Introduction: ‘What’s Going On’

Studying popular music culture

Lu Juby 2006 Bob Geldol visited Mow Zealind, The Live Aid founder and ‘rock
star’, s the lead singer and main songwriter with leish post-punk group the
Bombevn Rats, then as aosobe act, was wibely coported when he descoribe] (he
country's fureign aid as ‘shamelul and pathetic’, Geldols eriticisms received pro-
il newspaper coverage, they were the subject of magazame cover stories and
he appeaced an leading wlevision and mdio current wllivirs shows, He used these
sppertunities o explain the goals and progress ol his Make Poverty History
cinmpatign, which is also supposted by Booo, The surrounding public debate saw
the Minister ol Foreign Atairs and the Prime Minister both anxions 1o defend
Mew Zealiand's aid record, while wellie groups and letter writers rallied to sup-
s Gieldoll To the public, Geldol is the rock star firever linked to Live Aid, who
wsedd hig musical i:l.!h:]'.lr:ir}" as a platbmo lor social artivism.

Tl vecent episode ndicates how popular musie &5 part of the wider culoure.
Crurrently, as 1 complete this book in March 2012, there were many Firther
divations of such boks;

o Comsiderable media R FT tallenwerd the sudden death of g sianil elinzi
t*llhi-““‘:!" ”1.'#“311.:]1, 5|JI.:'|:I|J.:|.|.III—.|E o1 ﬂjﬂ Cillas ﬂ.lld l:u"l.f.‘i'il'lg Lm hl:r I,I:ll"%: I'.Iil.”'lﬂ
whil diug addiction,

Pogelbest Humperdinck, now 75, s aooounced as the TTK eoey Toe the
Farrmasion Hrlllj_-.: Clontest, The Dwnmon P mu‘nhﬁr.‘iﬂy s Ui :-iingr.'l anl e
contest a8 adeally sumed: "The contest diws a 'TY audience of 100 million
preaple, ahlicugh so-one ever wdinits o watching i, while Englebert has wold
Lot snllion albuams [primarily in the 1960s], bot it s iniposable w find anyone
who ovwns oni,” (6 March 2013,

o Feoder Musical Instruments announced an inital public offering of US$200
inillion, e amove to pay down g heavy debit load aod crcae resh working
capital. e liem was strongly associaled  with the development of rock
wined vall, with thewr S’ rritar fiavenrite nr_]ilui Hindrix and seores of
odbier iy

o Pink Floyd's The Wall — Jamsersion Bedydon goes on sale (for $190 New Zealand,
I fewires the “classic” studio allwin, fiest released w0 1979, wow digitally
pevnstered wnd peeseited as o Tiodied editlon Wgh quality boxed set’, This
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iwlidles vare and unreleased video material, a 44-page booklat designed by
Stonn Thorgersan, who crented the oognal albom cover, aleng with an
exclusive photo book, exclusive merchiandise and facsimile collectables.

o Teen idol Reece Mastin, winner of the Australian welevision masic show X
Bactor, 15 mobled by moere than o thousand “over excited gl at an Auckland
midl appearance prior w his concert there,

s Choth Brooks g inducted inte the Coonory Musie Hall of Fame, Now semi-
vetired, bt talking abont g again, the smger was the op-selling aist
the Undted Stakes durving the 1990s, uking coumry sausic inte sladinug wod
oy mesopolitan narkets and leading the way in o wajor crosover ol
cowntry msic to the mainsteeam pop and rock ket

s Local music retail chain Marbecks announved thal i was closing s consaining
Wellington  [New Zealand) store, as the company scaled down s vetail
opergions w focos on digital and online sales,

o A pew chissic vock radio sadon — 97,9 FM Tl Scund of Wellington — is
bwnched in the local market, with press advertisements featoring L2,
Tom Petry, Freddy Mercury, the Police, Mick Jagger and Stevie Nicks,

o The semi-linals of the latest series of dmencan fdof conrinue w be feared in
prime tine mainstream television ooverige,

o It i snnounced that a ‘lavishly hustrsated” book, The Ballig Stmes: 50, will T
published on 12 July 2012, to wark the 30th anniversary of the vock wronp's
first i, ar London's Marguee Clob.

The daily press also inclueded advertising and reviews for a variety of concerts il
club gigs, newly released recondings and the usual prohifevaton of sdvertisements
(i music retall; mstnoments, sound systems, nchiding Wlods, ptesie DV Th il
recordings, along with a pieee [in the business section) on the contiued e ol
digrital debivery on the music induostry,

Thas v paot of the everyeay disconrse that sureounds popular music wnd which
provides a comeat and locus for this study. Evident within these stories; revicas
and advertising are notions of muscal creamvity and authorship, canonical sy,
musical history, sudiences and music as a blend of entertainment, an and cone
meree. Gollectively, and alougside other such stories, they indicate the o
vial and colmral significance of popular music, Iis abigmtous global prescice s
evident on a daily basis: through ‘muzak’ i shopping malls; on public wispoit
and on the streets and parks as lsteners create a personal privace space thangh

their use of iPods: on MTV and mainstream television musie shows; b Gl
¥

soundiracks and narcaives: on web and radio broadeasts; theough the ikl

prezs, and Tve’ inoa varcty of settings, from street buskers 1o clubisg bl
concerts and music festivals, In cultural terms, popular msle B0 ol enorms

importance i duily e and for some s central o theie social fdentiies T
nomte terms, the products of the mose industey ke it w leading ol
indlustry, with income including not just (he wales of econded muosle, bl !
copyright revenie, tour profisg, merchandiimg, sales of the msic pross, g
nstrurnenits, sovne systerms aned sheet isic. -
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F“rlllillill' musie enlture relers o the ways of making, disseminating and con-
stning anusics the economic and technological practees asociated with these
[oesses; andd the recordings, sounds, imapes wnd discourse (thinking; debating,
wiiting) ereated by these practices. My approwch o it is simated in the general
licld of cultural and media sdies, recognieng thor the anabvais of institugons,
lewts, discourses, readings and audiences arve best indersteod ntheir social, eoos
e and politicsd contexe. 1 use the werm *popular music coliore® to indicate this
el 1 signal my intention o integrate a range of pics int this introducion
survey, While Dreler w some basic aspects of musical analysis and have fnchuded
thie arianlysis of song yrics in considering recordings as wexs, this i noca musicological
sty 1 elo not analyee music scores.

Setting agendas

N Broee Hormer and Thomas Swiss (1999 7) observe, the dillerent meanings
e o dermee common 1o the vocabulary ol popobir music siudies, including the
very teras popuda” and ‘music’, help shape the wusic and our experience of i
Phee snciaming and adlity of eons such as “popula” and “nass’, especially in rela-
fon o vuliure’ and Cmedia’, are the subjeet of considerable discussion il
debinte Stnilarly, “popular musie’ and assocated oo such as ‘rock’, rock ‘o’
Pl i g’ e bsed by musicians, Gims s academde amalysis ina confiesing
Vilety o ways, Tt needs o be cemembered tha it s dillical wo deline phenomena
it e social practices as well as economic products ad which are ol static but
potatiatly evolving, Indeed, precise delinitions can be ronsiraining; (hey should
e repardhed vs aneworks tor esploration and elaboration, ather (han factial
Hedbarptions o ke defended, 'Uhat aside; ket me ey ter ol beast pine dowen the gen-
ol e ol sonwe of the concepts hat e cenml w the analysis ol popular
sk el

Pogrualar

Popilin® is w contested e For some it means sty sppealing to the people,
whevvan for uthers it means soiething mach more grounded in or ‘ol the people.
P Jonmer usage generally vefers o commercially produced Torms of popular
sl while the Luter a5 wenally reserved lor forms of “alk’ popular culre,
s e with docal commmnity-based production and individual craftspeople, 1o
pebatbon o propalar e, for exmmnple, this is the distinetion olicn mads between
ek s, esprecially when weonpstically based, and  clar-onented veoordings;
B s b pop. Sl i cdese-cat distinetion, lowever, buss bes e increasingly
Al -

B bl wsage, Spopulas’ ineicates that something — a peson, @ product, o
Wb o o bellel - Ja commonly lked o oy ullll} a Li:l"h"l' achoner or the
bk b, Apptied w0 e medin, s means that partcalar elevision pro-
e, oo, revordiogs, books ol agaties wie widily consgomied. Their
bbby ke Daieswiml iy vaniniges ssveys; b olliee voturng and sivles Dgures, “La



v Elderstomoling pogdar e cultue

i e, thin defintion of “popuilarity’ retbes popular coltural exis, eedocing
Wiy oo e s ol oborrs o be bought and sold in the marketplace and the
sl e ol ety ponsprion: must abwvays be kepr in mind.

Witk e an b, s sty eguaces the ‘popalar” with commercial, cultural
B of eoperiatmmwn god 1 regard markets as an incseapable teare of popular
oudire Fopuobaney woonoal io populur culwre, as 18 varons prodoces snd ereaors
(prtwnbly stars, autenrs) atlain geaeral social acceptance and  approval.
Ulomemperary. populur culture i the Unired. States and Canada, the United
Feimgelomm and Mew deadand — w0 mention only the national seiings 1 am pa-
ety concerned with in this stucly - fonns the majority of mass media content,
while the pagorny of pepular ouliure is transmitied throogh e mass media,

Cviously, my st of dee weme “colivee rejects the avgumen thae anyiling
popdar cannot, by delimition, be cultural, Although o bigh-lose coliore distine-
fon 5 still very strongly evident in general public percepuons of ‘colture’, the
anhibosally claiored  distinction between ‘high' and ow colbae’ las oo
Blurred, High art hag been increasingly commodified and commercialized, as with
vhassical music’s star svstem of conductors and soloists, while some forms ol pop-
uliir culture bave bevome more ‘respectable’, receiving state funding and broader
criticad acceptance, Yer clear distinctions and culural hicrarchics rensan widely
hieled, not least within purli.:‘.uhlr cultaral Forms, by those wvalved in their o
it sl Ii'HJ.J.‘«iLIHJpIiIJII.. hf}- peste ol welieat 35 e o e prost dallicull words i the
Fagelish Language is ina sociological vather than an aesthetic sense of culture, In
i'l[ll.“ﬁl]ll Ly all r:l.l].[..'lh.ilﬁli_‘l A |.IH'.' H.I.I'l.l;t‘llt't'S- .II:'ILI I:'I.HL‘iI.lI[I'l I'|.iL]I1 H.'IT.FJ-I'!E_'IS I"IlllI 'i'il'll'l'll'lllﬂi'
IZZI.IIIIIJII.'I.'L| J alm E'iJIiL‘l!L'I]L'd 'h-'illl 1.1'!!‘.' il'liiliii]'l.‘i]l'i.]] 1.}1‘.1"“".‘1".‘.'.]1 lhﬂ ll_l'ifil.tlli'ﬂ'l T'!‘i'l i"llltl_]l'.i“
i‘il'mhu'ls anel the economic context of el {:J'r}:.{iq_rlll W ROCEsS which nwolyes
('I'I‘i!lilli; i L I.I'_E':'l.il (' .H.I]{‘“I.“t'll.'t:?i i.lllli HINEHT | i.'lr't‘. ER renesnid I.'l|‘|Wi't‘.I'I FirXes and TI'II"iT‘
CLISUTIC ES, r]‘lljﬁ L0 (4] I.‘l'l.'i]‘_l'.‘,lﬁ.'lf.l.' lilkl.l IIL'leIL'r lxls nr t]li.'i]' COTISITIETS fh'i.!’i" IIT!
iscrlitio,

Lo an inHuenmal and sadely cited discussion, Raymond Willkuns arpues thiat

contemporary wsage of ‘culwee’ lalls e three possibibivies or some analgaum of

these; “a general process of intellectual, spiritual, and sestherie deselopment’;
S particular way ol life, whether of a people, period, o a group’; and ‘the works
Al practices of mtellectial and especially artistic acoving’ (Willkans, 1985 S0
Ihis can be seen as a vselul, 1 overly expansive, defiion. My interest here lies
["ri"-'i“'il',‘r' Fietweeetr the secomd and thivd ol chisse ||rh|11':inr|s; aned 10 the relsidon-
‘il]il.l !K‘."\-\'I‘:I‘?II ||H.‘['|l I.ht' "ﬂ'i!.}.' i!k 'h-'lllil.'ll i}.urti:'ul.ur ."IIH.'EHJ L_l"ﬂ_l'l.l.l_)’.\j hﬂ"ﬂ_‘ 1_I.'j|_"d t'jl!]']ll]i]l'
enusic within thelr lives, This i 1o shift the focus oo the presceupation, eviden
i mvch meediaSoulioeal .-;ludi.r.s,. with the text i and ui"il.uru', 1 e avdience, Toas
i].l.!llll Lu stress IiHJlJLJIi'Ir L:ll]llll'l:1| I'i.l':llt'f r.hilll ilL'L'l:i.l'. 1.1“:' ]'I.'!t'n"d.‘.]ﬂ" ﬂtl I:ht'! e
cultuve  for artiste pursuits assochued with pardeolar valoes aond stancdards,
sometimes relerred tooas elite or high calore — Wilbams' thied . defnition, To
short, the man coneem ol this stady 16 with the interrelionship of contest, weses
and consumption, as demonstrated by the manofcture, disioabaton and con-
sumnption. of populae mvsic cultare, primbrily in s vadoos secorded oons, Bud
whint, theny & "popolar musie'?
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Popalar music

Popular music debfies precise, statghtforward definiton. The woms Sreek” gl
pop’ are Frequently used o stud For - popular masic’, when they are I T E LTS
within a much wider body of musics (in Shuker, 2002, 1 identify and briefly
inreduce. 12 metagenres), While some writers on popular music slide over the
question ol definition wnd take o common senze’ nnderstanding of ae e o
gramed, various arrempes w provide @ detimdton can be identilied:

I. Definitions thar place an emplasis on ‘popular’, Thstovically, the term popular
was used in relation 1o the ordinary people’. 1t was fese linked i a pubilished e
Ioa certiin kind of mnste (hat conformed to that ceivecion ue William Cilapple's
Popiddar Meciie of the Oden Tiwtes, pubilished i instalments froom 1855 Nog undl (he
L5306 ared 1940% did the tevm stan o gain wider currency. Richard Middlewon
oleeres thne the ql.ll‘ﬁliun ol "what i pt.':rm]:.-i.r mnsk” 15 ‘5o piddled wich cum
plesities ., that vne is tenpted to ollow the exanple of the legendiry detinition
ol fulk song ol songs are folk songs, 1 never heard horses sing ‘em — and suggest
that all mugic i popukar musics popular with someone (L9903 However, il
criteria for what counts as popular, and their application (o specific musical styles
and genres, are open o considerable debate. Classical wusie dearly has sullicient
]iJ]Jt‘J\'.iJ.iH 1 e considered iml:-ul:sr, whiale some Lo ul‘;mludm' ST e quj[u:
exclusive (e, Norwegian black metal).

2 Dielmitions based on the commercial nature of popular music and embracing
penees perecived s cammercially odented, Many commentatons argoe that o
commercialization that & the key o soderstanding popular music; an approay
il s related W oan emphasts on the popoles, srgoing that soch appeal con be
epunntilied throvgh saliss) charts, radio adrploy wod so fethe Inosuch delmitions,
corbin genres ave identibied as ‘popula music?, while others are excluded, 1low-
ever, this approach can suller from the same problems as those stressing popu-
Ly, sinee ooy peores have ooly limited  appeal of Lave  had  linated
camnercial cxposare. Moreover, popularite viries Grom counbey o vouniry il
even fom region o region within nations) markets, 1t needs woalso be poted tha
s apprnach s kirgely concermed with resrded popular mosic, which is wsnally
bistened o ina faidy conseiows wod osed manner. Anahid Kussabian makes the
wsetul peant that swhirshe terms ubiguitows wosics™are freguently ef ou of such
hnssions: muasic m lilms, instores, on e plune, aothe office, on elevision and
sen o, “These wee the kinds of tsic that wo one chooses for herself ar Limsell but
thiat neverthelsss wash our evervday lives wilhi s’ (Raissabion, 1996 113,

o Wdentidieation by general musical und nor-mesical charactecisies. Philip "Tagg
i Dlidillevon, 2002, frst poblsbed F982)3 i s ol aed el cited dis
cussion, Chiaracterizes: populas mosie acoording to (i) the madure of s dustribution
Csnally moessdy (i) how i s stored and distributed, primarily as vecorded soomd
rther than oval waesmission o mosical sotationg (il the existence of its owrni
musical theory and aestherion and () e relative anoovinity of it AT HHETS.
Fhe Bt of these b debaable and Ewould want i extend the notion of composers
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andl g associated view of the natare of mugcal creativity. However, musicologists
bave uselully estended the third aspect of Tagg's defmition, while sociologisty
have concentrated on the frst two dimensions.

In sam, onlv the most general definidon con be offered under the general
umibella category of "popular music’. Essenially, it consists of a hybrid of musical
tradivions, styles and influences, with the only commen element being thar the
eongie ia chamcterzed by aswong chythmaeal component and generally, bur not
cxclusively, relies on elecoranic amplification. Indeed, a purely mosical definition
i imsullicient, sinee a cenrzl characrenste of popular music 1= & snolocconomic
e it4 nises production for o mass, still predominandy youth-oriented market. At
e sarne time, of course, it is an economic product that is invesied with ideolo-
wival signilicance by many of its conswmers. At the heart of the majority of the
virious lorms ol popular moosic is o fundameatal wension beoween the esential
ereativity of the process of muking music and the connmercial natuee of the bulk
ol its production and dissemination,

Asothis discussion sugpests; as with a term like ‘popular coliare’, 1t is misguided
to attempt o attach too precise @ meaning o what is a shifting cultaral phe-
nomenon. For convendence, and despive it own associted difficaldes, T oose the

cermn ‘popubar mingic” throughour this smdy as shorthand for te diverse range of

popular music genves produced  in commading form, largely, bor oo longer
exclusively for a youth marker, pramarily Anglo-American in origin (or imitative
of its forms), since the early 19505 und snow global by scope;

Histaries

Smdving the development of popular music culure: requires an engagement with
its hiseory, to beter simwate and anderstand #s contemporary stams How do we
‘remember’ the past, and what infloenees and informs our memories of “what
happened’, and the relutive simiicanee of mdividoal events, participane, and
musical texts! This musteal “popular memony” 15 constructed throogh the ner-
action of @ number of Sates”, which mediaee and re-present popuolar mosie bistory,
The main one b5 written accounts, books and journal grticles, which have been
drawn on throughout this book. T have also wtiliced Ol and welevision doc-
wmentries wl biopacs; the wider music press, egpecially music mapagines and
pensiec buegeragabey; e recordinge. iadustey’s sepackaging ol i past, dooagh ressoes
angl Pwwed sets representative of particular styles and periods of music; and heri-
tagre sites, nolably musewns devoted to popular/rock music, which have become
j.lll:lL'i.‘L"lIHI.H:}' ]I.I.J.ll.'"." tatnal, UUII.].LFIH'ICKJ., lll':.!f il :ULIb !L‘Illlh Ul. lﬁlut}- Lrcale I.'EIIP“"
and individual popalar memories about the masical past, establishing particular
dominant nareatives,

T is worth remembering that the history of popular music has been subject 1o
intermal eritique and debate inoa similar manner to other lorms of hstorical
writing, At issue are the houndaries of the field, including s endency o privilege

its Anglo=Amenican developments; the treatment of vacdous genres within it and
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the emphases that should be accorded o the context witlin which popula musie
oprodueed, Indeed, it s more corect to ik of Abdomes, vather than bistary, in
orcler o stress the contested and contingent noniuee aof historical explagation. As
an aspect of popelar muste stdies, these Bsues bave recenily enjoved greater
attentiony, with w dedheared  jowrnal (Momeder AMusie Hisonyy, o connprehie e
reader (Hrackew, 20090 new editons of various standard textbooks (e example
Friedlander, 2006; Guorobdo, 20010 and Crevisionis” sdies of  previously
dlomupant marralives,

In a sense, all hisworical writing & revisionist’,; as each geocraton of historians
take difterent perspectives on the past, inlormed by thewr conemporary locanon
mee Macklillan, 2004, More speabically, however, revisionist history s clu
acterized by asking dilferen, sometines awkward questions of orthodesx “standard”
seconntsy and the vse of a wider range ol primary soarces, especially popular
materil, mchudimg oral hisory: I celion o popolar muse, moaddioen o ghese
clharciensies, revisionist gocounts end o tocus on previonsly neglected periocs,
styles and performers, often drawing new connections between these. A recent
vxnmple of such wneapproach, with a de dicating the revisionise inentions of
s aihor, is Elijab Walit's Hwe The Beatles Destroyed Rock W' Reli An Alternative
History of Amertcan Poprder Musie (Wald, 20080 For Wald, rock 0’ vall s e so
mwch a historical geonre bue rather o process, wherely black dance sivles vepreat-
cily ranstormed pop music and were rerpacle by it in oo, (Shuoker, 2000, considers
s and similar aceounts)

Analysing popular music culture

The stady of popular music cultaie s situated o the geoeral feld of eoltural
siuclies, which addresses the interaction between oee dimenstons of poprudar
cultares Tived cultures, the social being of those who consume popular callures;
e symblic e, or texts, that e consumed within the lved colwes; and e
ceanomic nstititons and technological procosses hal croate e s, My is-
cission of the merrelationship of these dhimensions in relation o popular music
e peiioaaily froin eritical miedia theory, confemporary political economy and
eutbiral stodies, T regard popadar colineal texts as dynamic not state, mediated by
peatterng of economic and social organisation and the relationstop of ndividuals
i|||"l ."p-'.H'th _LIII.“LIJB Lax lil.h'iﬂ Ili.il.‘l'.'i'll:'. I-l."”.IIE [.H.JL‘i rH:I“.!IiI.".‘i 'tr'| HY 'I'](}S'i['in“ Iﬂi I'\"“I_I"'.LI
inprtanee, as culture s viewed as oosie of conflice and stroggle, of negotiations
it constantly confirm and redeline the existing condivons ol demmation and
subordination in society. The construction ol meaning in popular music can be
MICTE 4 ""I-]"'ﬂ‘.'i”!.‘h o ||-'||“1Li'.l' '”‘r |'u1_'l.r.rrx: Lhi' IIIlh‘iii: 'i.l'h:h].“'i'}" I..T.l'! 'i.lﬁ q].‘u‘;l.'ﬂ:.iqﬂljl:i
techneloges, those who eveate the music, the naree of mosical ests, the con-
stintion ol sudiences and their modes of covsumption and attempts to inHienee
anil Pl all ool these, Db, ol course, ol |ms&lh|t: tor eleal vath EVETY aspect of
populine music, Phemes, wopics and examples have been selected pactly lor their
nportanee i exemplilving the diverse activities of the held of populiar music, bot
iy for their eelevanees o te goneral argurnient




B dersianamg popular meene: cefher

The wrgainiational logic of the text s o DBegin with issues of the economic
il dechnologionl conext: the muosice ndosery, mesic and echoaloge. T go from
these o the process of medking music and issues ol authership, the nature ol
el resets dcleawing oo popubn musicoloey) and the cehural pracaces of their
posclveion, Thie feads on 1o o consideration of consumpion and identive parti-
culanly the siles {(scenes, social network siies), social  groaps (fans, eollectars,
swbiculres) and  pracnces . mvolved, 1 dwen wme o the manner 0 which
popular mue oo form of cubaral polmies, involving the conswucton of social
idenrities, and proceses of reguladon, resiviction and cmpowerment, This s w
e meaning i popular mosic as the product of & somewhat ciecular process,
aperating a @ nomber of colwral levels o the personal and social wnd
st il dormains,

The discnsston here draws together material from several natonal coneexis and
places this witlhin a historical dimension, botly aspects are dmes. absene [Tom
conremporary=oriented and nation-bowmd smidies of popolar msice culiure, A miore
Distorieal and iwernational perspective esables Homer conclusions o be nuade
abonn the mature and impact of popular mosic, pactieukarly grven the continoed
growih of global multmedia conglomerates and the increasing evidence ol the
globalization of culture, Thar said, the geographival Anglo-American and English
language-rentric nate of the siudy must be conceded. ‘There: ae numerous
exprnples of popular s cultore incother waional aond regional conexts, along
with @ considerable body of scholarship n languapes such as Spansh, French,
Swvedish wnd Germang tha 1 lave not been able o cover here, (Beterences to

sornne ol this o be foood theooph the welasite e TASPM: (he Iniemational
Associalion for the Stody of Popalar Muosic; see Further reading )

More Tully, the scope of the book s as bllows: Chapler | considers the role of
e soosic ndustey, it dove o conmodily perfoomers and lexds amd vy -
tmize probits, as contral o the stady of popular muosic culture, 1 look ai the s
wndustry as an example of the cultural indostries, the operation of the recond
companics as it ol these and the sevolutionary opact of digial oass: on
myusical producton and distributon, The waditional model of the music industey,
and the dominance of the major record companies, has been undermined, b
nol replaced, ina new digital environment.

Chapter 2 examines the inpact of technology on papular music and the closely
relared issue of copyright. T'echnological changes in recording pose bath von-
straints and opportunities o teoms of the organization of production, and oo
vation i musical instrumentation bas fcilitated the emergence of “new” sounds.
New reeording formats and modes of transmilsson and  dissemination, nost
recenthy digital, alier the pature of nwsical production and consumnption, aml
radse questions about anthorship, the legal stalus ol music as property and the
aperition ol copyright.

Clhapters 5 through 6 sxmine musical authorship and the ‘soocess contimnm’,
lexts and genress Chapter 3 deals with the process of music making and sites of
production; conceptions of the term Smmsician’ and o "saceos conthimmm'; and
thie statis seenrded variouws categories of perlome

Studytng pogidar msnde qiltire

Clugter 4 provides o range ol indivildual coreer profiles, both staee g
auteurs, with briel examples of their work: These poofiles lustvwe the o,
al mgsiecal authoeship with peiwes: andicnees awd history,

Cliapeer 3 considers the exta! forms popolar mosic takes, te applicaion of
tesicolugy o poepular song and s ol lyrie analysis, and the nuore of souy
COVCTS,

Cllhapter B losks ar the patuee and stmibicance: of geores, and the role o
authenticity i their constrwetion, und the concepr of popalar muwsic e lEE ey,
using rock and pop, beavy meerad and world msic as case sadics of these, The

ientificanion of a vock album capon ilestraes e debsawes aroand misic gl
authenneiry and the coltural and mwwsical valoe ol sueh Torms and consoers,

Cilipters 7 o Sexamine fuvdher instinational wediators ol mosie, primaiby e
et meeliag alopg with the sound recording companics, considered caricr, iese
wet s gaiekecpers sl dissemimators, Linking then s mwarketing, he ey ol
Clhagauer 7wl witle music el and vadio, with the chares providing s centeal
ik bBetween these,

Claprer B considers the relutionship between sound aod pretuses; popluy
musie andd flm, welevision, music video and STV and You Tube.

Cliapter % is an the role of the music press, o wrm used here for the whaole
corpuis of winting on popular musie, anging from the popular press woealiral
povmiiisig, in both physical pablicazions and oo the dmeroel, AWitkio this discigg-
siom, the focus 15 on music magazines and wwsic evitivs as cultucal garcheepers,
pramotional adjpmets o the music industry ol geaeral prrveyos of lifesydes,

Cilwiiprers 10 and 1] exaondne the comswogtion el nasic, o rebuion wothe fogs
e ol stcial identities, at the level of the sell amd the group, Two Gwiors ape
e to nnddepan thiss musie as o foem ol calis] il and mosic as a souree of
pheasire sl empowerment, Glapter T shows tue place of noese o e Bves o
ol as i general socrl category and as itegral w B colivre, Bance
pecarl colleeting proside ssamples of mesic consumption as a social pracice,

Cligner 1L vonsiders mnsic as a central componen of dee Sstvle” of youth
sttlwenltures wned nskeal seenes and sounds, the musical geography of place,

“ih‘.ll:-u'i'.-i 12 |14 FHETUI s dspert s ool vrnsne s culiarad politics: Cluper 12
ivestigates popelar s as o vebicle lor political activisme and social change,
agaan b relaion o ahe construcien of social identies. Music as culmrl polites
retrns s Ao the sigoilicance of the socioceonomie. context in shaping eulul

||H'|IFLi.!I'r;. ] lJIl.' llilljj1'.

i :1m|.-l|.'i' 13 wses histonieal onse stodies 1eshiow how allemps to regulale Pk
powisie, 3t B s pericmers bave constitaged o forme ol “moeal i’

Clhapeer 14 i o state musie policy, Tl 11|'::|1'|} aof e vuliural wuprernlismg
Hiesis angd the concept of globalizanon are discossed morelibion o propralar e
i Clanacky anel New Zeabaod, 'Uhe (SR NRTT RS o each o the domnanee ol Al
Arneican msic provides possible models Toe wieler enmlation and insighis o
e pestion of whiat magla constitadie e “apianal” o enlivral Torms,

A dhibieuley |:-JI'!i|I”_ iy itres L fiiny pemthnsak ds the beslanee letween genornl

illseusnbon ol relesant Iulrii'ul T TR wnel  deliates  withiin thiene,  and
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Whistrneive exmmples of wach, Given the constraings of kmgth, T have chossn
Bopdthe ol wowevnge over depil,. Each ol the wopics: covered s substantial and
eyt oot wope 1o explove each one in detail; at tnes particalar aspecs
v ey b inteacduced and fether lines of enguivy suggeseed. A the end of
el clvgeer, wned ol ds mroduotion, we peovide o selecied range ol key sources
it hier arcdy, while there s further guidaooee and links to internel sesources on
the comnpanion welsite lor Understonging Popodar Muae Culiwres wowrwroutledae.
conndalker,

Further reading

The tollowing is a sclection of general overviews of the fiehd, edited collections,
anil discussions of key terms and concepts;

Bennett, Ao, Shank, B and Towvnbee, | (eds) (2006) The Pobedar Music Studies
Reader, London, New York: Rowtledge.

Cintetioris, 1 fed) (2007) The Rk History Keaider, New York, London: Routledge,
ee alao bis insighilul dscossion of the process of producing the veader;
Caelinz, T [20007 “Sovrces and Storytelling: Teaching the History of Raock
through s Primary Docomenis', Foemal of Papacdor Musie Swedies, 21, 1 2058,

Clayton, M., Herbert, T. and Midddewmn, W, feds) (2012 The Cultral sty of

Musie. A Crotivad Sivedvetion, 20d edn, Mew York, London; Rowledgs,

Frith, 5. (20007 Takig Papaclar Music Serdosdy. Sefected Exows, Aldershot Ashgare,

Frith, 5 and Geoodwing A, (eds) (1990) On Record: Rock, Pop, and the |Vritten Ward,
New York: Pantheon Books. (The scope of this infuential early sidy can be
warlully sot alonpside: wd compared o loer Sreaders”, o show the changing
cmphases in the held of sudy.)

Heanondhalgh, 1 and Negus, K. (eds) (2004 Poador Music Sidies, London;
Arnold,

Dregris, b (L0096 Magelar Masee dn Theory, Cambinidge: Polity Press.

Shuker, B (2002 Papuiar Musae: "The hey Coneepts, Snd edn, London: Routledge,

Leanding jonrnals oelade Pulfm.l:r:r A ﬁ;‘m."ﬁr Muysic and .'j'um'e,!‘v; Fqﬁ--_‘.l Beat;, Populir
Mipie Suedies (loks o0 these, saod Taether inlormmdion on them, can be found on
this hook's welisige),

A still usetul bibliograply s

Shepherd, )., Horn, 1, Laing, 1., Chiver, P, Wicke, P e, Poand Wilson, ]
peelsp (VOUT) Popader Music Stedtes: 1 Seect Fuernationad Biblogmphy, London
M lansell

Ivan be updated by veferring o the International Association for the Siudy ot
Fopular Mueie (IASPM) hilliography, on the Association's website. TASPM hus
itenational and regional conferences snd also publishes o newsleter; see the
websile: www laspe.eom

1 ‘Every I’s a Winner”’

The music industry and the record
companies

I'he music industry can best be dehned as encompassing o range ol econsmice
activitics or revenue sweams, These are enpaged in by various economie ealites,
primariky, ot not exclusively, the sound recording companies, commonly refer-
red to as the ‘record labels'. These business institutions are chareierezed by
accompanying social practces: the maomer 1o which people operate within aned in
refanion 1o themn,

I regard an understanding of political econouy and te associated nation of

the culrural industries as contal w the stady of the muse industry, Following an
increduction we these related conceptz, T focus on the heprr ol the industry, thie
vecond companies themselves. Hisorically, these have been enrased inoa constant
stiuggle W conteol wn uneertain marketpluee, pimarily dwougl concenteation
el conoliclation {(vertival inlegragon), their operatdon. as par of media eon-
plomerates (enabling horzontal odegration and faclivaing warketng) and e
regilation ol copyrght. The general view of the binary saure of the pecord
voimpranies, bt ‘wajors’ wd Ciodepeadents”, is probiematic, bur it dees provide
insighty into their ddeological underpinmngs, their organization and opersting
prasctices, Vhe music ndustry has used the extension and consalication ol copy-
Aght legislinion, both domestically wod asesomsatiooally, inoan AEPE te maintin
tirker control,
The Lue 1990 saw the beginming of a long declioe of the sound recording
cotbpiiaes aned e arker dominanee, @5 the intemet vadically altered  the
prewluction s marketing of music, with music increasingly gotng online and the
digital envirenment posing a major challenge to the traditioual  operation of
voqryright, This shilk s considersd 0 the second ball of tie lespler, which Jooks a
the argumenis around this dechine, the vecond Labels™ response o it al the
prresent conhguraton of the idustey.

The music industry

There is vl ¥y t“illl'l'il.il-l_‘_q«' i general discourse, o« ruite the *mwsic tnclust y!
weith e soumcd vevordiog companies, which develop and ket aedsts and their
reconds” i varions Tormats, ncluding digital, This secter bias historieally boen
g bt o the masde ddistey waed e certiialy cemabios iovery sgniheani st
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of it Inoa browder sense, however, the musie indusiry embrices @ range of
othir dotitotons and associated  mackets, which can be considered  “Sncome
wirewm’ (Eall o al, 2011, |||'|witlr' an extensive overview). The most important of
these ave mnsic publishing music vetml; the mosic press; mnsie hardware,
icluding wsicnl instrumients, sound recording and reproduction technology;
ot el comoerts,  sond  associated  merchandizging  (posters,  tshirs, et
Bl televigion and NIV, nd rovalties and vights and tieir collecton/licensing
ngencin,

he folloswug are o lew indications of the naturve and valie of these activities:

o Dhorng 2001 Adele’s album 24 sold 145 million copies globally, contributng
Lo a4 per cent inerease in album gales in the US macket alone.

# The concert business saw overall ticket sales in the US oup by 5.3 per cent
(159 w0 16.7 million), boosted by U2s *360°" wour,

o Muosic has been the wp entertainment product driving the eomtineed growth
of mobile phone services, especially among the 1835 age proup.

» Primne TV music shows, notably fdol, The Vodee and Glee, continued vy play n
significant promational role, boosting record sales and panel participants’
CATEETS,

o With 111 rmthon registered users, ebay has become a prmary sowrce Tor
mugsic buyers generally and record collectors in particutar: in December 201 |
a copy of the Beatles early 77 single, ‘Please Please Me®, sipued by all four
members of the group, sold for CHOOO.

»  foliny MNene magazine has parmered with online subscription service Spotify 1o
otter playlists and reviews, along with free streaiming music,

As the Dueermstional Federation ol the Phonographic Indusories (IFP) observed
back m Z006;

Tl vecorded yousic industry is the engine helping w drive 2 much broader
mugic sector, which B worth more than USS100 billion globally, Ths s
over three times the value of the recorled music market, and shows muasic
o havee an ceonomic impotance that extends Gar beyond the scope of
vecord sales.

(FPL, 2005)

I shall return to other aspects of “the music industey” throaghout this stady, buot
concentrate here on the sound recording companies and their acnviges, The cri-
Lival soniadysis ol these Dias diawa lucavily oo pulitical scononry and 3 view ol mosic
as constituting a cultural induostry,

Political economy

A political econamy approach o the popolar mass media bas as s starting
point the fact that the producers of mass medin  are industrial in

The musie indistey mnd Phe vecord comparies 13

cssentially driven by the logic of eapitalisn: he pursuit of masimum [,
The fact thw these nsdwions are owned aod  conorolled lay w relatively
sall number ol people, and thar many of the Lirgest scale firms are based in
the U8, B a stuation invelving considersble ecbuomie md wealogical power.
A vmmber of accounts bave traced the pervasive and mereasing inequality in
access o information and enltural prodocts due w0 the commercialization and
privatzation of broadvasting, librades, higher education and other areas of
public discourse. A small group of large industiial corporatons have gyl
atically acquived more public communications power than any private business
bhis ever before possessed i world higtory, ereating 0 new  cotmmunications
cartel, The nusie industry bas. been part of (his provess ol consolichiiomn At
e s the consequent question of control of the media and i wlhese
inerests they operate and the relationship between diversity and imovation in the
ivkrken.

The influence of polideal economy is evident i the argament of studies that
conphasize the power of corporate capitatiam 1o manipuliate and even construet
markews amd sudiences. The picture of & powerful corporie capitalist snnsic
udustry, able to manipulate and even construct imarkets anil dudiences, 8reses
how the music business is now an integral part of a gobal getwork of leisure and
entertainment corporations, typificd by a quest for media synergy aned probi
wasimization [Chapple and Garofalo, 1977, Goodman, 1997, Hesmondahlgh,
2007) An extension of (s is the dassie form of e cnltual boperinlism
thess, popularized in the 1976s, which lmplied that s manulicnired poplay
culture, primarily from the US, is swamping the integrity and vitality of local
cultwral forms (see Chaprer |4,

Clussical  political economy tended o devahie the significance of culiure,
wering it prinsanily as the refieetion of the economic buse of society, all too esily
shppiog o a form of cconomic determinism, A group of German intellectuils,
aciive Joom the 1930s, the Frankluee School theoriss, eriteized mass coltie o
weneral, anguing (b under che capialist systiem of production. culture hid
hevome simply another object, the “culiure indusiey’, devoid of eritieal thaught
and any nppesitional political possibilities: Adorno applied this general view more
sgpevilically to popular music, especially in his attacks on lin Pan Allev and
jase, Lomtemporary political coonomy theorsts: have hroome mors 5£5|1I1i5i1‘.if._"‘lll;'|j
i their appreciation of the reciproeal relationships between buse il super-
wrietnre, ecomomics ad social awtivity, As Divid Hesmondbalgh (2007) convir-
vingly demonstrates, it s necessary to emphasize a view of the cultural indnstries
an comniplex, ambivalent and contested, Medls mstitutons lave been examined
by asking of media teats: Who produces the ext? For what aodience?
I whost interests’ What & excluded? Such an IMLCTTOETON Derewitites sxam-
g particalar media in tenns of their production proctices, ool
e, techmology, legislative frameworks and their construeton of audiences, This
new wirk B teasserted the importance of political coonomy, which has been
proandnent 0 the st decade in conaidering the nouwre ol mesic os a coltural
by,
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The eultural industiies

A deseriptive term Tiest enined and developed by Adorno, who referred 10 them
as e foulture inchistries', the cultural indusieies are those cconomic institudons
which employ the characteristie modes of production and arganization of indus-
teial corporations 1o produce and disseminate symbols in the form of cultural
guods and services, generally, though not exclusively, as commuodities’ (Gurnbam,
157 2a) In anadvses situated e business coonomics, they ave referred 1o as the
ertertmiment indusiries, Such industries ave characterized by oo constant drive 1o
expand their nwarket share and o ereate new produces, so tue the calturl com-
wicthty vesists homogenization, Tn the case of the record indostry, while creating
andd promoting new product s aswally expensive, actually reproducing it s wor
Ouee the mnster copy of 8 recording is aveilable, further coples are relatively
cheap as ecomoniies of scale come into operation: similarly, @ music video can be
enormously expensive 1o make, but its capacity o be reproduced and plaved s
then vty Tinoitless,

The increased concentration of the cubure indusries Js afeance of lae capi-
alism and the music industry was part of this process of consolidation, The move
i Holbywood by Japanese corporue capital in the ke 1980: was & clear ndi-
cation of the emerging batle for global dominance of media markees. This baude
reflected companies’ attempts o conteol both hardware and software markers and
distribure their effons acrcss a0 range of media products, a synergy thar cnables
mximization of product fde-ing and macketing campaigns and, consequently,
prodits (see (e exarmples of this in Chaprer 71

Such mergers rellecied the economies of scale and global integration requived
oy compeie on the world media marker. A small group of imernationally based
L corporations spread their interests across o variely of media, including
semnd recording, resulting in multimedia conglomeraies such as Time-Warner,
I'wo of the main corporaie siraregies used here ave: horiontal and verial inie-
i horizontal muegration describes the wetions ol firm o boy oot (or con-
trol, wsually through markenng and distnbuotion deals) competing companies atl

the same level, s owih one owsic retadl chain wscguiring another ooeic celail
chain; vertical integration relers o market in which a fiom owns more than one
aspect of the producton chin fom manulactuce throagh disiribation and mar-
keting, as with a music disnibutor thar owns & music retall chain, These linked
coonoiie concepts have heen neatly explaimed i terms of & community fish tank;

consumning, ur contvolling, other similar sized fish in the tank 15 an example of

horranbal milegragion, vertical itceration occurs when a large fish owns the gank,
the water, the planz, the rocks and the lood supply, which 1t distributes o the
other hsh (Bishop, 2005 $47)

German media giant Berielsmrum illusicies Qeess prisesses wl wick, In 2008
Bertelsmann owned book publishing (Random Howsels magasings and news-
papers (Grune+Jahr);, printing and media servaces (Arvato Printing); divect mar-
keting growps ook and 1) clubs); onbine imerests (G Dnow); and, the heant of
the company, Bertelsmann Music Group (BMG) In 2006 Bertelanann hid sold

The amnstc inclustry and the vecord camuntes 15

BMG pubdishing, the worlils third largest muasic pubilishing cormpany, with 2005
revenue ol €571 anllion, o Usiversal Muosies Yer, indicaing e buoge scope ol
Berwelsmann’s invevests, thay figaee ten only aceounted for about two per cent ol
thie company’s wotal reveine,

The eoltural industries are engaged i competion for linied pools of dis-
prsabile mcome, which will flucwate according 1w de economic dmes, With s
hstorical assocition with youthiul purchasers, the music industry 18 pardealady
villnerable 1o shifis in the relaive size ol the younger aze cohort, their los of
speniling . power in g period of high vowh  anemplovisent workdwide and
thew shifiig modes of consmopton in the era ol the dovwnload. The culral

mgustries are abso engaged inocompertition o oadvertising revene, CoisarHion
e aned skilled Ribour, Radio, wlevision and muosic magazines are adl hesdly
dependent on wdvertsing revenue, Not only are consoimers allocating e
vapenditore, they wre alig dividing ther e gmong e varying colinedl con
susnpiion opporionities avadlabile wo e Witk the expanded range of tetsure
npportaties inocecent vears, at least to aose able to aftord them, e COMHeL=
o annong e cultoral, recreationad and entertainment nduswies ln consuner
anternion las increased,

The vecord companies

Phie vecord companies are an important part of the culture mdusiries. Sinee us

il dlevelopenent i the early Bis, the sound reconding todvsery bas demousteae:
bonr viun chavicteristies (see ey, TG Glebestnain, 2009%

al Ili!.r:'ll I.'IJ|.'|F'I."I'I|.'|_1I|'ilIII il III:II]{!’!'.‘;
1]": \'I.'llil.'ii! 'illi'-'gl'i.tilliilll HEI El'l['l.ﬁ
thewr wansational and global operation
i dependence o copyright regulatinns,

Plese remained evident inthe subsequent. evolution of the record comnpranies,
which o the T4 continued 1o demonamrate the featores ddentibied as olioe-
acteristic of the culoral dwstiies  (Vogel, 1994 he prelers the wer
‘entertatinment mdustrnes’):

= [volits rom a very few highly populac products are generally rr*quir[::] 1 el l5en
lossees Broan inany medivoritices, overproduction is o leature ol recorded music,
with anly a small proporton of veleases achieving el ligivgs and commes-
chl sicees and o few mega-acllers propping up the mosie indvssiy ol
wine ean periods e Michael Jackson®s, Thelle, 1962, with sales of some
A e laen e il e Illrnug]ml.n the THHEE

s Dlirkering r-x.wuu“mr:*a [l Hil e propertionally Lrge; this applics o

i inclustry 1o releases oo artists with o proven tiack recond,

o A i|1.||!r' oy il'l'llllii.lll'} it rhers 114'11-."|:|r= l!lx“rnFu-Hinlmlr'l'g.' |.'|l'gl:* FELEIRTORG 1T

||n|~u| ¥ i|||-H.|H|| |i1'|'||='||ug anel vevene lyesiih |'np\|'|'iH|“ L with hilim



Mo Elelerstznding fopular seuste enliiore

soundiracks), Capital costs ave relatively high and oligopehstic tendencies are
prevalent; in the music indnstry this 35 eviident o the domarance of the o,
in part due e tie grester development and promotional capital they have
svnihilile

s Ongoing technological development makes it ever easicr and less expensive 1o
pdacture, distribute and receive entertainment products ad services.

o  Foeevtainment products and services bave universal appeal, as evidenced by
thie inrernational appeal of wany popular mwsie genres and performers; this s
enbuneed by the general accessibiliy of muosic as a medivm, oo matter wlog
language o song may be sang in.

A significant, albeit frequently debated, aspect of the vecord companies is thebr
broad division inte major and ndependent Tabels,

Calling the tune? The majors

The vecord mddnstry bas bistorically been dominaied by a group ol large inter
patiomal companies comanonly referred woas the majors. The major labcls are
nsinally invebved noall aspects of the management. prodoction, diswibuion aod
sale of recorded music, aucropdng ss far as possible o control these differen
asperts. They have similar organizational structures, with typical mamageiment
hierarchies wnd vanons divisions: A&R; promouon; sales and marketing (lora
detailed discussion, see Holl ef el 200 for an anstghuful aoalyss of the provess i
the Li0s, which vemains relevam 2od peovides an historical “henchmark” for
subsequent developments e the digital age, see Negus, 19592,

iztorieally, ‘middle range” compuoaes, such as Virgin, Mowwno aond shod,
hawe: been absorbed by the majors, while the smaller independenty are often clo-
seby linked o the majors throngh distribution deals. Tach major commmnly has
branches thronglout the Americas and Burope and, in most cases, wn pars of
Asta, Alvica amd Avsivalasia and each includes a namber of record Iabels.

By the lae 19490 there were six magors, all part of large imernational media
vonglomerates: Thorn/EMI (UK based); Berelsmann (Germanyy, Sony { Japang;
ThmeWarner (US; MOA (with o controlling interest purchased o 1995 by
Clanadinn-owned  company Seagramsy;, and Philips (Holland). By 2006 further
censalidation and mergers had left four Warner Musie Group, part of ALL-
Time-Warner;, Universal Music Group, owned by Vivendi Eloiversal 84 of
Prance: Sony-B5G, jomntly owned by the Japanese Sony Comporaton and
Berwelsmany, which had mevged m 20045 and EMI Lid, 0 LK firm, In 2001
industry consalidation contuedy as EML e snalles ol de foure remaining
mtjor labels, peoding vegulatory approval, was sold in U7
Lawvodts and roster entbacks of performens likely w ollow, This el Universal wich

a moarker share of aroumd 0 per cont, oversshadowing Sy amld Wiarner, the
other remalning majors,

The market share exercised by the majors vares from country to countey, bl
s vases s oower 80 per cent, Theee i considerable delsate over the eommmnn

ersinl Musie, witlystall
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and cultoral mmphicarions of sueh warket dominance, especially the strength of
Il mssic industries in relation 1o marked wends waaed the gobalizaion ol the
culture bddustries and governmiental policy responses (o us situation (see the
exwnples ol Canada and New Fealand, discossed in Clugaer 14 Same com-
mentators regard tie natral corolliry of such cancentrations of Gwnership as an
ability 1o essentially detevmine, or al the very least srengly imfuence, the watue
ol the demand for parieokr forns of populsr culture. By the same 1oken,
more apimistic media analysts, with o preference for homan ageney, einplsian
the individual consumer’s freedom o choose, the ability w decide Tiow and whene
voltural exts are o be wsed and the meanings and messges 1o be associated with
thene, The debate in thiscaren i one of emploss, sinee elearly both: sets ol
iithences or determinations ane in operation,

A issne s the consequent guestion of contol of the medin ol i whose
tterests they operate aned the relationship between diversity and fnnovation o the
marker. Free marker economisis argue tat innovation will ocenr more Gecuently
nider condivons of oligopoly (noressed . concentration, fewer producers), sinee
Lawger fiems ave bewer able 1o hwce innovaton and pass the costs and lesele
along o consmers. Conversely, other analysts argue it eondilions of oligopoly
mican & lack ol incentive for lims o depart moch from the med and esied,
roanliing in a high level of product hoomsogeneiry,

loitial amahyzses. of the relatdonship between concentravion,  innovation s
diversiy in popular musio sugeested 2 negaive reluionslip between concentra-
v wned dliversity in the recording indusiry, vt this vooa cyelieal patrern of
nwcketr eveles i syimbolic production, This suggesss thay original musical ideass
aned stvles, weneraed orgaocally, are iken up by the record indusiey, which tien
peopubirnees them and adheres to them as the stndard B, Meanswhile, new
vivative. emds cmerge i bave o beeak dooogh dwe new orthodoxy, Thus
develops a0 evebe of inposation and  consolidation, whoeh has been retlected in
historical shifts in economic comcenratm amd  marker control in the music

i lustry,

I he erueial question in this debate s how does such concentration aftect the
vange al opportunines avatlable womosicians asd athers involved in the production
ol popular tomsic and the pature and range of prodocs available o the con-
wiers of popular music? In other words, what & the coloral signibicanee of s
tution and what robs docs it play in the creation ol meaniug W popular mosic?

The independents

While the 'nujors” dhorminate the vecorded music marhet the Sodependens’, or
e’ play s ot role, Thiese are generally small record Tabels thar ae
poelepenelent of the majors {ad least in terms ol the artst aoquisition, recording

el provmiotion), although sall seliamt on a major o diseibadion aod oo
estensive arkenng  (examples bistodcally inchade Creatlon, 4AD, Sub Pop,
Sunggnr I, Reongh Tracle aed ST Thisse labels wre freeiently constiered 1o be

P Desilide wnel dovative o theie soster ol artiss and hive Treguently been
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nsstwrinted with the emergence of new genres. The term indie” dendtes not just a
e ol evomomie entity, bt @ musical attitude. Both senses of indie are linked w a set
ol dormarant msical vadues, with aobenticity at their core, with these values cast
s chimetrienlly cppased (o0 stevearyped mamstream and the majors. The erosover of
e bands from smallor Tabels e the masinstrean music ndustry, as occurred
with U2, REM and Nirvara, led 1o considerable debate wnong their s,

Independents have a vich and ofien Buaded role o the hisory of popolar mosic,
It has been argued it independent vecord companies i the 19505 did not have
the corporate hierarchy of the majors and so had greater Pesibility in picking ap
on and promoting new wends and lem and @ greater ability 1o adjes record
production. In companies sueh as Sun, the owner, weoond producer, sound tech-
nician and prometer ofien were the same person (a5 with San Philips @t Son),
“The 1950 decade was the golden era for small independenis, which emibraeed
blues, gospel, moderm jaze, connmry, B&B, and rock “n° voll’, and rom 1948 w0
P54, about one thowsand new record  labels were {ommed” (Kennedy  and
MeNute, 1999: xvii).

Tor munipdain thedr market control, the mnsie majors adopted several sirategies
in relation o the mdependents: buying oot therr anists' contracts (ROA and Elvis
trom Sun) ar persuading artisis o move labels, enterng ot marketing and other
business amangements with thera or sioply by boving them out, Several inde-
pendents wcquired @ sigmificant market share, as did Morown i the 19408 these
became mid-range companies, simated between the majors and the independents,
but were subject ro absorption by their larger sivals. While there are a huge
nwmber ol independent fabels, and they prodoce two-thirds of the titles released,
their market shave remaing small, The operadon of the independents and the
previse nure ol their relationship with the magors continues 1w be debated and
the imeraction between them remains a dynamic process.

The inedependent sector bas continued to be an inportam pare of the mosie
inclustry, made move viable by the opporonities (for marketng and diswibution)
tacilivaied by the imerper, while oftercsill acting as developers of alent for the
maors. The examples o’ Greation and the career of Oasis and Rough Prade in
the TR during the 19%0s lluswrated a delnie blorring of the bouncaries berween
the mdependents cand the major companies. Accordingly, argues Dale, ‘indie
eeased 10 be an abbrevianon of the word independent, and thus ceased w denote
a significn disinction from the majer lobels (Dale, S008; 173, The con-
wrporary nusic indusmy, where many indies are in fact pan of ger neoworks
of labels, requires a more Hexible and qualified definition, with the indie record
company ‘characterized by some degree of separation oo tie husiess peactices
el creative contrel of the Targe curporatons operatng major kbels' (Novara
and Henry, 20008 1k},

Music in cyberspace: the industry goes online

The lare 1990: saw the begmning of a long dedine ol the mujor vecording com-
panice and  their market  domimance, as the ntemet sadically alered e
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prodduenion and marketing of music, with music increasingly being made available
ovline; many indie fabels alse struggled w come (o wrms with the new digil
viwvironment. The old indusoy model no longer worked: “Uhe defining jsoe is
that music users ean aceess music they find saisfying wathout buyme i, and this can
only probalemarise  historically embedded  profit seeking production routines’
i Jomes, 200025 Chager 8).

e interpet 35 a0 computer-linked  global commnmications technology, with
draeutically mereasing mnmbers. of people acvessing it sinee thie bae 19905 hs
it i moch delated; there s o wopian discourse of celebraton ar the demo-
crabio spaces and opporiundties it has cvested, alongsde of veeogniion ol is
colonteation by tradibonal media mstitobons and power struciures, The waorld
witle wely, aosmsor pant of the imerney, ineledes stees for online music veil; for
duwnloading music as digital hles; for vecord companies, pertormers and  fans;
online music journals; online concers and interviews; web radio and bulleiin
Frords (Gaoton and Tandiog, 20006), Tlese wegresens new ways of inwerlinking the
audicneeSeonsumers of popular music, the perdormers and e mosic wdusory,
I shall return o these in Liter clagters; my emphass here 13 on the impact of the
wely and digital music, on the recording Industey,

Farly discussions of the significance of electronic commerce via the web
cinphasized the busness and economic aspects; the benehis to firms and con-
suiners; the barmiers and difficulies associated with deing business via the net; the
chemographicys of net vsers; and the opportunities for companies on the net 1L was
sotn recognized that there were also sipnificint cullural sssues associted with
o peitlisr music en the net, which linked up with onzoing delwies e ke paobiea)
ceonony of popular music, notbly the reladve importance (power) of the inuasic
vty and the ronsamers of popuilar masie (Jones, 20005, The net sodendally
creited greater consumer mu:rrigﬂl}- and cholce by lypassing the aditiond
iniermediaries operating i the music industry {primarily the reeord companies,
|P|||| .1.IH.'| jﬁl’_'frlsil:ﬂ.l m“h'il: I"l'['-lil; = l.":hn['rlr.r :‘:I Tll.'l."' I'rlﬁj“r TI..,"‘i"l"Ir{t I""D“'l]'llﬂﬂi[‘ﬁ Wi

Hll1l.‘i“‘:r JI.I.P'I'F 84] I‘L‘I.'n_l;lLi.zn: ]I.lﬂ |HJLL'|.]|I|.L'|.I.: Lﬂ.ll S [.lﬂ,“’l‘d o Creale bilﬁﬁ. (4n] :..I]Cﬂ“'i:l.ﬁ'_'
their activitics and their artises,

In the early 2000s music continued to shilt onbine, with legal  down-
fonding faking an increasing macket share, wade cven moee atactive by the
developiment of the Pod and its competitors, portable music systems capalile
ol s e mobers o songs 0 digitnd format, In 2006 a0 awjur 1FPD
pepert o digital music, @ comprehensive review of e developroent of e
higital psie macket iteratiomally, presented some impressive statstical eve-
dienee. T showed the anline shilt had actually gained momentum, with two mil-
i songs now  avoilable online. The I:crllu'.r[:ng summninees the wends then

eviclent:

& Dhgital msie now aceounts for about six per cont of record  companics”
revenes, up from practicadly zero o years ago,

o Suleg of mosic vis e dnteret ool eokile |1|I-|rllr5 il-rulil-t'rnlr'li anl \i['l-l'-"i-l-'l
soross il world fo SO0, wenersting sales of LSS, billion for vecord
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companies — up from USE3ED million the previous year - and promising
further significant growth m the coming year.

o Mlusie fans downloaded 420 million single tracks from the internet last vear
21 times more than two vears #arlier — while the volume of mosie licensed by
record compunies doubled o over two million songs,

o The leitinite digital musie bosiness i steadily pushing back on digital piracy.
o Ewrope’s two biggest digital markets, UK and Germany, more ousic fans
are legully dewoloading music dhan iWlegally Gle swapping.

o  Nobile music now accounts or approximately 40 per cent of record company
digital revenues. RBecord companies ave seeing sharply nereased sales of
ister ringtones jexcevpis of original aris recordings),

P Chaivman and CEQ Jobn Kennedy, however, noted that this growth
laeed challenges from piracy and called for ‘more cooperation from service poo-
viders and mnsie distibuters, o help protect intellectun property and contain
piracy’. This view was challenged by observers not so comfortable with the shift
1o losger periods of copryright and greater industry regulation and prosecation of
those bresking i, Cenral to these debates was the guestion of the operation of
copyright m the new digital enviromment,

Copyright
In addition 1o industry concentration, copyright has been central to the recording
ndusiry’s amempts w0 maintain market shce and contol of music, The basic
principle of copyright kaw 15 the exclusive vight o copy and publish one’s own
work. Thar is, the copyright owner has the might o duplicate or antherize the
duplication of thew property and o distribuge it

The Rome Convention and the Berng Gonvention are the major inter-
mational agreements on copyright, The TFPT the Tnterational Federmtion of the

Phonographic Tndusteics, globally regulates the apphcation and cofbrcement of

copyright, Rights income is collected by varions local and regional sgencies,
such s AMOCOS, the Austradasian Mechanical Copyright Owners Society;
and APRA, the Auvsiralisin Porfooudng Rights Association, in New dealand
and Auswabia, In addition o deriving income Bom wmit sales of records, record
companies, perlormers, songwriters and music publishers derive oo Trom
the sale of Aghts. Owneship of rights 5 derermined by copyrighe in the
muaster tape, e original tape embodying the recorded perommance from which
sunsequent recerds are manufactored, This rights income includes: () mechanical
icome; payable by the record company to the owner of the copyrght, for
permission o reproduce @ song on record; this s o fixed percentage of the
recommiended  vetadl price; (1) performances dneomes p leenee fee paid by
verues, television and vadie statons for the nght to publicly performn or broadeast
somgs; and (i) miscellaneous  income: payment for the wse of songs in
films, ncverts, ete, A fuller deserpron of the nature ol copyrighi i beyond my

seop here (pee Hull af af, H11: Uimljlm'ﬁ 3 and 4 lor a |-I-I.'J|."rll.'.1lillj.{ Ilis.llll‘:,' ol
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vhallenges o the wnsie industiy’s enforcement of copyeish, see Kernlild,
A hs significance Bes in s changing applicaton and wssociued cobial
importance, The developmeme of new wehnologies of sound  recanding
reproduction aise issues of inelleciual property righes, copyright god the conirol
ol somds,

As ey case sidies of the legal and moral arguments surreunding the sa-
pling vsedl iy revords by the JANS, MAASR/RZS, De La soud and others showed
e Bradle, 19930, the ssues involved in policing copyrght were extremely coni
ples. They Tovused on the quesdons of whine §s actoally copyrighitable’ in muosie,
Whe bas the vight w pontrol the nse of psong, a record ora sound? What con-
ditiies b use and whit needs copyrighn chearunee and, possibily theretore, pay-
wient? Wl is the muure of the public domain? Inohe eardy 19905 Simon Frith
condd abserve that the advent of pew wolmologies of soond  recording and
ceproduction had cotncided with the globalizaion of cultove and the disire for
rdiad entecainment congloneraies w o waxinize deeie revenues om *righis™ o
well s maintaining income o the powsl sale of reeords, Whn cowmed 25
e’ was changiing o o leced, anthored ‘thing” that existed as property, w
e thing mre. dillicul o ddewily (Fenhy 1993) Governmental amd indusory
oiganizalion aempts o ensure interoatonal uniformity o copyrisht bos inially
et cnby with partial suceess; even within the Buropean community conveitions
anel psctives varied considerably,

A renmting e case, attitudes towards copyright diverge depending whose
nterests are dnvabeed, The 19908 saw an ewenging hostility towards copyrighe
A Hiny s cotsimers and oven some msicios, due o i regnlaory use
by anternational corpariions w protect their interests, Contrariwise, the COIH=
nies themselves began actively secking to hammiontee arrangemenis and curly whae
Uiy saw as straightfonward piracy, while the record industiy associations, wlich
are st exclusively conceried with copyright Isucs, Lrgely supported  the
industry,

The watwre of wtclleoud  properry vights, and the regulation ol these,
wits Lvught o even shamper ficus with the electronic retricval possibilities
gt i the pet Begimning around FHS49/2000, the imainsiveam music il uistry
iyl iu:-n:.l.'-illg alarng av the wopact cn e oaokee slae ol MNapster e als and
P ey suchy as the downloading ol MP3: and PP {(person-to-persan) file
-li.llj]ih.

Mapster soltware s introdoced dn 1999, “designed as o combination scarch
ergine, commnication portal, and Bleshiunng soltware that lacilitated e
shaving process by granting vsers access o all onber Nupster osers and the M4
les ey ehiose do slue” (Guvolido, 2

O003: 31 Wihin o Fow memths, ransters ul
sk Hles wsing Mapster reached millions per iy and, s iy fresik 1l was csti-
Prtech thist o ey s il rnnillicn gil‘l1|lil' W ii:‘illH the service. The |.'r:|:|1lr"1'i'gh!
bt ol consequent boss of wevenae, led soveril aniss riatiahily the Band
Metallica) and record labels o sue Napster for breach of copyright, The issoes
ivolved were complex and the Btigation process wan o lengthy and very pubilic
o Naputer was foneed o close doswn, b sens eclinched as o legitime servics
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in lare 2003 (Napster 2.0). Newer technokynes and providess meved things w
another level:

Whereas Napster required users Girst 1o loge onto s eentral servey to access
other users” MY files, these newer networks allow divect ser-to-user peer-o-
peer connections invelving multple file tpes. These innovanons expand il
vniverse of file sharing acivate and make 10 victoally impossilide to ek asees
o the files they chosose o share,

sGaredala, 2005 31,

MES challenged the recording company’s contral over distribution and, sinee
the tormat bad no boilt in way o prevent users From obtaining and disnibuning
rsic illegally, could represent considerable lost vevenue, The majors, through
teacde  organizations: such as the RIAA (Recording Industry  Association ol
Arnerica), jomed wgether w create the Secure Dighad Mosic Initiative See wanw,
sl ore), i an atempt o reassert controd over music disoibagon and also beran
fegally cargenng 15Ps (intermes service providers) aod iodaadual consumeras whe
download and share music without permission/payment. Naoonal adiunisor-
vioms mirodueed legislation atempung o modify copyright i repgard o anbine
music distribution, ag with the 1998 US Digital Millennivm Copyrigly Act (see
Strasser, 20000 34-5) An aliemative industey stratepy also emerged, when
2000, record  compavies began  establishing  copyright deals with  interne
music producers, In 2003 the enry of Apple inw the muosic markerplace, with i
Ulunes service, met with considerable success, encowraging  the development
of lurther such services, most notably eMusic, which only sells music Bom
mddependent lahels,

There 15w basic tesion between protecting the nighs and ineome of the ori-
ginal artists andl the restricion of musical ougpun, Copyrighn was oricimally con-
ceived as u mechanism 1o balunee private and public Intereste by eliminatmng
prerpeimd monopolies over creative works. T'o some commenanors, the oedia
conglomerates were now altempting to use their power and [inellectoal] prop-
ity 1o influence mational and nternatone! baws inoorder o lock down culinre
and contral preativiey’ (Bishop, 2005; abstract),

The baitle over P2P file sharving has contdnued, with the music indusiry tar-
geting new, post-Nupster services and individual consumers whom they peresived
s infringg copyrisht. Notooal goversments continue @ be invalved in soch
attemipts at regulation, In New Zealand, Tor exaonple; in May 2001 the govern-
ment passed the Copyoght (Ialvingiog File Shaong) Amendiment Act, piving moee
poswer wa copyright wibual; cisabiliog tieso o eguire 1505w sena WATTHIE
notees iF illegal downloading oecurs. After three warning letters, a copyright
bsbeler ean take o claim 1o the tribuanal, whicl can then imnpose @ masimuwm hie
of (NZ) $15,000 1o the current aceount bobder. The act has already provoked
considerable hostility and opposition, oot least as wnsuspecting parenis whiose
chileren download would be grgeted [Intemet Lisw may catch parens amware’,
Dttt Posty 15 Apwdl 2000 A4y was typloal ol news coverge): rpaestions alao
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vensain around the cost ol sending such letcers fand who will fund them) and 0
reniming (o e seen i the lewslation is workalile, This loeal delale has mirrored
the wider international discouse around downloading praclioes.

There are several core dsaes i these developments and  debates, At an
wmnediate level has been the question of the impact ol dowaloading on legit-
tneete’ recording sales. Irom the industey point of view, and that of some obser-
vers, downoloading was clearly hurting the industry,. Otheis were not so convineed
and there were spme interesting camparisons with simila cailicr episodes, notu-
by pape copying, Second, market control was céndrad to the debate arownd
Mipster and B8 successors: were artists and  (he recorrhing ml'npmu'u:s bietng
dsenipowered wnd consuwmers (end ascrs) bemg empowered by the bicissing
mviilability of online osic? [MeLeod, 2005,

The recording industry fights back

I 200 there were signs that the recording industry was making something of o
comback, aller a deeade of Tubel wwrgers, seafl layolls and picacy lawsuits,
Ihgital music clond serviees floorishied: aponty made s US debu; Apple
veleased its P Tunes Mateh clond servdee; and Google ard Amazon bot laonelied
their own clowd-based services. A mugjor featuee of this cestrgenee was e ncieased
iiportee of live musie,. Coneert teker prices have eisen well above inllagion
e 1996, ar the same tdme there las been o decrease i revenue from recorded
i Cionsecuently, ve performancee i now one of the PrimAry ncone stechiy
fon pedtierers asd e music industey, Reunion concerts and tours Ly o mumibioy
al previously  Jong mactive bands or performers; who nevertheless retained
the allection of their aging i bases, have beeome o feature of the contemporiuy
conwent eineni (for example, the Bagles: 10ce; (e Specials: Bob Seger). Biltboand
magazine reyulady documens ineome senerated. by concert tours, duswing
P these are s major income steeam for performers; including  those who
lave nut reheased] “pew” musie, or toured, for quine some dme. In 2008, Coldpliy's
ol behingd the pelease of the album Viva La Vida earned (U5 $24.7 million:
b Jonaz Brothers world  tour netted them $31 .4 millbon;  aned  Leonad
Ciolien, playing his frse LIS concerts in 13 years, carned 392 million e box
olliee share,
Fhe covergence of Live Nation as o major madkes force i3 indicative ol the pew
v nusie ws o indusoy ineome siean, I 1996 the American
Faowert Silleriin and his company SEX Eoterammen bBegan soquiring comps
s b the e mnsie sector. In 20000 SEX was brougla by the multination
vorprra o Clear Chanoel, which then combined s live emerminment assels
il o separite. compauy, Live Nation, o 205 Live Naton now  dominaes
cieert prosotion o both the United Kingdom and North Amerien and 1 the
vl L gl s o anprany e Qe world (hehied Universad), (Hill e ed, 8011

|l|-l|.||il||'r|| v ool

0l ), Bave Nation has struck deals with many of music’s major pecionmerns,
Mk’ bstg-tewvm minltb-righinn Live Nation deal, vilued ar LISS120 inillian, i
Fsiiminel |1Ti|11.i||'bh i peteitiol to gosenite wwcigg seomwes ber ioermaionnd Socke
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and Sweet wour i 2009 was the highest grossing tour ever by a solo artist; in
Maele 2002 Madonna began her second world tour with Live Naton, U2s
singilar | Zoyear muli-eights deal with Live Nation meludes worldwide touring,
merclundizing and the luerative U2 eom wehste, which digitally disteibures all
l]!ju!.p L2,

Conclusion

The recording industry s now in & new post-industiial phase, characterized by
thie immpat o digial oasic and the decentrabizing of the means of recording,
reproduction and distribulion. At the same e, ere & ncrcasing consolication
ol the music indastry s a whole, as part of the global culteral indostry, The
international conglomerates not only compete with one another, but are mcreas-
mgly inerconneercd in comples patterns of ownership and business practices,
The mwajors remain dominant, bot their market shace cominues 1o shrink. While
the plobal musie mdustey 1 soll concenmated aroand the production and wan-
agenent of commodimes, the monnaugement of nghts a6 providing snc ineressingly
nnportant sharve of 18 revenues,

Phreowszh the 20005, the fmpact of the internet and digieal misic bas raised
serions guesticns about the continued adequacy of the raditional business modcl
adopied by the majors {for a helpful discussion of thar various responses, sec
Frrgasan, 2008).

However, the frequently noted ‘death of the music indusoy” has been over-
sttt “While digital configurations may allow for new means of distributing rexe,
wuchio and viswal content, they do not — and, we argue, cannot — fundamentally
wier the music induswy, which ... follows its own imperanves” (Burkart and
MeCourt, 2006; 7).

Certainly, the sound recording industry bas shown o steady and  marked
cleclie, underpinmed by two factors: the ongoimg consalidation of the msgors; snd
a precipitons Bl in sales revenwe inothe US, dawn from 3D4 billion in [9599 w
86 billion i 2004 (Jones 20025 Av the same time, however, we are consunuing
more popualar s cultore than ever before, As Jomes (2012} pus a2 *people and
businesses go on paying for symbolic goods in music on a vast scale.’
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Serimodyr Selected Evngs, Aldershot Ashgate (hest published |986).

Furgason, A, (2008) “Afad of Technology? Major Labed Response 1o Advancements
i higival Trechimology, Putaie Adwse Hlidogy, 3, 20 149700
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Recovding  udctry: Delivering Music in e 214 Cempery, Srd edu, New Yirk:
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Phis is (he most compreliensive overview wvailable, based sround the various
mcome sireans and with an emphasis on formal industry stracores and practices;
it includes extensive seatisacal documentation, formative case studies o usellil
wlossary, and an assocuted website, 10 ean be helplully accompanied by looking ut
the wecount by Jones.

Juines, MLL. (2019 Fhe Aol Tufwiine. From Clanepfition to Conambizon, I!..;_{;llgﬂsh_lh{':

Pabyroee Macmillan.

Jones foouses om the music indusry 85 a process, rather than an instiotion;

invalving musicians, artist managers and mosic compames as *they seek (o convert
orginal exts crealed by musicians o successul sybolic goods”

strachan, R (2007) Mico-independen Record Tabels in he UK Disouorse,
MY Cuoltural Production and the Muosic Industry, Fueapean Fowssed of Coltural
Stweliex, 10, 2: 245-65.

Ihe music press is essential 1o keeping up with curvent changes in the industry:
Mithyard, Vavety and Move Wk Basiness magazine Fadie has included some

wsetul marerial, Limited contene can be accessed ouling, altliougly Baller access is
vy Ly subscripton.

Websites

The British Phonographic Indusiry: www, bipi.co.uk

Phe Tntermational Federarion of the Phonographic Industrics: wavwilpiong

Uhe WPL prowoies the interests of the international recording indusiry world-
wide, lts members include over 1400 major and independent companies in
more than 70 countries; it also has affiliated industry maional groups i 44
COLTITIES,

I'he Recording Industry Association of Ameriea: www. iz com

e varions ‘majors” labels, along with many ‘independems’, have wels sites.

Lave Nagion: wwwlivenation.com
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