-crafted album that would get a good promotion, Adele would have unlikely been residing at the top of the charts, and the issue with her ex-boyfriend would have probably never come about. However, since the opposite was the case, and the fans could follow the whole affair on the internet (thus learn about the real ex-boyfriend character her songs were referring to), it has most likely made them sympathize with her, which made Adele even more genuine and relatable artist in their eyes. That potentially led to her increasing and more devoted fan base, hence bigger record sales. It could be agreed, this is a coherent manifestation of how a record label can influence many things by triggering a chain of events in artists career applying the power they possess.

Secondly, in the case study of the rap collective Odd Future, another detail suggested how the issue of value is important.

As the case study revealed, Tyler, the Creator has recently signed a one album deal with XL Recordings, for the release of his “Goblin” record. Given that he has mastered practically everything that is necessary for a successful album release - he has a large fan base and is popular worldwide, he writes his lyrics, makes his own tunes, directs the videos, designs the merchandize, connects with his fans on daily basis and is known for being very good at it - the only thing he needed to be taken care of was a distribution. He could have handled that using one of many online distribution companies available, two of which, most popular, CD baby and Tunecore have been briefly introduced in the present thesis. Since Tyler was doing a physical release, he could have gone with CD baby, which we may assume would probably cost him less than how much the XL will take. (Although, I do not have the details of Tyler's record deal available, my guess is that XL Recordings, not to mention Interscope, would not have bothered fighting the bidding war for Tyler if they were to profit 9% from each download/album sold, plus $35 on the top, for the entire release, which is how much the CD baby takes.
)

However, here comes the role of a label as the value-adding content provider. Tyler has been an independent musician for about 5 years now, and his accomplishments are approximating what many artists twice his age have achieved. He took a good advantage of his DIY approach he has been following since he was 16, therefore, it seems plausible to take his career to another level. Tyler has confessed many times (although, some say it is rather disputable whether he is being serious, or sarcastic about it), he does want to win a Grammy one day, he does want to be on MTV, his goal is to get a proper recognition for the art he is making and he sees that as the top of the career he set out to follow a few years back. To find someone who could help him get one step closer to his goal, is likely the reason he has chosen to sign a record deal with XL, despite the availability of other options. His decision to turn down the offer from Interscope (despite his former desire to sign with them), due to the fact, he was aware of the inherent limitations the contract with them would impose, regarding the ownership of his rights and control over his creativity, reveals an important fact. Unlike in the past, artists and their careers nowadays no longer depend on the industry, major record labels, in particular. Artists have an option to choose for themselves how they want to pursue their career. They know today, as Tyler said earlier, that “You lose a lot when you sign with the major labels”, therefore many decide to pursue their career independently, or sign with a record label that can genuinely benefit them, example of which would be XL Recordings, not only because they offer artists more freedom, but also because of the quality of their roster and their overall reputation adhering to the idea that record labels should strive to filter the mass production. In other words, a record label that enriches the music industry in a positive way by making their business more innovative and artist-friendly, thereby adding a real value to a musician.

We can conclude that in the matter of value adding content provider certain record labels have a big power that is hard to be surpassed by other enablers, which is what will likely keep them relevant in the business for long.

5.2 POTENTIAL OF THE DIY APPROACH, AND HOW INDEPENDENT MUSICIANS CAN FOLLOW THEIR CAREER  EXPLOITING IT

As the theory insists, despite, the DIY approach of independent musicians have been around for many years, it has only recently begun to be considered as a serious competition to the traditional approach of signing a record deal. The reason is that technology companies and social networks (which enabled the DIY approach to flourish) have just started “taking over the world”, needless to say, the recording industry. Therefore, unlike the traditional ways that have been employed for decades, the DIY approach have only had a couple of years to show its potential and effectiveness, in this kind of environment.

Despite this poor time scope it has had, to demonstrate its abilities, we could assume, after exploring three case studies, that the present thesis managed to prove everyone who would question the DIY approach, wrong.

The main case study of an independent DIY musician, Jonathan Coulton, have examined the entire process of how he transformed himself from a computer programmer to the professional musician who is now working on his debut album with producers from his favorite band, and taking his career to a new level.

Jonathan's entire career was based on the 1000 true fans and CwF + RtB business models. He started, by giving away free music, just like Odd Future did, (and Reznor, at some point, but he initially started by signing with a major label) and gaining more and more fans in return, until it got to a point where he was making money on this music also available for free. Employing suitable promotional tools, such as Creative Commons licensing of his music, which led to fans using it and passing it forward, he developed a large fan base, with “true” fans consisting of niche community, which he fitted in perfectly. This niche aspect acted as a benefit also at the time when it enabled him to exploit another way of making revenue, by licensing his music to a video game. He made a good use of the new technology platforms and tools, when managing his own business, Eventful and CD baby, which both worked great to his advantage. In a one year time, he already evolved into what we can call a successful musicians, since as the theory suggests, he was able to sustain himself, on both professional and personal level, and he continued to develop his career up to this point, when he is working in a real recording studio with seasoned producers, hence clearly showing he is in for the long haul. He also admitted he does not dismiss the idea that perhaps one day he could sign a record deal, however being aware of how well he can do on his own, he would be yet another musician (just like Tyler), having a “privilege” to decide whether he wants to sign with a label or not, evaluating if the deal would be any beneficial for him, and if it would make sense to go this direction.
 

Jonathan mastered what has been emphasized throughout the whole theory section as the most important part of musicians career and that is the connection with fans. He also showed how significant the promotional value of free music is, and that by being creative and finding the fans that one's  music can entice, niches, they can build a viable career using solely DIY approach by exploiting the new ways of music monetization, most significantly in his case the CwF + RtB business model.

Another interesting finding of my studies come from the case of Tyler, the Creator and his way of harnessing the DIY approach.

When artists wanted to build their career in the past, they needed to get signed. That was virtually the only way to function and be successful as a musician, which is why a very few actually managed to do so. 

Today however, DIY approach can not only serve as a means to make one's living, but also as a means to achieve  higher ends, which ten years ago seemed unattainable. An artist can build up their fan base, work on the quality of their music, nurture their talent and develop a strong profile employing DIY approach the way that suits them the best, and most importantly, as long as necessary, because they can sustain themselves financially using this approach, and once they are ready, they may venture to penetrate the higher circles and get a desired credit for their art. In that sense, DIY could also be considered an enabler towards higher ambitions, and when appropriately taken advantage of, it can add a value to an artist who then may become something the industry will consider worth “fighting” for.

This resembles a situation that applied years ago, where musicians were in this position and they had to make themselves appealing to win the labels attention. However, since the labels' (mostly major) existence, as many believe, is at risk nowadays, they are the ones who need artists not the other way around, and to get those artists they have to accommodate to their needs and requirements. (“Tyler, the Creator vs. XL” case is nothing short of a perfect example here.)

This strategy of using DIY as a means to higher ends can potentially solve two things and make the music industry more efficient.

Firstly, artists would be able to evolve their profile to the point where they could afford to choose a label and not the other way around, as a result of which they would most likely get desired attention from the label and have a thriving career ahead of them. (Unlike in many cases, where artists get signed just for the sake of getting signed, not caring much about which label will sign them, which then very often turns out to be the highest peek of their “career”.)

And secondly, from the labels point of view, this strategy would help them spot the most talented and innovative artists, hence release only the best music and help to become better filters of mass production.

5.3 VIABILITY AND POTENTIAL OF A RECORD LABEL 

The case study of XL Recording proved to be a very successful one, in terms of what they have managed to do for the artist and for their own reputation. Having built up their own strategy they are now thriving in the crippling music industry, thus it is important to emphasize this fact and offer some suggestions for all the record labels, in general, to try and think about their business in new, more creative ways.

There are a few labels, successful in these new ways of functioning such as, Nettwerk Group, whose strategy is to let the fans interact with the music they are about to release and use their mixes even for the releases themselves. To draw a particular example, before releasing an album of a hip hop artist called K-OS, they put stems of the recordings on their website and let the fans interact with them, put them together, remix them, do whatever they wished. Later, they let the fans vote for them and the mixes getting the most votes were released, as well. It engaged fans in a nice way and gave them a great reason to buy the albums. Both of them, the original and the one with the fans mixes, appeared in the top 50 on the charts.

Another record label worth a mention is Bad Panda Records, which uses Creative Commons licenses for all their releases because they believe in the power of its promotion, and the importance and future of sharing.
 

Both are good examples of a growing number of record labels using ways that the DIY approach utilizes successfully, because they realized they are not only some sort of substitute for those who cannot get a “real” promotion via big media channels. Quite the contrary, they believe these ways are the future of the industry and are taking them to their advantage.

Last but not least follows a suggestion, which could add another significant value and is just an example of how easily a label can make up a sound reason for its existence.

Many record labels in small countries such as Denmark focus mostly on releasing the native acts. It is much easier and practical, thus it makes sense, although, it could be argued that“...when it comes to music and the flourishing of online distribution of it, borders should no longer matter. The market is global.”

In case of Denmark in particular, some may argue that the global outlook the country projects is not reflected in the record labels' traditions, at all, and that there is very few (to give them the deserved credit, SOPA, Rump Recordings, Crunchy Frog, Play/Rec, Mastermind Records, Bad Afro Records) who do release foreign acts.
 

In times, when the issue of multiculturalism and integration clearly resonates in the Danish society in quite a negative manner, the concept of bringing diversity via Danish record labels, may seem like an appealing idea. The potential of it to work could lie in the more subtle way of bringing different cultures to Denmark, therefore a better chance people would not take it as an intrusion but rather enrichment, which could subconsciously change  some people's perception of other cultures living in Denmark, in a positive way.

6 CONCLUSION

In the search for the most viable way for a musician to become successful in the present day music industry, I have come to several interesting conclusions. 

First of all, there is more than one, two or even three viable ways for a musicians to succeed. It is due to the fact that the industry has changed so much and the digital age brought about many opportunities that are available to explore. The amplitude of options however, requires artists to deliberate on and understand which  one is the best for them to utilize. 

If the record labels are to be a viable way for musicians to become successful, and help them accomplish their goals, first they need to transform themselves into something attractive that musicians, but also consumers will consider valuable. They need to follow the principles of those ones who have already managed to make that happen, the ones who are taking their businesses to another levels, exploring new ways, which may include risks and many times even a loss of profit. That is, however, believed to be the key. Shifting the focus from making profit to making/releasing good music, which will eventually result in revenues. Adjustment to the present and future music ecosystem is necessary for record labels today, and provided they can master that, they have a great potential to become attractive enablers for artists and their career. They can then continue building new strategies focusing on developing a symbiotic relationship with all their artists, which would imply, they only sign the ones they are sure can enrich the music world and consumers, and who will get deserved attention from the label. That way, there is a bigger chance that most of the artists signed to labels will become successful and we will be hearing less and less stories about bands who got a record deal but that was pretty much the highest peak of their career. 

If we are to look at it purely from the results of my case studies we could assert that both, the DIY approach and getting signed with a label work very well. However, in the latter case, the chances that the artist will actually be able to make it work, are in this particular case of study 1: 200,000 (As mentioned, XL signs about one artist from the 200,000 unsolicited demos they get each year.), so, rather low. We have, however, discovered that the former approach, has a potential to bring an artist much closer to the latter one, given it is used appropriately and effectively.

Whatever the goals of a musicians are though, one thing is certain. DIY approach provides options. Artists are no longer dependent on the industry, and have bigger chance to become successful, if they manage to connect with fans, make them loyal to the artist, and give them a reason to buy their music. The more independent they stay (in the beginning of their career, anyway) the more money they will make, since sharing royalties is something artists have to worry about only when signing with a record label, in addition to another potential of the DIY approach which thrives in the fact that the niche markets, associated with independent musicians, are growing, thus making a fertile ground for these kinds of artists. Fans along with artist's creativity are therefore believed to be the crucial aspects of making money as a DIY musician and as two of our case studies revealed, an artist does not have to be Trent Reznor to make it work. An established artist certainly has a better chance to make more money in a shorter time, using new business models, though to understand the essence of their methods and take advantage of it, is not a rocket science.

Looking at the findings of our four case studies, we can finally conclude that there are at least four basic viable ways for musicians to function, in order to become successful in the present day music industry. First one is signing a record deal, provided the record label meets the above given conditions. Second is the genuine DIY approach, which has proved to be working for the formerly unknown musician utilizing the new ways of music monetization, thus applicable to all, or most of the musicians in general. Third is a DIY approach, where the successful results of the approach made it work as an enabler of higher goals, rather than the goal in itself (which in our case was getting sign with a record label, and thus turned it into a hybrid DIY). And the fourth way, a hybrid DIY approach, where after being signed with a label and having built up a value and skills on the level as high as a record label, artist does not need one anymore, thus the DIY approach is the most viable way for this kind of musician to keep developing his success and making profit.

The difference between the past and the present is that artists now have a choice. They need to make their own strategy taking the fact that the music ecosystem is in a chaotic phase, to their advantage, rather than letting it be a drawback to their career. Right now, when things are not settled yet and there are no established rules, it seems to be the best time for every creative mind, to come with ideas and solutions, and offer alternatives to the old ways that are collapsing and to accompany the new ones that are being tried out.

It might be a tough time for major labels who still cling on to the old ways of selling records and inserting too much control over artists and their music, but it is by no means over for indies and DIY artists who rely on direct-to-fan connections and alternative sources of promotion which are becoming more popular than ever. Most resonating phenomena is the democratization of the digital environment we all live in, which means a good thing for individuals, as opposed to industries. This suggests that musicians, as individuals, do have a potential more than ever, as opposed to major labels, presenting the industry, that need to reassess their organization. The good thing about the democratization of the market and large amount of information and helpful tools available is that artists do not need to be industry experts, professionals with many years of experience, to be able to understand how things work in the business today. The one thing they do need to figure out is the most suitable way to work for them. It requires talent, commitment, time and creativity, though once artists have mastered that, they can develop a sustainable career singlehandedly. The negative side of all the information at one's disposal, and the number of perspectives on the state of the music industry, is that it is at times difficult to stay focused, objective and not get biased by all the differing points of view. Since the current phase of the music business is very peculiar and a bit chaotic, it is necessary for every musician to build their own strategy in as creative way as possible, make it focused on their goals, but so, that it stands out in the saturated environment. 

We do not hear so much about artists like Adele, Tyler the Creator, Jonathan Coulton, or Trent Reznor because they are like any other artists out there, or because they are boring, neat and conventional. On the contrary, they are offensive, they do not conform to the traditional idea of a celebrity look, they do not try to please a regular audience and they do not try to make money selling records. They found their goals and follow them in ways that stand out from all the other ways out there. That makes for a big part of why they are successful, make a lot of money and please their audiences. Not only because they are signed with a good record label or follow the DIY approach.
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�It is not clear what this issue actually is from the follwoing


�Reply to Martin Bak Jørgensen (07/07/2011, 10:31): "..."


Ok, but that's what follows right after in the next paragraph, isn't that hmm.. it? (I just joined the two paragraphs together)


�By very explicit in outlining the two different ways, more than here.


�Reply to Martin Bak Jørgensen (07/07/2011, 10:32): "..."


Again, I'm quite explicit about this in the following paragraphs, not enough, still? I don't wanna repeat myself u kno


�Consistent terminology please – if you use the owrd case here do so in the above section as well to create consistency and help your reader 


�The RQ is good but you need to reflect a bit more on how you are going to do this analysis in the following section


�Reply to Martin Bak Jørgensen (07/07/2011, 10:33): "..."


Yes, in the methodology part, I'll do that.


�Good reflection 


�A comment both for this section and on a general level. I think that you at times are very descriptive – which can be necessary of course but it should then be proceeded by a more analytical reflection. 





What context did this infrastructure emerge in and why? 


Why has this model survived over time and is still being reproduced today 


How does it connect to society and issues of consumption etc. 


�Reply to Martin Bak Jørgensen (07/07/2011, 10:36): "..."


Right, thanks for pointing this out it makes more sense. The descriptive parts here and later on that do not analyze are really here just to describe stuff, so that the reader becomes familiar with the concept. (I made the whole theory more analytical, though, like you suggested, edited it and finished )


�Good section


�Trip down memorylane – I was helping setting up the first Epikurs Eufori concert at 1000fryd more than a decade ago, one of Smalltowns first releases and did an interview with Joachim also for a radio program the same time  


Where did all that time go….. ;-)


�Reply to Martin Bak Jørgensen (07/07/2011, 10:38): "..."


Haha, and you know what's funny, I met him at the SPOT festival this year, and had at that time no idea I'd be citing his words in my thesis. Small world


�This section again becomes too descriptive or at least could be supplemented by a bit more critical analytical discussion. Again these how, why, what, when etc. 


�Reply to Martin Bak Jørgensen (07/07/2011, 10:39): "..."


Yea, like I mentioned before, this part really is just to show what is available for a musician today, and is discussed more in the case studies analysis part. I did add some perspective on these at the end of this part, though.


�Now you have to finish the third part of course  but what is still lacking or what you could do in the final part of this chapter is to operatinolaise these different theories a bit more, i.e. HOW are you going to apply these tools and findings in your analysis?


Get my point here? 


�I'll write the criteria for the choice of case studies, either here of in the methodology.





Here's my first case study, which is pretty much done. The second one – British artists Adele – will be done in a similar way. (Apart from that, though, I want to mention Trent Reznor's way of using new business model, and also for the fact that he's a former “”record label”, but current DIY artist. And also Odd Future, since Tyler is sort of an opposite of Reznor, recently having signed with XL, but being DIY for a long time in the past)





 And after that will folow a part I'll call it “Analysis” where I'll compare and summarize all the findings, and draw a certain conclusions in the Conclusion.














