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ABSTRACT

The concept of institutional logics, notably a choice between multiple logics, has
been offered as a foundation to theoretically explain heterogeneity of
organisation. The thesis focuses on how this heterogeneity of organisation is
possible through a study of how decision makers deal with conflicting yet co-
existing logics in their every day work. The field chosen for the empirical study is
the recorded music industry, where two opposing logics, the artistic and the
commercial, necessarily co-exist. Through semi-structured interviews, decision
makers in the recorded music industry in the UK were asked about their work
processes. Their descriptions revealed two very different ways of acting based on
either the artistic logic or the commercial logic. The study further shows that
even if there were some attempts to take both logics into account, all the
respondents emphasised one logic over the other, but not the same logic, leading

to the established major/independent duality in the structure of the field.



ABSTRACT IN DANISH

Begrebet institutionelle logikker er blevet brugt som et fundament til at forklare,
pa en teoretisk made, heterogenitet af organisation, gennem et valg mellem flere
logikker. Denne phd afhandling fokuserer pa, hvordan denne heterogenitet af
organisation er mulig gennem en undersggelse af, hvordan beslutningstagere
handterer modstridende, men alligevel sam-eksisterende logikker i deres daglige
arbejde. Feltet valgt til den empiriske undersggelse er musikbranchen i
Storbritannien, hvor to modsatrettede logikker, den kunstneriske og
kommercielle, ngdvendigvis sam-eksisterer. Gennem semi-strukturerede
interviews blev beslutningstagere i musikbranchen i Storbritannien adspurgt om
deres arbejdsprocesser. Baseret pa deres beskrivelser blev to meget forskellige
mader at handle pa opdaget, pa den ene hand med grundlag i den kunstneriske
logik og pa den anden side den kommercielle logik. Endvidere argumenteres der
for, at selv om der var nogle forsgg pa at tage hensyn til begge logikker
fremhaevede alle de adspurgte en logik frem for den anden, men ikke den samme
logik, der fgrer til den etablerede major / indipendent opdeling i branchens

struktur.
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1 INTRODUCTION

In recent years the emphasis of institutional theory has moved from homogenous
institutional organisation towards an emphasis on heterogeneity of organisation
based on multiple institutional logics (Friedland & Alford, 1991; Thornton &
Ocasio, 2008) and institutional entrepreneurs (Hardy & Maquire, 2008).
Institutional logics are defined as particular means-end relationships,
representing a given end, and are as such mutually exclusive and often
conflicting, which leads to alternative sources of acting within any field(R. W.

Scott, Ruef, Mendel, & Caronna, 2000; Thornton & Ocasio, 2008) .

Were as new institutional theory previously emphasised one dominant
institutional logic within a given field, the theory of institutional logics argues that
multiple logics exists within any field. Through the multiple sources of action,
these different logics offer the foundation to heterogeneous organisation.
Furthermore, Thornton and Ocasio(2008) argue that in any institution there must
be a market, as well as a cultural aspects thus building conflict into the institution
to the extent that cultural and market logics are traditionally understood as
conflicting. It is this built-in conflict between the market logic on the one hand

and the cultural logic on the other that will be the focus of the thesis.

The built-in conflict, between the market and the cultural logics is probably best
seen in cultural or artistic fields, where the artistic logic is often taken to be in
opposition to the commerecial logic?, as seen in the commonly known terms of ‘art
for art’s sake’ and ‘selling out’. But how do individuals on a daily base deal with
the multiplicity of logics? How do they act when two conflicting and mutually
exclusive logics, such as the artistic logic and the commercial logic, both have to

be taken into account in their actions?

1 The terms commercial and artistic logics will be used in relation to the empirical field as these terms
better reflect the field terminology than market and culture.
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For a start up design company in Copenhagen, this conflict came up when one of
their first designs became successful and quickly dominated their work (Nielsen,
Power, & Sigurdardottir, 2009). Should they at this stage push aside their wish to
run an artistic design company with a continuous flow of new designs and
become a production company in order to pursue the profit made possible by the
success of their design? The decision to either focus on the production of this one
product, or to continue focusing on the design and continue producing mostly
prototypes would have great consequences on the way that they did their jobs
and thus on the way the company would be organised. The choice would be
between two logics, a market logic (which here would emphasise production,
marketing and sales as a means to profit), and a cultural logic (here an emphasis
on creativity and a steady stream of great new designs). If different organisations
within the furniture industry made different choices in this crucial motivating
decision, we should expect to see considerable heterogeneity of organisation

within that industry.

Even if the concept of multiple logics offers the theoretical outline for
heterogeneity of organisation, studies of multiple logics have not tended to focus
on organisational outcomes, but rather on resistance and conflict. In a study of
commodity banking, Marquise and Lounsbury (2007) have shown how resistance
to the entrance of new bigger/national organisations led to resistance from the
local organisation. Stone (1996) showed how the conflict between two logics of
organising a non-profit can lead to a split of a non-profit organisation and Binder
(2007) showed how a similar conflict between the administrative logic and the
logic of social support lead to a division of another non-profit organisation. In a
study on how museum directors rationalized external pressure, Townly (2002)
did however find that resistance to conflicting logics is not the only response.
Further D’Aunno, Sutton and Price (1991) studied how a hybrid organisation
mental health and drug abuse clinic dealt with conflicting demands and found
that separate logics were adopted to a degree, but one logic still tended to be

prioritised.
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It is easy to see how market and cultural logics would lead to resistance if the
pressure upon the cultural logic became too strong. In particular, this is true
when studying fields such as art museums and their resistance to increased
external requests for efficiency measure, but co-existence of institutional logics
does not only lead to resistance, and does not only happen between the market

and cultural logics.

For example, Zilber (2002) showed how a feministic logic and a therapeutic logic
struggle for dominance in a rape crises centre. Zilber explains that this conflict
exists even if there are no compelling market pressures to adopt both logics. This
is quite different from the creative industries, where art is sold for profit and the
two conflicting logics - commercial and artistic - must co-exist. The same is true
for book publishing where the cultural logic of editors’ and the market logic must
both be taken into account even if one logic might be dominant as Thornton and

Ocasio have documented (1999).

Based on the conflict between market and cultural logics, it is interesting to
speculate on the constitution of fields where either of the respective logics is
dominant. For the market logic we could easily envision financial markets where
return on investment was the sole goal of the organisation. At the other end of the
spectrum, the cultural logic would lead us to think about non-profit organisations
such as art museums, hospitals and schools. Yet even in the case of non-profit
organisations there is a need for some financial base for their operations and thus

a need to take the market logic into account even if the cultural logic is dominant.

The present work takes its starting point in the assumption that in creative
industries where art is sold for profit, it is impossible to ignore or push to the side
either the cultural logic (in the present case, the artistic logic) or the market logic
(here referred to as the commercial logic). This is to emphasise that this is indeed
a for-profit field rather than a non-profit arts field. Rather, both need to be taken
into account at any time. Based on this I formulate the following research

questions:

15



1. How do individual managers in the creative industries deal
with situations where they necessarily have to take into
account two opposing and mutually exclusive institutional
logics?

2. How do managerial responses to these situations influence
organisation of the field?

The following work will attempt to answer these questions by studying how
individual managers and decision makers deal with the conflicting logics. Do
managers attempt to ignore one or the other? Do they divide the organisation
into divisions according to the logics? Or do they combine them so as to justify
their actions based on both logics? Emphasis will be given to the description
made by decision makers of the work process involved in putting out music and
the influence of this process on the organisation of the field, how do the logics
influence the organisation of the record companies? Does this lead to a homogeny

or a heterogenic organisation of the field?

Unlike the traditional new institutional emphasis on the macro level, I focus on
the micro level, and the influence of micro level actions on organisation. My
choice is based on the idea that macro level studies cannot give the same insights
into how conflict between logics plays out as a micro study. A micro study can
capture how individual decision maker’s deal with the conflict and this is needed
in order to further advance the theoretical understanding of the heterogeneity of
organisation at the field level. In short, the focus on institutional logics allows for
the study of interactions between two levels of analysis, linking the individual

decision maker’s actions to the organisation of the field.

The field selected for the research is the recorded music industry. The music
industry, both broadly defined as well as narrowed down to the field of recorded
music in particular, belongs under a subheading of the cultural or creative
industries. These have in the last few years received increasing political emphasis
as economically important (Flemming, 2007; Thornton, 2004). This is an

indication that the political discussion has moved from the arts being in need of

16



public funding, towards an understanding that they can be profitable businesses.
This change in the way art is perceived increases the emphasis that both the
artistic and the commercial logics need to be taken into account in the creative
industries, making them a particularly interesting topic of study from the

institutional logics perspective.

1.1 OUTLINE OF THE THESIS

The aim of the thesis is to add to institutional theory of organisation through an
empirical study of how individual decision makers deal with conflicting logics. In

order to do so, theoretical, empirical, and methodological aspects are discussed.

The thesis starts out by framing the concept of conflicting logics in theoretical
terms (chapter 2).)(After defining institutional logics, the concept of legitimacy is
presented (2.1). This is done as to establish the link between the concept of logics
and legitimacy which is important in the context of struggle for dominance as the
struggle for dominance is really a struggle for legitimacy. The overview of the
concept of legitimacy establishes the importance of the normative and cognitive

aspects of both legitimacy and institutional logics.

Another important aspect of institutional logics is that they combine two levels of
analysis the micro and the macro. This aspect is discussed in chapter 2.2 where a
model from Coleman (1986) is used to show how a study of work processes
might be used to link the two levels, the logic, the behaviour and then again the
organisational outcome of the behaviour. Having outlined these important
characteristics of institutional logics, the next step is to envision, based on the
theory, the ways in which conflicting institutional logics might influence
organisation. This is done in chapter 2.3 where four possible scenarios are
described in view of previous research on institutional logics. Later in the thesis

the scenarios are compared to the findings of the interview study.
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After the presentation of the theoretical framework, the empirical field is
introduced. To answer the research question, the empirical field must have two
established conflicting logics as the goal is not to establish that there are two
conflicting logics but how decision makers deal with the conflict. Chapter 3
outlines how the conflict between arts and commerce is to some extent a
fundamental aspect of the definition of artistic creativity. When the conflict has
been revealed the literature on organisation of the recorded music industry is
reviewed (chapter 3.3), which has been focused upon the concentration of the
industry and how the concentration has influenced innovation. In that stream of
research, the underlying argument is that innovation has gone down in the
presence of great concentration of companies? The incompatibility of
concentration and creativity provides a striking parallel to the conflict between
the commercial logic and the artistic logic. Other literature on the organisation of
the recorded music industry has also focused on the distinction in the industry
between the “majors” and “independents” (Gander & Rieple, 2002;
Hesmondhalgh, 1999) - there again the conflict between the forms is very salient.
Following the academic literature of the organisation of the recorded music
industry chapter 4 outlines how the field was narrowed down from the recorded
music industry in general to the London based commercial recorded music
industry. This is followed by descriptions of the recorded music industry, first
based on market share data which show how the field is divided into two
separate size groups and then an outline of the work process involved in putting
out music. This first outline of the process and important actors is not aimed at
showing how the two logics studied might conflict throughout the process, but to
present as neutral an account of the process as possible. The intent is to provide
the reader with an insight into the kinds of tasks where the decision makers

might have to deal with the conflicting logics.

Chapter 5 outlines the method used in gathering empirical data and how the data
was analysed. The chapter starts out with an outline of how the cases were

selected, and then describing how the work process data was collected through
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semi-structured interviews. This did not only uncover two logics but allowed to
determine the strength with which the decision makers adhered to each of the

logics.

The findings chapter (6) starts with an outline of the two logics as they were
uncovered in their ideal form. The chapter establishes how the two logics are
conflicting in their understanding of what ‘good’ music is, how it is found, and
how it is sold. Based on the two ideals, the work process is divided into two parts,
the artistic and the commercial tasks. The interview data is analysed to uncover
how the logics might influence decision makers in each of these two parts of the
work process. The findings are compared to the four scenarios hypothesised in
the literature review, which shows that even if there are two distinct logics,
neither one of them seems to be dominant. Furthermore, most decision makers
are apparently aware that there is more than one way to do things. Having
established the existence of the two logics, the next chapter outlines how decision
makers deal with the co-existence ignoring the alternative logics or attempting to

combine the two logics.

Chapter 7 discusses the findings and how they might add to our understanding of
how decision makers deal with conflicting institutional logics, as well as how this
influences organisation as well as our understanding of the organisation of the
recorded music industry in particular and the creative industries in general. The

final chapter (8) then sums up the findings of the thesis.

In addition to the already outlined chapters, the thesis has five appendixes. The
first, Appendix A, gives an overview of the music industry terms applied in the
music industry; Appendix B is the interview guide the research interviews were
based on. Appendix C outlines and discusses the two record companies able to
break the 4% market share barrier the smaller companies seem to be unable to
break. Finally Appendix D is a table of the interview data where one of the two

logics, or a combination of the two, was coded.
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2 INSTITUTIONAL LOGICS

In recent years there has been a surge in the literature where institutional logics
are used as a meta theory or method of analysis (Thornton & Ocasio, 2008). This
surge has happened along with an increased emphasis on embedded agency
(Hardy & Maquire,2008) and heterogeneity of organisation, rather than
isomorphism (DiMaggio & Powell, 1983) and homogeneity. This development
testifies to the rising interest in how institutional logics relate to institutional

change.

Institutional logics trace their origin to Friedland & Alford (1991) who in a call for
wider societal consideration in institutional theory argued that core institutions
all had a central logic. Each of these logics constrained action, but their
multiplicity at the same time offered alternative modes of acting, thus laying the
theoretical foundation for agency. In the current literature on institutional logics,
they are simply defined as means-end relationships that define the content and
meaning of institutions (Thornton & Ocasio, 2008, P. 100). Institutional logics
focus the attention of decision makers in organisations on issues and solutions
that are consistent with the prevailing institutional logic (Thornton, 2004, P.12).
Institutional logics thereby define the ‘rules of the game’ and conflicts between

logics are thus particularly challenging theoretically.

In their outline of institutional logics in the Sage Handbook of Organizational
Institutionalism, Thornton and Ocasio (2008) outline the most important aspects
of institutional logics as a meta theory. They list the following characteristics: the
intersection of multiple logics; the role of this intersection as a foundation for the
concept of embedded agency; the multi-level approach; the need for a historical
element in studying logics; and the persistent duality whereby institutions have
both material and cultural foundations. This duality is of central importance in
the present work, where it is precisely the conflict between the commercial logics

and the artistic logic which are studied. Examples of cultural logics in the
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institutional literature are the craft logic in higher educational publishing
(Thornton, 2002), the more general health care logics (D'Aunno et al,, 1991; R. W.
Scott et al., 2000) and non-profit logics (Binder, 2007; Stone, 1996; Townley,
2002). In these studies the emphasis is often on conflict between the two aspects:
the market defining the means to profit or cost-effective management and the
cultural defining the means to culturally valued goals such as better health or, in
the case of the present work, great music. The conflict between the two is also the
focus of the present work, but rather than to simply study the conflict empirically,
it compares the empirical findings to scenarios based on previous research on
institutional logics. The scenarios outline the theoretical take on how the conflict
can be played out in any given field, thus building the first step towards a
theoretical outline of how conflict between institutional logics influences field

organisation.

The emphasis that the study of institutional logics puts on conflict is not new to
institutional theory. The theory was originally put forward as a contrast to an
overemphasis on efficiency and economic rationality (Meyer & Rowan, 1977).
Thornton and Ocasio (2008) do in fact list the emphasis on conflict in early
institutional theory as a predecessor to the emphasis on institutional logics. The
difference between the older version of institutional theory of organisation and
the emphasis on institutional logics is that in the emphasis on institutional logics,
the emphasis is not only on whether the underlying assumptions behind the
action is rational or irrational but rather how conflict or conformity between the
logics of the field influence organisation through individual choices of action. The
next three chapters address three important aspects of the influence of
institutional logics. First, how the logics relate to the concept of legitimacy.
Second, how the study of logics ties together two level of analysis. Third, how
logics have been found to influence organisation, and how two conflicting logics

might influence field organisation.
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2.1 THE LEGITIMACY OF INSTITUTIONAL LOGICS

Whereas in institutional theory, legitimacy was set up against rationality (in the
understanding of economic rationality), in the theory of institutional logics, the
two oppositions are represented as the persistent duality between market and

cultural aspects (Thornton & Ocasio, 2008).

Based on this, at least two logics representing the two conflicting aspects define
the legitimate ways to organise within any given field. This creates a foundation
for heterogeneity of organisation based on multiple logics within the field. Each
logic would define a possible organisation and theoretically all the possible
outcomes could be legitimate. Yet this does not necessarily means that all the

possible organisations based on the logics within the field are legitimate.

One of the logics could be dominant, meaning that it defines the only legitimate
way to organise within the field, as new institutional theory has emphasised. But

what does being legitimate mean in institutional theory?

In Meyer and Rowans theory, the institutions rule myths which organisations
incorporate and thereby gain legitimacy, resources and stability as well as
generally enhance their survival prospect (Meyer & Rowan, 1977). DiMaggio and
Powell (1983) emphasise how isomorphic processes act as constraints and result

in pressure on non-legitimate organisations to become legitimate.

The emphasis on legitimacy is in early institutional theory emphasised as a
contrast to standard efficiency claims - the idea that organisations use rational
calculations to find the most efficient organisational form and adopt it as their
own. The legitimate organisational form might thus not be the same as the most
(economically) efficient form. In this understanding organisation, according to
new institutional theory, becomes a trade-off between profit and legitimacy
(Deephouse, 1999). This trade-off does according to Meyer and Rowan (1977)
create a conflict between the technocratic aspect, as the organisation seeks

economic efficiency, and the norms and myths that the legitimate organisational
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structure is based. This conflict between being legitimately organised and being
economically efficient often results in a decoupling between the two (Meyer &
Rowan, 1977). These neo-institutional accounts contrast with the emphasis on
institutional logics, where legitimacy is presumed to be linked to the logic rather
than the institution (it is the logic that defines the legitimate means to reach a
valued end). The multiple logics each define the legitimate means to the end they
represent. The above outlined conflict between economic rationality and
legitimacy would thus translate into conflict between legitimacy based on the
artistic logic or the commerecial logic, and through this offering more than one

legitimate way to organise or heterogeneity of organisation within the field.

The concept of legitimacy is thus a central concept in institutional theory. In spite
of this Suchman (1995) found that even if many researchers use the concept few

define it . He goes on and offers his own definition:
Generalized perception or assumption that the actions of an
entity are desirable proper or appropriate within some

socially constructed system of norms, values beliefs and
definitions (Suchman, 1995 p. 574).

In this definition he links legitimacy to the cognitive (beliefs) and normative (the

way it has always been done) aspects of the institution. This means that an action
can be perceived as legitimate, either because we cannot perceive any other way

or because we have come to accept it as such (even if we might be able to

envision other actions).

Scott (2001) also offers a definition of legitimacy based on his three pillars of
institutions: the regulative, the normative and the cultural cognitive. The pillars,
he claims, denote the different emphasis of each of the respective theories,
making them fundamentally distinct. They differ in their understanding of action,
where the regulative pillar stands for the rational choice on the one end and the
cultural cognitive pillar stands for the taken for grantedness of socially

constructed behaviour at the other end. The normative pillar stands in the middle
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where norms are followed out of social obligation. Norms differ from the taken
for grantedness of the cognitive frame as they are not the only perceived way of
acting and thus are only effective as long as people follow them. The normative
pillar, unlike the cognitive one relies on some form of agency where agents are
able to perceive other possible ways to act, but decide to follow the norm. The
same goes for the roots of legitimacy where according to the cultural cognitive
pillar an ‘action’ is legitimate as it is the only action comprehensible, the only way
to do things (thus barely sufficing as action but rather an enactment or

behaviour).

Thornton and Occasion emphasise that institutional logics combine the cognitive
and the normative aspects along with a structural aspect which closely resembles
the regulative or coercive aspect of institution (2008). The two theories are thus
in agreement on the aspects of the institution but the question still remains
where the source of legitimacy of an institutional logic is. Is it cultural cognitive or
normative or even structural? And why does it matter whether the source of

legitimacy of the logics is cognitive or normative?

There are two reasons the distinction between the cognitive and normative?
aspects of institutional logics are important. First, if the logics are cognitively
legitimate it is impossible to envision acting in any other way, while if they are
normatively legitimate we can envision other alternative modes to act, but simply
choose the one we value the most or find most legitimate. The normative
understanding would thus allow for a socially skilled actor (Fligstein, 1999) to act
differently than the majority in the field. The two are thus at the foundation of the
distinction between action and enactment, where individuals are perceived to
enact the cultural logic without perceiving alternatives, while the normative logic,
although likely to lead to enactment does make room for action based on the

perceived alternative. This thus has to do with strength of the logic. Powel,

2 The structural is largely left out here as it is assumed that the structural is based on a decision or
consensus of the field and thus functions almost as an extension of the other two aspects.
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Gammal and Simard (2007) found that non-profit organisations with a clear
strong vision were concerned with fidelity and this made them less likely to
consider alternative logics when presented with them, arguing that “true
believers are rarely engaged translators” (P. 257). Strength thus indicates how
willing individuals are to consider alternative logics. Second, this has research
implications as Deephouse and Suchman (2008) point out, such as how is
cognitive legitimacy measured, how is it possible to measure something which
you are not aware of as the simple task of measuring does make you aware of it.
Mapping of institutional logics thus requires an open mind and some distance
from the field to make sure as to not overlook the cognitive aspects and further it
is not enough to just map the logics. In order to deal with how the logics influence
organisations we also need to evaluate how strongly individuals hold the logic, in
order to understand how they will react when confronted with conflicting logics.
Although it is hard to make a universal measurement of how strongly individual
decision makers hold particular logics, a careful analysis of their arguments (such
as through qualitative interviews) should indicate whether they cognitively see
the logic as the only plausible way to act or if they do envision alternative modes

of acting but normatively choose to act according to a given logic.

2.2 COMBINING LEVELS OF ANALYSIS

The theory describes how institutional logics affect organisational structure
within a given field, using the concept of embedded agency and the ability to
choose between logics. Still, the literature on institutional logics is somewhat
lacking in clarity as to how this influence on the organisational structure occurs
and further how this leads to the aggregate of organisational structures

comprising the field.

To uncover the underlying mechanism we must look at the individual level, in an

attempt to understand how the institutional logic influences and frames the
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enactment or allows for action of individuals, which in the aggregate comprise
the organisation of the field. Doing this would be an attempt at understanding
how the logic shapes the behaviour of individual decision makers, within

organisations that is how the embedded agent chooses to act.

To explain the underlying mechanism of the influence on individual action, as
well as the structural outcome of this action on field level, we must use two levels
of analysis, the individual level and the field level. These micro-macro relations
cause problems that the social sciences have had a hard time addressing
(Hinnings & Tolbert, 2008). The model below is an attempt by Coleman (1986) to
model the relationship between the two, based on Weber’s theory that the

protestant religious doctrine leads to capitalism.

(Protestant) (Capitalist)
Macro level religious economic
doctrine system
2 3
. 1
Micro level
Individual Orientations to
values economic behaviour

FIGURE 1 - LEVEL OF ANALYSIS - COLEMAN ORIGINAL MODEL (Coleman, 1986)

This model shows how the macro level of a belief system (the protestant religious
doctrine) relates to the values of individuals, which then leads them to actin a
given way (economic behaviour) which when a certain amount of people act
according to the belief system leads to a given macro organisation (the capitalist

economic system).

The model can be mapped onto institutional logics, replacing the protestant
religious doctrine with logics such as the commercial or artistic logic. These logics
each outline a valued end, and the means believed to lead to that end. For the
commercial logic this end would be financial and for the artistic logic, art. If one of

the two logics would be dominant, most of the individuals would value the end
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defined by the dominant logic. But if two logics co-exist without clear dominance
then the actions will be based on a choice between the two values. To understand
the organisation of the field, we would thus have to study how individual decision

makers choose between the two values the logics represent.

Thornton and Ocasio (2008) refer to this choice as mindful action. Here, mindful
means that a choice is made between alternative values and the logics that
represent them. The selection of the value ranked highest (or held strongest) then
leads to enactment of the means believed to lead to the selected end, ultimately
leading to an organisational structure based on the choices made within the field
(fig. 1, arrow 3). Here it is clear that the logic does not only provide a definition of
the means believed to lead to the valued end but further contributes to the

definition of what is valuable.

The first step in studying institutional logics would be to uncover the logics, or
the values, and the means believed to lead to them (fig. 1, arrow 2). To do this one
way is to study action, given that the actions represent the means. To uncover
action of this kind, Coleman refers to the work that social historians and
ethnographers traditionally do with qualitative data (Coleman, 1986). Powell and
Colyvas (2008) also call for a study of how actions on the ground lead to macro
changes and responses. A similar line of inquiry is further called for in the paper
Bringing Work Back In by Barley and Kunda, where the emphasis is on studying
work processes (fig.1, arrow 3) to understand organisation (Barley & Kunda,
2001). Although Barley and Kunda skip over the value part and focus on the
action they encourage looking at processes of work as a foundation for a theory of
organisational structure. This is further in line with Hardy and Maquire’s (2008)
emphasis on process as the study of institutional entrepreneurs. Building on this,
the understanding of process, the empirical part of the thesis studies work
processes in the music industry, treating the descriptions of them as behaviour

believed to lead to a given end or value desired by the individuals interviewed.
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By asking individual decision makers to describe the work processes within their
organisation, it is further possible cast a light on how they are exposed to the
conflicting logics in the field and how they manage the conflict created by the two
opposing legitimate ways of organising (fig. 1, arrow 1). This leads up to the
mindful decision as to which logic to follow, based on how strongly they adhere to
the two logics or how they rank their value. To do this we do not only need to get
a description of the work process but further need to establish the strength of the
logic: can the interviewees see alternative modes of acting? Or do they cognitively
believe the logic they enact is the only one? These questions give an indication as
to how they would rank the conflicting logics in importance, which has important
implications to organisation. Someone strongly adhering to a logic would actively
resist a conflicting logic, while another individual not adhering to the logic as
strongly (or ranking its value lower) might be willing to attempt to combine the

logics in a hybrid way.

2.3 INSTITUTIONAL LOGICS AND FIELD ORGANISATION

Similarly to much of the new contributions to institutional theory in the last few
years, the notion of institutional logics was put forward as a response to the
overemphasis on isomorphism, dominance and homogeneity of organisational
structure. In spite of this, some of the foundational literature on institutional
logics still focuses on dominance of logics, even if this dominance might not be
permanent, but could shift from one logic to another, leading to a change in
organisation.

In a study of the higher education publishing industry, Thornton and Ocasio
found two logics, a professional logic and market logic. They first established the
ideal types for both these logics and based on these hypothesised the influence
the dominance of each of the logics would have on the executive succession
within the field. Building on interviews and historical data, they showed that in

the time period studied there had been a shift in the dominance of the logics,
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where the emphasis had moved from the editorial logic to the market logic. By
comparing the executive succession throughout the period and the dominance of
the logics together, they showed that the dominant logic does indeed influence
the executive succession in the industry. They claim the dominant logic influences
the organisation by “structuring the attention of executives toward the set of
issues that are consistent with the logic dominant within the industry” (Thornton
& Ocasio, 1999, p. 837). These results were further supported by Thornton’s
(2002) study of growth strategy adopted by educational publishers based on the

respective dominance of the two logics.

Here, the market logic closely resembles what in the present work will be
referred to as the commercial logic, and the cultural logic here is the editorial
logic which in the case of the music industry is the artistic logic. Based on this,
one of the possible organisational outcomes of two conflicting logics necessarily
co-existing within a field is that one of the logics becomes the dominant logic and
thus defines the legitimate way to organise within the given field, leading to the

following possible scenarios in line with new institutional theory.

S1  One logic will become (at least temporarily) dominant
within the field, and decision makers holding other logics will
adhere to that logic.

However, this is not the only possible way the logics might influence the field. The
conflict between the two logics, could lead to a divisionalisation within the
organisation where the logics dominate different departments or parts of the

organisation.

Through an inductive case study of a non profit organisation, providing housing
and other support for poor parents as to set them up on a more sustainable path
in life, Binder (2007) found that it was not enough to study the institutional
influence on the organisation as a whole but rather that different subunits of the
organisation made sense of their behaviour based on different logics. These logics

roughly resembled the professional task of each subunit. Yet at the same time as
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each subunit primarily drew on a single logic, all the subunits needed to
collaborate as they belonged to one organisation and thereby as a whole had to
combine conflicting logics. Similarly Reay and Hinings (2009) found that
competing institutional logics were managed through a collaboration between
different groups. In the field of recorded music this kind of division, into groups
or departments, could be argued to occur along the divide between the artistic
and non-artistic division of the record companies, leading to the following

scenario.

S2  Decision makers will use one logic in one part of the
organisation and another logic in other parts of the
organisation. Which logic would be applied in which part of
the organisation, would depend on the content of the logic.

Yet not all organisations seem to manage to combine two conflicting logics within
an organisation. In a case study of a non profit group, Stone (1996) found that the
small non-profit organisation, which grew to become an important service

provider for the state, could not handle the two conflicting logics and split up.

The two logics that needed to be incorporated clashed over fundamental beliefs
about citizen participation and this ultimately lead to a split of the organisation.
This created two organisations holding different logics, even if they were working
within the same field. Based on these empirical findings, the third scenario deals
with incompatible opposition:

S3  Decision makers emphasise one logic over the other but

do not necessarily choose the same logic. Fields where

decision makers adhere to different logics will split into two,
leading to two different modes of organising within the field.

Theoretically, there is nothing which states that one logic will necessarily become
dominant in the organisation (as seen in the outline of legitimacy and the
strength to which the logic is held). Rather, the struggle between the logics might

simply continue in a seemingly balanced way. That is, even if the struggle
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continues, this does not necessarily lead to dominance of one logic over the whole

field, or even within an organisation in the field, such as described in S3.

This situation has for example been the case in the Danish national theatre where
an accounting logic and the artistic logic have struggled in a dialectical way from
the time the theatre was founded. For the national theatre both the accounting
logic and the artistic logic are a source of legitimacy, for the organisation as a well

run art establishment (Mouritsen & Skaerbaek, 1995).

In an ethnographic study of a rape crisis centre in Israel, Zilber (2002) found that
two logics, the feministic logic on which the organisation was founded and a
professional therapeutic logic brought in by younger generation volunteers,
fought for dominance of meaning of the support offered. Zilber argues that by
only looking at the meanings, one would deem the newly arrived therapeutic
logic to have become the dominant logic, but by studying both meaning and
actions she found that both logics influenced the organisation and that the
dominance of the therapeutic logic was not that clear (2002). Zilber’s study
thereby shows that co-existence of two logics does not necessarily lead to
dominance, and further emphasises the importance of not only studying the
macro level, but also incorporating the micro level and studying actions. Here we
can further see the importance of individual actors in maintaining or establishing
actions according to a logic, and through this action influence the organisational

structure of the given organisation.

The last mode, where two conflicting logics can co-exist within a given field
without one being dominant over the other, is presented as a hybrid by D’Aunno
etal. (1991) in a study of mental health care. They examined community mental
healthcare centres which had moved in to drug abuse treatment. These centres
had to deal with dual demands from respectively the mental health care logic and
the drug abuse treatment logic, which led to the clinics incorporating seemingly

conflicting practices.
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Studies of the rhetoric of organisations have further shown how rhetoric has
been used to combine two or more logics. The big five accounting firms for
example used rhetoric to justify merging law and accounting when they bought
up law firms (Suddaby and Greenwood 2005). Furthermore, a study of the
rhetoric of bids for architectural projects shows that architects attempt to
combine multiple logics by applying rhetoric from multiple logics (Jones & Livne-

Tarandach, 2008). These findings lead to the fourth and final scenario.

S4  Those decision makers who do not strongly adhere to
either logic, will attempt to combine the two logics to
maintain legitimacy by means of association with at least one
of the legitimate logics.

The above scenarios outline four different modes in which the field can be
organised. S1 suggests the dominance of one organisational form based on the
dominance of one logic. S2 suggests one dominant organisational structure where
the two logics are each dominant in one part of the organisation. S3 suggests two
organisational forms co-existing within the field where each one reflects one of

the two conflicting logics.

Whereas the first three hypothesised scenarios all deal with dominance of some
sort, the fourth scenario does not envision dominance but rather a hybrid form,
where an organisation combines the two logics. The scenario does, however, not
assert any particular way to combine the two logics and thus allows a wider

range of different forms within a given field.

These four plausible scenarios will in the following chapters be used to gain
better understanding of the organisation of the recorded music industry in the

UK.
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3 CREATIVE INDUSTRIES

Creative industries have been selected as a fields where the conflict between
cultural and market aspects of logics is played out in a fairly prominent way, as
seen in studies by Townley (2002) and Mouritsen and Skeaerbaek (1995). This
chapter first gives an overview of how the literature on artistic creativity and its
economic organisation has developed before narrowing down to outline the

organisational literature on the recorded music industry.

3.1 FROM CULTURAL ECONOMICS TO CREATIVE INDUSTRIES

The study of creative industries, as a worthwhile topic of study, is often traced
back to Caves’ 2000 book, Creative industries, contract between art and commerce.
There he defines creative industries as “industries supplying goods and services
that we broadly associate with cultural artistic or simply entertainment values”
(Caves, 2000, p.1). Yet the concept of creativity, even if we limit the definition to
artistic creativity, is elusive and difficult to define. We understand it to refer to
something new and unforeseen and, thus, it is almost built into our
understanding of creativity that if we would manage to fully define what it is then
it would no longer be creative (Pankhurst, 1999). This does make a study of
creative industries somewhat problematic or at least different from ‘traditional’
industries. This means that any theory, which by definition aims at being

predictive, would have to take this unpredictability into account.

Caves lists seven aspects in which creative industries differ from other humdrum

(where humdrum refers to the ‘non’ artistic aspects) industries:

e Demand is uncertain

Creative workers care about their product
Some creative products require diverse skills
Differentiated products

Vertically differentiated skills
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e Time is of essence
e Durable products and durable rents

Although emphasising how creative industries are different, there is no direct
reference to the artistic element of creativity in his list. The care creative workers
have for their production touches upon this aspect, as well as his distinction
between humdrum and artistic activities, but creative elements referred to in the
title does not get special attention, only the outcome of the creative process. In
this Caves belongs to an emphasis referred to as the production perspective

(Peterson & Anand, 2004).

Although being the one to label non-artistic activities within creative industries
‘humdrum’ Caves is not the first economist to point out the difference between
humdrum and artistic activities, these have been studied under the headings of

cultural economics and cultural industries for years.

Cultural economics is a branch of economics that deals with the arts. These trace
their beginnings to Baumol and Bowens’ book Performing Arts: the Economic
Dilemma, published in 1966. To some extent the dilemma is still not resolved and
cultural economics have been criticised for overly emphasising economic
justifications for the public support for the arts (Towse, 2003). Even if this is to
some extent true and cultural economics linked to elitist arts, which further have
been deemed not to be economically viable, this is not the only line of study in
cultural economics. In an overview Blaug (2001) lists the main themes of study

under the umbrella of cultural economics.

Taste formation

Demand and supply

Industrial organisation

The art market

Economic history of the arts
Artistic labour markets
Baumol’s cost disease

Public subsidiaries for the arts
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Looking at these it seems to be only the empirical field that gathers these
together, as the topics would fall under different subcategories of economics. It
has even been argued that cultural-economics are not simply economics, but
“located at the crossroads of several disciplines; art history, art philosophy,
sociology, law, management, and economics” (Ginsburgh, 2004, p. 758). Yet the
creative or cultural fields are different enough from other fields of study within
economics to generate a hyphen in the same way as in education - and health-
economics. In addition to the above list we could further add the emphasis on
geography, and the role of arts in regional development. An extensive overview of
the growing literature on cultural/creative industries along with economic

geography has been written by Gibson and Kong (2005).

There has been diverse interest in ‘creative industries’ from economic or
commercial perspective. In 1972, Hirsch studied the cultural industries to try to
understand the ‘nobody knows’ effect in demand and in an article revisiting the
cultural industries he provides an overview of cultural industry research reaching
back to the 1940s (Hirsch, 2000). It can, thus, not be said that the study of the arts

from an industry or for profit perspective, is an entirely new theme.

3.2 ARTISTIC CREATIVITY

In research on creativity the focus has very much been on (unquestionably)
creative individuals such as Gardner’s work on, among others, Picasso (1993). Yet
others have emphasised the social context of creation (Amabile, 1996;

Csikszentmihalyi, 1997).

Csikszentmihalyi compares creation to the tree that falls in the forest. If no one
hears it, it is not creativity. In this view, creativity exists only in a social context
with an audience. The audience consists of laymen, the ordinary buyers of music
as well as professional critics and other artists, or what Becker (1984) refers to as

art worlds. For the institutional logic being discussed here it would be the
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conversation between the professionals and educated laymen and the artist
which is often listed as of central importance in the creation of an understanding
of what is artistically creative. The definition of what creativity is thus constantly

defined as the ideology is embedded in all artistic fields.

The importance of the historical aspect of institutional logics has already been
outlined and in the book Creativity, Communication and Cultural Value, Negus and
Pickering (2004) present an historical account for creativity, starting with the
divine understanding of the world, pointing to God as the only creator and
humans as merely working towards the spiritual understanding of human
creativity. In the romantics’ view, as opposed to the emphasis on rationality and
progress of the enlightenment, this has translated into our present understanding
of creativity as individual expression at odds with any kind of control. They
further point out how, while this self expression is believed to be spoiled by
commercial activities, the two have at the same time come to be bound together
in the modern economy (Negus & Pickering, 2004). The artistic logic thus seems
to have been defined as in opposition to ‘rationality’ or efficiency which has been

defined as the market/commercial logic, from the start.

As Negus and Pickering (2004) claim, this means that the artistic logic emphasis
is to be at odds with any kind of control and that commerecial activities might even
spoil the endeavour. This makes the two logics of art and commerce
fundamentally opposing, as it is one of its sources of means of the artistic logic to

be opposed to the commercial logic.

Yet not everyone is of the opinion that the two, culture and commerce, are
irreconcilable. Cowen (1998) argues that they are not opposites but rather that
commercialis ation has facilitated cultural or creative productions. He points out
how capitalism and mass production have allowed more artists to produce and

sell their art and that the same market has often allowed them to work in art-
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related jobs, providing an income big enough also to allow for them to produce

their art independent of popular taste.

The capitalist system further allows for niche segregation of the market. An artist
does not need to be all things to everyone, but can sell his art to a small
community of consumers that appreciate his expressions. Whereas Cowens
(1998) emphasis on the co-existence is made on the macro level, where
opposition is on an abstract level, the present work aims to look at the micro level
how individual decision makers deal with the conflict. But before looking at the
empirical field findings let us look at the organisational literature on the recorded

music industry.

3.3 THE MUSIC INDUSTRY IN STUDY

In the music industry the last 25 years have been a time of enormous platform
changes. It has gone from selling vinyl records, to cassettes, to CDs and last but
not least to digital files over the Internet. Yet the organisation of the production
and sales of recorded music has been quite stable during these years. Artists are
signed to record labels, which pay an advance and make it possible for the artist
to record the music, then the record label organises the distribution, marketing
and sales of the record outlined in the introduction. The structure of the industry
has further been quite stable, with the industry internationally divided into two
groups, majors and indies. The four international conglomerates, EMI, SonyBMG,
Universal and Warner, referred to as majors, jointly control around 80% of the

western market. The rest is shared by the thousands of independent labels.

This 80/20 division is most prominent in the western world, North America,
Europe and Australia. In other regions the independents’ share is slightly higher,

or around 30%.
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FIGURE 2 - INDEPENDENT MARKET SHARE BY REGION

In Asia in particular, the independent sector held over half of the market share.
This is mostly on account of a very different structure of the Japanese market
where the biggest record company is a local one, and where the majors jointly
hold only 32% of the market. However, for the western market the division
between the majors and indies is quite stable at 80/20. With 80% of the market

concentrated and divided by only four conglomerates.

The most common focus of organisational papers on the music industry is upon
the concentration of the industry and the effects this has on the rate of
innovation. The concept of concentration is closely related to the discussion in the
industry itself about the division of the market between majors and indies, where
the higher the proportion of the majors, the greater the concentration. Innovation
is further an important aspect of music industry, as pointed out by Gander and
Rieple (2004) and Lorenzen and Fredriksen (2005), particularly as the price for a
record/single is mostly fixed and the competition thus does not revolve around
the price but content differentiation. Record companies, thus, continually have to

come out with new records/songs to sell.
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The overview of the literature on the industry structure in the recorded music
industry is here divided into two subchapters; the first focuses on the trade off
between concentration and innovation, the second focuses on the value creation

within the field.

3.3.1 CONCENTRATION VERSUS INNOVATION

Dowd (2004) traces the concentration vs. innovation argument in the literature
in the music industry back (historically) to Schumpeter’s argument that there is a
positive relationship between concentration of an industry and innovation rate,
as only the bigger firms have the capacities to conduct the research necessary for
innovation. This argument was later countered by the idea that inertia created by
the hierarchical nature of big firms was counterproductive to innovation. It is on
this basis, Dowd claims, that the first paper by Peterson and Berger (1975) on
concentration and innovation in the music industry is written. In it Peterson and
Berger hypothesise that increased concentration would result in a less innovative
environment, measuring market concentration by the number of firms
penetrating the weekly top 10 single charts using chart information from
Billboard and calculating the share of the top four firms (now referred to as the
majors) of the market (defined as the top 10 single sales). In the period they
studied (1948-1973) the market concentration ranges form 89% down to 25%.
They then divide the period into five sub-periods and argue that the data give a
cyclical account of periods of great concentration followed by bursts of

innovation when more labels are able to penetrate the top 10 list.

Although the data end before a full cycle can be seen they argue that the burst of
innovation will again result in increased concentration as the industry again
seeks to organise more efficiently with more control over the production of the

music and its distribution.
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Lopes (1992) takes up the thread where Peterson and Berger (1975) leave off,
studying the period 1968-1990 and goes on to show that in spite of the
predictions of Peterson and Berger that there will be cycles in the market
between concentration and diversity, the market seems to have stabilised. With
the majors’ strong position on the market, diversity has been secured through
what Lopes calls ‘open systems’, where the majors use independent labels as a
source of innovation. This open system approach could possibly support the
findings of Alexander (1996) which indicated that innovation in this market

indeed is highest when concentration is neither very high nor very low.

Dowd (2004) offers a historical outline of the period under study in the above
papers (1948-1990) discussing how the conservative attitude of the majors led
them to ignore rock and roll in its early years. History does, however, prove that
rock is here to stay and in spite of the closed doors it met with by the majors it
found its way onto the market. His claim is that by learning from this experience
the majors have adopted a less conservative Artist and repertoire (A&R) strategy
as shown by Lopes (1992). This new A&R strategy is, for example, implemented
through decentralised production with subsidiary labels and a broader range of

production (Dowd, 2004).

This open system approach to innovation is in many ways similar to the
entrepreneurial strategies in dealing with the turbulent market environment in
the music industry, as they were described in an earlier paper by Peterson and
Berger (1971). There they list three main strategies involving, first, separating
the A&R activities from other segments of the organisation thereby minimising
the influence of inertia of a big firm on the A&R function. Secondly, the
entrepreneurial role is limited to a group of specialist A&R personnel who,
thirdly, have limited financial control. Thus no single A&R person makes all the
entrepreneurial decisions although management of the organisation still holds
the financial control. This could be interpreted as an argument for S2. Where,
through divisionalisation, the A&R function of the record label is relived from the
pressure of the commercial logic in order to be more creative /innovative.
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One could argue that the concept of innovation is ambiguous for the music
industry as it is generally believed to be bursting at the seams with artists
wanting to promote their music. Still, not all of that music entails innovation. In
the papers discussed above innovation is related to diversity, or to music that
breaks the pattern of the music already in the charts. This is in line with Becker’s
(1984) definition of an artistic innovation as a departure from existing
convention. In the music industry this would be equivalent to a new genre such as
rock and roll. This understanding of innovation refers to the content of the
production, and is, as such, related more to the artist composing the song, than to
the organisation recording and marketing it. Castafier and Campos (2002) do,
however, point out that there is also considerable risk in adopting and putting

artistic inventions onto the market.

Based on this they argue that diversity of funding is positively related to artistic
innovation, referring to non-profit production of art. This proposition could also
be an explanation of Alexander’s (1996) findings that innovation was greatest at
the time of neither high, nor low concentration, but rather when there was a
diversity of organisations (both large and small) to which artists can take their
inventions (the music) to be produced and marketed. This could be interpreted as
an argument for S3 where there are companies operating within the field based
on both logics and thus offering alternatives, to both those that value the artistic

and the commercial aspects, of recorded music.

Related to the above treatment of innovation and concentration is Anand and
Peterson’s (2000) description of duality in field structure. They produce a list of
the three following ways that creative industries are structured:

Many small competing firms producing a diversity of
products. (dominance of the artistic logic)3

3 Note in brackets added by the author of the thesis.
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A few vertically integrated oligarchic firms that mass produce
a few standardized products. (dominance of the commercial
logic).

A more open system of oligarchy composed of niche-market-
targeted division plus many small speciality service and
market development firms where the former produce the
most lucrative products and the latter produce the most
innovative (Peterson & Anand, 2004). (co-existence of the
logics).

The third organisational form, Peterson and Anand argue, is the current one but
all three have at some stage been present and the music industry moved between
them. Others have argued that the industry, in spite of Peterson and Berger’s
claim that it will move back to the second form, has been stable in the third phase
(Lopes, 1992). If this is the case, it could be argued that the two previous
organisations of the industry were steps on the way towards equilibrium where

the two found a balance.

3.3.2 VALUE CREATION

The stable division between the majors and indies might be a result of the
division being the most economically efficient organisation of music production.
One way to study whether this holds true would be to use the tools of transaction
cost economics (TCE). Yet Gander and Rieple (2004) argue that the
recommendation of TCE would be to face the uncertainty of the rapid innovation
process by buying or merging with the indies, incorporating product sourcing and
development activities into the firm. This recommendation did, however, not
match the data they collected on collaboration between firms in the industry. Of
the 105 major/indie inter-organisational agreements they found during the
period of 1993-1999, there were only 31 acquisitions, the other 74 being
contractual agreements of some form. The reason they suggest that the

contractual agreement is chosen rather than the merger, in spite of what they
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argue would be TCE recommendations, is to be found in the nature of the value
creation in the industry. Indies have an advantage of some kind, making them
better equipped for dealing with the initial stages, identifying new talent, and
initiating new musical movements; variables that TCE is not able to capture. TCE
does thus not seem to fully explain why the distinction between the two groups
continues to exist in such a stable way and does not fall into the expected
movement between concentration and innovation that Peterson and Berger
(1975) predicted. As this would be facilitated by a burst of mergers following a
burst in innovation as the small and bigger labels sought to exploit the

innovations.

Gander and Rieple’s (2004) conclusion is that there is a quality to the production
of music which TCE is unable to capture - the wish to remain small and to
emphasise artistic creation rather than the exploitation of art. Thus indicating
that the division is a function of the two logics the commercial and the artistic.
The weakness of Gander and Rieple’s argument is that they assume that asset
specificity of the independent labels is their ability to sign artists based on their
artistic credibility. Yet with the artists able to move from one label to another
there is nothing stopping an artist from moving to a major later with his sights set
on the high sales majors are able to produce. The asset specificity would in this
case be to be able to retain an artist as his reputation grows. And in this the indies
would be expected to become more like the majors and/or merge with them. Yet
this does not seem to be the case with the increasing divide between the two
sides (see figure 6, p. 56) and fewer than expected mergers (Gander et al., 2004).
TCE does thus not seem to be able to explain the division and lack of movement
between the sides. There seem to be other aspects than lowering transaction cost

created by the asset specificities.

If profit was the only aim of all firms, they should all strive to organise in such a
way as to be able to take advantage of the economies of scale, e.g. with a merger.
In this respect the size of the majors give them economies of scale in the
distribution side of music production, giving them access to the best space in
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retail and the financial ability to secure air time, which, with increasing
decentralisation of media, is getting more expensive. These economies of scale
seem to be necessary to have the funds to create superstars and, thus, an

important part of making profit from music production.

The profit seeking label strives to produce music that sells, mostly by producing
music similar to the music already selling (according to the charts). Their
emphasis is on those that they believe to be capable of becoming international
stars and the already existing back catalogue (Power & Hallencrautz, 2003).
Further, the emphasis is strongly on distribution and marketing, creating stars

and hits.

Wanting to become ‘mini-majors’, i.e. to organise work in the same way as the
majors do, however, does not seem to be the case with (most) independent firms,
as can be seen in their attitude of wanting to produce good music and not to ‘sell
out’. In contrast to the majors, many of the indies seem to have an attitude of ‘art
for the sake of art’ rather than production for the mass market and profit.
Hesmondhalgh (1999) claims that this attitude can be traced back to the punk
years, when the production of music was tied to political opinion and the aim of
music production was, thus, very different from the profit making aim of the

majors.

In this Hesmondhalgh (1999), similarly to Gander and Rieple (2004), emphasises
beliefs about artistic creativity over the more traditional economic explanations
referring to market conditions. Hesmondhalgh (1998) further found that the
politics of anonymity in dance music have lead to a different organisational
structure from the profit maximising aim of the majors. Similarly, Clark (2004)
has shown that the belief that decentralisation and democracy facilitate creativity

has lead to an organisational structure less rigid than that of the majors.

Based on the above review, the literature on organisation in the recorded music
industry has mostly focused on the division of the field indicating that this
division might not be fully explained based on the commercial aspects of the
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production. This supports the need to understand the conflict between the two
logics, the artistic and the commerecial, to be able to understand the organisation
of the field. Yet very few of the studies of the music industry look at how decision
makers deal with this conflict between art and commerce and how they organise
the work process in their companies. That is, how decision makers might take the

artistic creativity into account in organising a for profit business.
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4 SELECTION OF THE EMPIRICAL FIELD

The recorded music industry has been undergoing some changes. In the last few
years the vinyl record has long been replaced by the CD which is currently losing
out to downloading®*. Yet the music is still in a recorded form and it is the
organisation of the finding, recording, distribution and marketing of the recorded
music, which is the focus of the research and the reference to recorded music
industry thus referring to the recorded form of the music when it is sold, not the

platform.

The process from finding to selling music is usually organised by firms referred to
as music labels or record companies. The difference between the two, being that a
record company can have more than one label. In the present work the field of
study is defined as the recorded music industry framing the research around the

labels and how they organise finding, recording and selling music.

The selection of the record company as the organisations studied is based on the
central roles record companies have in between the artist and the market, where
it is the role of the record company to sell music (artistic logic) in order to make
profit (commercial logic) for both the artist and the company. The record
company is thus believed to be where the artist or commerecial logics are most

likely to be in conflict.

Until now any reference to ‘the music industry’ or the ‘recorded music industry’
has been very general, referring to one united industry. At the same time it is not
very accurate to talk about one international industry as it differs in many aspects
from country to country. One could possibly argue that in what is generally
referred to as the western world there is one music industry, while much of the
rest of the world does not share many of the established rules of ‘the’ music

industry. Intellectual property rights (IPR) are for example largely ignored in

4 Although the Vinyl is making somewhat of a comeback with the growing digital sales (BPI 2007)
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China where pirate copies dominate the retail market (The News, 2007). Yet even
if we limit ‘the music industry’ to the western world there are still slight

differences between countries e.g. in the way that royalties are collected.

The UK music industry was chosen as a case for the research part of this thesis.
This decision was grounded in the knowledge that it is the third largest in the
world and has established more internationally successful artists than most of the
other national industries, apart from the US. Based on this the UK industry should
at least contain most (if not all) elements of the international (or western) music
industry. Still, even if limited to the UK, the term ‘the music industry’ is very
broad and includes more structural aspects than we immediately think of when
listening to music. Writing, performing, and producing music all include creation
of intellectual property which needs to be managed, thus, making the industry
very complicated legally. The calculations of these rights are further not the same
in the various countries the music is sold to, nor for all platforms, making the

export of music from one geographic location to another very complex.

In a guide book on the music industry the Association of Independent Music
(AIM) provides an overview of the industry taking into account all aspects from
the artistic talent to the audience (AIM & Wilder Sapte, 2001). For the present
purpose, the focus will be on recordings and sales of recorded music as indicated

by the frame on figure 3.

The field of study in the thesis could thus be defined as the commercial
production of recorded music. The reference to ‘commercial’ means for profit
production of music, thus excluding publicly supported production, promoted for
its cultural importance. By ‘recorded’ the definition is limited to the part of the
industry which records music and sells, thus excluding the live performances
which are still an important part of making the music industry a viable career

track for many artistsS.

5 Throughout the thesis the term ‘the artist’ in singular will be used to represent any ‘act’, be it a band or a
singer or a songwriter.
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THE MUSIC INDUSTRY - HOW IT WORKS
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FIGURE 3 - THE MUSIC INDUSTRY - HOW IT WORKS (AIM & WILDER SAPTE, 2001)
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Information about market shareé by record company in the UK is available
unbroken from 19837 and are here used as an indicator of the relative size of the
record companies. Using this as an indication as to the relations of market
dominance thus a company with 8% market share is assumed to be more
influential in the market than a company with around 1% (even if 1% is still a
fairly large independent company). The market share statistics of the field of
recorded music industry are taken from the BPI yearbooks assuming that their

market share information is a reliable description of the industry.

4.1 THE UK MUSIC INDUSTRY IN FIGURES

A report from Creative and cultural skills (2007) shows that the creative and
cultural industries are of importance in the UK with the creative industries
making up 3,7% of the UK total Gross Value Added (GVA) in 20048. In the
GVA/employee ratio the music industry® had the second (to advertising) highest
rating, £40,780 compared to the cultural and creative sector average of £34,940.
Of all the cultural and creative sectors the music industry is the only one where
employment has been going down. This corresponds to the falling total sales of
music in the world, claimed to be a result of increased illegal file sharing and

digital sales not making up for the drop in physical sales (IFPI, 2007).

The music industry still employs 95,010 people and is the third largest of the
cultural and creative industries or 17.5% of the cultural creative industries in
general (arts being the biggest with 34.4% and design second with 33.3%). Out of

these 47% are self employed, which is much higher than the national average of

6 The market share by album sales where used as some of the smaller labels do not participate in the
singles game.

7 The data from before 1983 were collected in a slightly different way, and will thus not be used in the
current work. The same or similar data are not available for any of the other major music markets.

8 All the following figures refer to 2004 and are taken from the report Footprint complied by Creative and
Cultural Skills.

9 Here the music industry is referred to in a broader sense, including all aspects of figure 3.
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12%. Those who work in the industry are predominantly white (95.5%) male
(69%) and over a quarter under 30 years of age, making it a very young work

force.

As indicated by the high percentage of self employment, the music industry is
dominated by small firms. With 77.8% of the businesses in the industry
employing fewer than five people (although this is slightly lower than the creative
cultural sector average of 84.7%) 13.2% have 5-9 employees, 5.2% employ 10-19,

leaving only 3.8% with more than 20 employees.

The same is reflected in turnover figures, although the average turnover of firms
in the music industry seems to be slightly higher than in the cultural and creative
sector in general. Two-thirds (66.6%) of the firms have turnover of less than

£250,000.

From these figures it is clear that this is an industry of small firms with only a
handful of very large firms. The figures presented above cover all of the music
industry in the UK. For the present purpose the focus is however on the record
companies. Defining the field of study as the recording part of the music industry,
more specifically referred to as the recorded music industry, excludes other
aspects of the industry. Looking at the market share figures for the recorded
music industry it is clear that there is a distinction between small record
companies (under 4% market share) and the larger international conglomerates
and within the last few years there has not been any movement from the smaller

group to the larger one.

If we, however, look further back we see that this picture has in the past not been
as clear as it is today. Yet even in the period from 1983 there are only two ‘indie’
labels which break the 4% market share barrier, Telstar and Virgin. Most labels in
the market remain with a market share under 3%; the majority of these have

under 1% market share, as can be seen in figure 4.
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FIGURE 4 - TOP 40 RECORD COMPANIES’ MARKET SHARE (SOURCE BPI YEARBOOKS)

If we look at the market share of the record companies by album sales in the UK it
is clear that no firms having market share between four and 10% is a relatively

new phenomenon, reaching back only to around the turn of the century. Although
even before that time the middle ground was not highly populated, in comparison

with the smaller organisations.

The next figure 5 takes a closer look at those who break the 4% market share
mark (Telstar and Virgin) and close in on and even surpass the market share of
the majors. As indicated by figure 4 there are in all six majors listed and
indications of name changes prior to the period studied. This shows how the
landscape has changed through mergers in the period up to the Sony-BMG
merger. The most visible merger in the period is between Universal and

Polygram, where Universal, with only 4.5% of the UK market, took over Polygram

10 The period 1983-2003 is chosen as it gives the most accurate representation of the market. A change in
the mode of compiling market share data makes it hard to compare the numbers form before 1983 with
later years, and numbers from 2004-2006 although available are confusing due to a ‘half merger of the
figures for Sony BMG. The data for these years do, however, support the division between the big and
small with the gap widening if anything.
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with its 21.3% in 1989, thus showing that mergers are by no means impossible in
the industry. This establishes a growth path for independents, if growing market

share was on their agenda.

Market share firms that break 4%
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FIGURE 5 - FIRMS THAT BREAK 4% MARKET SHARE 1983-2003 (SOURCE BPI YEARBOOKS)

Taking a closer look at those who by some mean reached up from the lower
market share levels there are three incidents of this. Looking at Universal
acquiring Polygram Group, this is not a case of a local firm growing to become the
dominant firm as it might at first seem, but a case of an international firm, that
although small in the local market was big internationally, taking over another

multinational label in crisis (Bakker, 2003).

Telstar started out its life as a compilation label but later moved into signing
artists, a move that proved fatal as they went bankrupt in 2004. The label was
very closely connected to BMG (The Sunday Times, 1999) and based on
ownership it might have qualified as an indie according to the definition of AIM

(with less than 5% of the world market share and at least 50% own equity), yet
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with the close collaboration with BMG it would be questionable if the record

company would have felt a reason to belong to an indie association.

Virgin was founded by Richard Branson out of his established music retail chain
and grew to an impressive 7.5% of the UK market. At the same time the Virgin
Group was growing and what started as a small UK music mail order became an
international business with other interests than production of music and finally,
selling the UK record label off to fund other activities within the group (Branson,

2004).

From the two cases, Telstar and Virgin, it is clear that it is economically possible
to cross the 4% market share barrier, but even if this is possible there is not much

movement from one side to the other.
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FIGURE 6 - GAP IN MARKET SHARE BETWEEN THE BIGGEST INDIE AND SMALLEST MAJOR (SOURCE BPI
YEARBOOKS)

Figure 6 shows the gap in market share between the largest indie!! and the

smallest majors. With a simple t-test, the gap between the smallest major and the

11 Here indie only refers to the smallness, less than 5% market share as there is no way to know about
ownership based on the market share data.
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biggest indie, excluding Virgin and Telstar, can be proven to be positive at 1%
significance level. Indicating that the indies stay small and the majors continue to

have high market share.

This happens at the same time as the market share of the independents has been
shrinking as figure 7shows, although it can be argued that the market share has
been stable in the last four or five years. In this time the indies have had about
20% of the market and the gap between the largest indie and the smallest major

has been around nine percentage points.
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FIGURE 7 - TOTAL MARKET SHARE OF THE INDEPENDENTS (SOURCE BPI YEARBOOKS)

In light of these figures the question still remains as to why the divide between
the two groups seems to be becoming bigger in spite of changes which
economically should make it easier to cross over the 4% market share barrier, as
digital distribution is cheaper than physical distribution eliminating the

economics of scale the majors have had.
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4.1.1 DIGITAL DISTRIBUTION

The music industry has been anticipating the move from physical CDs to a
dominance of online distribution of music for years. This started happening
through illegal file sharing towards the end of the last century. The music
industry was, however, late in adopting the new platform and it was not until
2006 that online sales of digital music files really took off in the UK. The digital
sales share was biggest in singles. In 2006, 64% of all singles sales where digital
(Talbot, 2007), and at some level the digital sales could be said to have saved the
single format which, although traditionally strong in the UK, was on its way out.
The digital sales trend, however, reversed the decline of the single. Online
consumers tend to buy a single song rather than the whole album. This is
reflected in the digital sales of albums, which are only 1.6% of total album sales
(Talbot, 2007). The difference in the online and physical sales of music further
means that, even if digital sales are beginning to catch up, it is still not enough to
make up for the declining record sales (IFPI, 2007). This is true even if the UK
stays ahead of the curve of the digital sales, starting to make up for what is being

lost in physical sales (BPI, 2007).

The move to digital sales has led to some structural changes; in particular of how
best sales charts are put together2. This was done because an online single is
available much longer than the physical single, leading to older songs finding
their way onto the singles charts and even making it onto the chart although a
physical single has not been released (Williams, 2007). Yet, in spite of claims that
majors cannot sustain their spending with the smaller online margin and that the
time of the indies has arrived, there does not seem to be any sign of a larger
structural change in the industry. To quote the concluding words of the editor of

Music Week on the recorded music market in 2006:

... it was a year in which the majors - most particular
Universal and Sony BMG - dominated like never before. Given

12 Traditionally a single was not eligible for the single chart after the physical copy was pulled out of sales
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the size and domination of these two “super” Majors the rest
of the industry will really have its work cut out in 2007 trying
to play catch-up. (Cardew, 2007)

In the UK market the division between the two sides is, if anything, stronger than
it was in the previous years (see chapter 2.2). This is very clear if we look at the

last quarter of 2006 when the market share by record company, the five biggest,

was:
e Universal 37%
e Sony BMG 24.8%
e EMI 16.2%
e Warner 9%
e Ministry of Sound 1.7%13

On the official downloading charts (for both singles and albums) the indies were
almost nonexistent, which Martin Talbot, former editor of Music Week, concludes
“appears to confirm the concerns that independents face an even tougher task

making an impact in the digital arena” (Talbot, 2007)

In light of the technological changes in the period under discussion, and the
further changes these have generated, it is remarkable that there have not been
drastic changes in the way the recorded music industry is organised. This does
indicate that the division, based on the two logics is quite stable and not even a

technical jolt to the field seems to change the division.

4.2 PROCESS OF RECORDED MUSIC

Building on the central focus of the record company in the definition of the field
of the research, the listing of the important actors in this process and the forms of

their relationships within the field will be discussed from the point of view of the

13 Source Music Week
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label, starting with the relation to the artist and moving onwards towards the end

point of selling the music to the customer.

4.2.1 ARTIST AND LABELS

The relationship between the artist and label is possibly the most discussed
relationship within the music industry. Labels, especially the bigger ones, are
alleged to sacrifice the relationship on the altar of money, making ‘rotten’ deals
and generally ‘abusing’ their artists. This view may be partly valid if we trust
accounts such as Hit men and powerbrokers (Dannen, 2002). “Back in those days”,
admits Doherty [CEO of Sony BMG] “the record company was the enemy”
(Williams, 2006). Yet, it should be obvious that in the long run mutual respect
between the artist and label is in the best (financial) interest of the labels. As
described by Doherty in an interview in Music Week. “Executives wouldn’t have a
job if it weren’t for the artists and, unfortunately, there are too many executives

who forget that” (Williams, 2006).

The main responsibility of communication between the artist and label is in the
hands of the artists and repertoire (A&R) manager. The A&R people are
responsible for finding and maintaining the relationship with the artists signed to
the label. This relationship can be said to start on many different levels. The artist
might have been discovered through a demo tape sent to the label, although this
allegedly rarely happens, given the vast numbers of demo tapes the labels tend to
receive. A more common way is that a band is brought to the attention of the A&R
manager by an A&R scout, a music lawyer, or some other industry insider. When
a band has been brought to the attention of an A&R manager the next step is to
assess it and, if the conclusion is favourable, to start negotiations with the artist.
How advanced in the production of their music the artists are when approached
by a label differs, ranging from the label gathering talented individuals together

to form a band, or to embark on a solo career performing music written by a third
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party, to the most familiar version of this story, where the artist has the music,
which he/she then is looking to have produced and recorded at a recording
company according to a deal he/she has secured. With the technical advances in
recording, reducing the cost of recording, artists increasingly have an almost
ready made record at the start of negotiations with a label. In some cases the
artist even has gained some following through “gigging” or online, e.g. on

myspace.com.

By performing a greater part of the production process themselves, the artists
gain increased control over the artistic process. Thus they are able to plan the
record and recording according to their own liking, without the influence that the
labels would, in some cases, like to have over the ‘marketability’ of the end

product.

But artists do not have to wait around for a label to come along, they can them
self’s start a label around their own production. This is the origin of many of the
independent labels which also eventually sign other artists. These labels mostly
start out as very small, only producing one or two artists out of the bedroom of a
band member or a friend of the band, and are sometimes called “cottage labels”,

referring to the concept of ‘home’ production.

4.2.2 PRODUCTION AND MANUFACTURING

Production and manufacturing refers to the tasks following the recording of an
album. The recordings are mastered and the physical products, such as CD’s
and/or DVD’s, produced and the metadata (e.g. song information) for the digital
music made available to distributors. The visual promotion for the album is
designed and printed for the physical production. Here the majors have enjoyed
economies of scale were in light of the incredible volume of their production they
have been able to make very favourable production deals minimising the physical

production costs. These economies of scale should, however, become of less

61



importance with the move to the online world, where costly physical production

is less of an issue.

Where the art work (design of the visual part of the album) is done varies.
Increasingly the artists have a clear idea as to how the look should be and
sometimes produce the bulk of the look themselves or are in direct contact with
the artist that does so. They then give the raw material to a designer, either
working fulltime or as a freelancer for the record company. But the label’s role
can also be greater in this process. Dealing with the art work of the record, the
line between manufacturing and marketing gets a little blurred and the process
does indeed require collaboration between the manufacturing and packaging

departments and the marketing department.

In addition to packaging music videos are an important part of selling music and
the decision as to which songs on the album should be supported with a video
and what the video should look like further brings in the A&R department in to

the production process.

4.2.3 LABELS AND DISTRIBUTORS

Once the record is produced and manufactured the label needs to find a way to
distribute it to the market. Traditionally, music has been sold through specialised
music retailers who have a wide selection of music and staff knowledgeable about
music, as well as through shops that are more generic and only stock a small

portion of the music produced, most often the top sellers.

With the emergence of online distribution of music this part of the distribution
chain is currently under reorganisation, although the full effects are not yet
visible. This shift to digital distribution is not a primary focus of the thesis
although a change on this scale to the industry could hardly be left out

completely.
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Some of the same marketing principles still apply in both the on- and offline
world. The label still has to make the decisions whether to handle the distribution
itself or to hire an independent distributor. There the distinction between the
majors and the indies becomes clear. The majors have internalised the
distribution while the indies, being much smaller, seldom have the economies of
scale to handle distribution and thus outsource it to independent distributors or

one of the majors.

The role of the distributor is to get the physical product to the retailers and to
negotiate a place for the title in the store - a highly important task with the
limited shelf-space in the offline world. In the online world the economies of scale
seem to be of less importance as the physical activity of the distribution (driving
CDs around to retailers nationwide) does not exist. In this case the distributors
have found a new function in the handling of the metadata necessary for the
online retailers, a task the indies, according to AIM’s chairman, “have been
notoriously bad at”. Further, the task of negotiating shelf-space is still important
in the online world as even if shelf-space by definition only seems to be limited to
the size of the server at the backend, on the customer end it is limited to the
screen size and any form of promotion on the start screen consequently becomes
incredibly important. It is not enough to simply make the music available; the
consumers need to know about it. This is why most of the labels also put an effort
into marketing, plugging and promoting the music through all means, both in
stores (on and offline) as well as into media and clubs. In fact, when the music is
only made available without any promotion, this is referred to as ‘shelving,’ a fate
almost worse than termination of the contract as the artist cannot take his/her
music elsewhere while on a shelve in at least one shop under a contract with a

record company.
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4.2.4 MARKETING AND SALES

Music is advertised in much the same way as other products; by TV, posters and
magazine ads and in-store promotion material. These are often directly arranged
by the label, but also sometimes in collaboration with the retailers. There are
those that argue that traditional advertising does not work to sell music (unless
as for information about a new release of an already established artist) as
advertising is mostly a visual experience and music is audible. It is, thus, crucial
that the music is played on radio, on music TV as well as in clubs. The task of

getting music into these venues is referred to as “promotion or plugging”.

Like with distribution the question is whether to do the work internally or to
outsource it. Here, the distinction between the majors and indies does not seem
to be as clear cut as with distribution but is rather based on the kind of music in
question and/or the wishes of the artist. The pluggers are divided not only by
genres of music, but further by where they plug. Individuals and firms that plug
and promote specialise in national or regional, TV or radio and there are even
those that only do clubs and student facilities; getting the music into play where
the target group is.

The importance of the essentially ‘free’ airtime has in the past led to various
systems that, in short, allow the bigger firms (the majors) to ‘buy’ into what
should by definition be free. The earliest of these was referred to as ‘payola’ a

well established system deemed illegal in the US.

4.2.5 MUSIC PUBLISHERS

Music publishing is an important aspect of the music industry, its role being in the
management of royalty and copyright of the songwriter (rather than the
performer). With the uncertainty around the new platform of downloading,

copyright management will most likely be of increased importance in the future.
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The role of the publisher is in many ways parallel to that of the label, without the
structural tensions that colour the relationship between those dependent upon
each other in the production line of music!* and will thus not be given much

attention in the thesis.

4.2.6 INTERNATIONAL SALES

Most of the record companies are local; only the four majors being truly
multinational with offices in most markets. The global aspects of the music
industry and the possible gain from reaching a bigger market with music already
recorded does mean that most indies seek to distribute their music
internationally. Some of the indies in the UK have offices in one or two other
countries, yet the most common form for international distribution is by
distribution or leasing contracts. The latter seem favoured, yet are harder to
secure. In these a local record company leases the publication for its market,
getting a bigger share of the profit, but also taking more financial responsibility
for the distribution. Leasing contracts are favoured as simple distribution
contracts lead to less support for the album as a distribution contract can be

fulfilled by putting one copy of the record out on the market.

4.2.7 EDUCATION

Although many working in the music industry are not specifically educated for
the job (apart from accountants and lawyers who obviously have to have the
qualifying education) specific courses are offered for those who would like to
work in the industry. These are usually oriented at the management or marketing

sides of the business. The colleges that offer this kind of education usually require

14 The exception to this would be artists who do not write their own music, e.g. boybands who are
dependent on access to music written by others. The decision to select a song or not would, however,
rather be that of the artist and the team around him/her rather than the music publisher.
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from three months up to a year of work experience in the industry. These months
the students work for free. The industry, both indies and majors, relies on interns
as cheap labour, which can at the end of the contract be replaced by a new batch.
The students of course hope that the internship will land them a paid job at the

end of the term.

4.2.8 AWARDS

BRIT AWARDS

BPI hosts the BRIT Awards, BRIT standing for British Recorded Industry Trust.
The BRIT’s are annual awards first given in 1989 when they took over from the
BPI awards, founded in 197715. Wikipedia although not a reliable academic

source gives an idea about public opinion:

Strong music industry sponsorship and involvement mean
that awards are given without much democratic process and,
many suspect, for strongly commercial reasons. These are
awards given by the music industry to the music industry.
Robbie Williams pointed this out accepting an award few
years back. More recently, the awards have more reflected the
taste of the record buying public, with an artist needing to
prove popular and chart topping before they are rewarded.
(Wikipedia, 2007)

MERCURY AWARDS

The Mercury Music Prize is an annual award for the best British or Irish album of
the year. It was established in 1992 by the BPI and BARD (British Association of
Record Dealers) as an alternative to the BRIT awards. The award is generally

believed to help increase sales of the winners.

15 BPI] website www.bpi.co.uk
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In the interview study Alison Wenham, chairman of AIM, drew my attention to
the fact that out of 12 nominees in 2005, 9 were signed with an indie and that 11
out of the 12 had originally been on an independent label, including Coldplay
(now signed with Parlophone, an EMI label). She further claimed “it is also
equally interesting that probably Coldplay will sell more than the other 9

combined”.

4.2.9 INDUSTRY ORGANISATIONS

The industry organisations in the UK market in some aspects reflect the division
of the market. The already mentioned Association of Independent Music (AIM)
was founded as a breakaway from the BPI in 1999 as the BPI was believed not to
serve the best interest of the indies, but rather serve as an organisation only for

the bigger record companies.

BPI

On its website the BPI'¢ describes itself as

... the British record industry's trade association.

Its membership comprises of hundreds of music companies
including all four 'major’ record companies, associate
members such as manufacturers and distributors, and
hundreds of independent music companies representing
literally thousands of labels.

We have represented the interests of British record
companies since being formally incorporated in 1973 when

16 BP] used to stand for British Phonological Institute, but any reference to this has been removed and it
simply uses the acronym as its name.
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our principal aim was to fight the growing problem of music
piracy. 17

From this it cannot be seen that there are in fact two organisations in the
industry. It gives the idea that the BPI is an organisation for the whole industry.
Their work for the industry they say is divided between three main areas,
protection (e.g. against piracy), promotion (e.g. through awards, charts and other
statistics about the UK music industry) and representation and support including
lobbying and communication with media and government. In each of these
aspects it is made thoroughly clear that the BPI not only represents the majors

but hundreds of independent labels also.

AIM

On its website the Association of Independent Music describes itself as:

... anon-profit-making trade organisation for independent
record companies and distributors in the UK

Our job is to help our individual members' businesses, and to
support the needs of the independent sector. 18

This they claim to do through:

Information, Advice, Seminars, Mentoring, Networking, Legal
and Business Affairs guidance, Work Experience Scheme,
Commercial Negotiation, Lobbying and Bargaining, Opening
Access to International Markets. 19

17 From BPI website http://www.bpi.co.uk/
18 From AIM’s webpage www.musicindie.org

19 From AIM’s webpage www.musicindie.org
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Although some of the tasks on the list are the same (lobbying) or similar (legal
affairs) to those of BPI there is still a clear distinction, in that the emphasis is
heavily on education and training. The task seems to be to help members deal
with the complications of the industry, rather than dealing with aspects
confronting the whole industry as is the task of BPI. The objectives of the
organisations thus seem relatively clear, and further the two even work together
in the organisation of the British participation in MIDEM (the annual music

industry meeting in Cannes).
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5 METHOD

Based on the above outline of the field of recorded music in the UK this chapter
describes how the record companies and decision makers interviewed were
selected, how the interviews were conducted and finally how the data was

analysed.

5.1 SELECTION OF CASES

As already indicated the term ‘major’ refers to the (currently) four international
conglomerates, EMI, Sony/BMG, Universal, and Warner, while the ‘indies’ are
those that are independent of the majors. These are much smaller than the majors
and as the cost of entry and exit is low there is a steady stream of firms in and out
of the market (A. ]. Scott, 2000). The division of the field into the two sides, indies
and majors is particularly interesting for the current research, as it is a self
imposed division, based on opposition and independence. Thus indicating the

conflict within the field is ‘resolved’ or stabilised in opposition.

The definition of a major, with reference to the above four international
conglomerates, offers a relatively clear definition for the current division of the
industry, but the question still remains if this division will continue or disappear
as the field matures and or if the ‘majors’ will continue to be the same as they are
today if the division continues to exist. They have not always been four in the
past and have during the work on the thesis seemingly been close to becoming
three with a much discussed merger/takeover between Warner and EMI (Ashton,
2007). The four majors are, however, all international conglomerates, thus
indicating that any record company aspiring to become a major would have to
become an international conglomerate. An independent label, however, is a label
independent of the majors. From the point of view of institutional theory, the
division of the industry in these two sides is interesting as there is almost no
movement from one side to the other, that is the independents stay small and non
corporate and the number of majors has only varied as they have merged with

71



one another. Market share data further indicate that the dominance of the majors
is quite stable, and the independents have rarely made it above the 4% market

share barrier (see chapter 4.1).

Although being independent from the majors is a working ‘label’ for the non-
majors in day-to-day relations, AIM (Association of Independent Music) faced the
problem of defining what distinguished the two groups in order to have a base for
membership in the organisation. The problem was solved with reference to
ownership and market share. An indie has at least 50% own equity and no more

than 5% of the world market share?0,

Based on this the definition of what makes indies and majors is size. Majors are
the ‘big bad’ ones and indies the ‘small underdogs’. Although the distinction is a
structural one in AIM’s definition, the term ‘indie’ also brings with it a lot of
emotional labelling, where the independents are the ones that truly care about
music and are involved in music out of passion. The founding of the indies is most
often traced to the founder finding some incredible artist he?! just had to put out
because it was so great. And because it was such great music it went well and the
label then started putting out more music almost more like an accident than a

plan.

The term indie has further sometimes been used to refer to a musical genre. In
those cases the term becomes rather confusing as the majors have produced
music labelled indie rock, possibly in an attempt to gain from the cool music

image the independents have.

Music Week further provides an ‘indie’ chart in its publication on the same page
as the rock chart, R&B chart, etc. Yet the indie list is compiled differently than the
genre lists. It is not based on the type of music but on the distribution system.

Music in the indie list is distributed by independent distributors, i.e. distributors

20 [nterview with Alison Wenham, CEO of AIM.

21 The founder is in most cases white male.
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that are not owned by any of the majors. The independent distributors distribute

all genres for their clients.

Fonarow, an anthropologist studying British indie music, states the following

about the content of indies:

The indie community’s arguments over membership deal with
the nature of the ownership of musical recordings and their
mode of distribution to a large public, the nature of musical
production practises and their relationship to musical forms,
and the relationship between audience members and the
music. [ consider indie to be precisely this discourse and the
activities that produce and are produced by this discourse, as
well as the artistic productions and community members who
participate in and contribute to this discourse. (Fonarow,
2006, p.26)

From this it cannot be argued that the major/indie division is a clear-cut
black/white distinction. It is partly a socially constructed division based on
opposites where ‘indies’ base their self definition on their opposition to the
majors, the multiple layers in the definition of independence indicating that the
independents are indeed interesting subject of study from the logics perspective.
By focusing the indies and their self claimed definition of independence a better

understanding can be built of the logics in the field of commercial recorded music.

The social construction has built stereotypes of indies and majors, where the
majors play the role of the big bad wolf of commercialisation signing artists and
dropping them (or shelving) at the first sign of non-success. While the indies, on
the other hand, are seen as taking care of and supporting their artists in their
endeavour to create art. They may be a bit disorganised business-wise but that is
only because their emphasis is on the music, not the commercialisation. This
distinction has even been used to dissuade artists that might consider moving

from an indie to a major, as this transfer has been labelled ‘selling out’.

From this outline of the major/indie distinction it is clear that the distinction is an

important one yet can at the same time be understood on different levels. First, in
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terms of ownership and organisation of the company, own equity vs.
shareholders and local vs. global. Second, it can be understood in terms of market
share and it is here where the distinction between the two is clearest. Third, there
is an emotional aspect to the division which is emphasised by the origin of the
label indie as independent from the majors. It is from the third aspect, the
emotional aspect that the division is most interesting from the institutional logics
perspective, but the first two are however the most tangible in dividing the field

into the two groups.

The main emphasis of the research will be on independents or the smaller
companies based on market share, based on their emphasis on defining them
self’s in opposition to the international conglomerates. This opposition is taken to
indicate opposition towards the market/commercial logic represented by
corporate conglomerates. The conflicts between the two logics are thus assumed
to be present within a group defining its entity based on opposition or
independence. There are a few aspects in addition to the aspect discussed above
that make it appropriate to focus on the independents. First the independent
population is bigger in size making interviewee selection easier whereas four
majors will not give a broad perspective The companies are also smaller and
access to decision makers easier and further the size means that decisions (and
thus the logics) of individual decision makers will have more influence on the
organisation and last but not least in defining the independents, market share and
ownership reflect AIM’s definition of independent. The selection of record
companies aimed at finding a varied size of companies and as size often is a
function of age, this was further taken into account. The nine independent record
companies interviewed varied greatly in size and age ranging from individuals
running a label from their bedrooms (cottage labels) to large established

independents with overseas offices.

Ten interviews were conducted with mangers/owners from the nine independent
labels, including an interview with a manager of an overseas office of one of the
independent labels.
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To secure the representativeness of the selection an overview of size and age of
companies within the recorded music industry was created using Fame?22 the
code 2214 (publishing and recordings) and location London. Since creative
industries codes tend to be polluted by companies not involved with creativity
the information from Fame was compared to the list of record companies given in
the Music Week Directory 2005. Based on this sample the average age for a
record company in code 2214 was 12.5 years. The average age of the record
companies interviewed was 10.8 years or slightly lower. However, taking into
account that the new and still very small labels are not yet registered in the

database, this was to be expected.

The independents contacted were found either by randomly selecting and cold
calling companies listed in the Music Week directory or snowballing based on
recommendations from those interviewed as well as industry contacts. The
decision to contact an overseas office of one of the indies was made based on the

international air of the majors, which the independents define them self’s against.

While the interviews with independents were conducted it became increasingly
clear that some information of what the indies considered themselves
independent from was necessary to validate the statements of independence
from the majors. All of the four majors where thus contacted but only one granted
interviews. Apart from interviews with record label representatives interviews
were conducted with individuals representing alternative functions within the
field, such as representing industry organisations and artist management. These
interviews were used as confirmation that the information given in the label

interviews was a plausible account of the way the industry works.

22 database of registered firms in the UK with key financial figures were available, see

www.bvdep.com/FAME.html
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5.2 DATA SOURCE

Contact was made with managing directors of the independent labels and if
managing directors were not available, divisional manager or other individuals in
the position to make decisions about the organisation of the work process. This
was based upon the idea that those with decision making power would be the
ones having to make the decision to follow one logic over and above the other and

thus most likely to feel the conflict between the two.

In booking interviews with the majors, the selection of individuals interviewed
was made by a human resource (HR) manager and following the three first
interviews with individuals in sales, marketing and A&R the decision was made to

speak to the HR manager as well.

Apart from the record companies, interviews were conducted with four
individuals, which had all worked as artist managers. Contacting the managers
was important as they most often handle the contact with the label on behalf of
the artists and would thus have an outside view of how the decision makers
handle the conflicting logics as well as them self’s being in the position of making
a living form selling art for profit. All four further had experience of label work,

three had worked for record companies, and one ran a cottage label for an artist.

Three of the four individuals had left the recorded music industry for various
reasons. This was deemed important as they might be in the position of giving not
only the ideal or utopian aspects of one of the often conflicting logics, but also the

less ideal aspects of them.

Further three industry organisations interviews were conducted, first with the
chairperson of AIM, second with a manager at a distribution company and a third

industry organisation which will not be specifically identified.

These interviews were conducted in order to get a further outside view of the

record companies as well as having some information as to compare the record
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label interviews with and thus increase the likelihood that the interview data was

both relevant and reliable.
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Labels
A A&R X
A Sales X X X
A Marketing X X
A HRM X
B X
C UK X X
C overseas X X X
D X X X X
E X X
F X X
G X X X
H X X X
1 X
J X X
Individuals
1 X X
2 X X
3 X X X X X
4 X X
Organisation
AIM X X X
Distribution X
Other

TABLE 1 OVERVIEW OF INTERVIEWS

In the table below the interviews are listed along with their work experience. The
information about the work experience is presented as to show that the
individuals interviewed represent a wide variety of experiences within the
industry and have not only dealt with the conflicting logics from the point of view
of the label or artist management - but further often been on both sides, the

major and indie as well as having art experience them self’s.

23 Music participation covers everything from actively playing music and DJing to helping friends with

sending out Demo tapes.

77



In the table the labels are represented with letters from A to ]. Where A represent
the major B to G the larger established independents in random order while H to ]

are smaller labels.

Further the analysis conducted of the industry makes use of secondary data
sources. Most notable is the industry publication Music Week as well as industry
data from various industry organizations, the most important ones BPI and IFP],

provide market share data for the UK (BPI) and the world (IFPI).

Apart from the interview data, the thesis further relies on written documentation
of the industry. These ranged from guidelines to the industry produced by AIM
(AIM & Wilder Sapte, 2001) and All you Need to Know About the Music Business
(Passman, 2000) to biographies e.g. John Peel’s biography Margrave of the
Marshes (Ravenscroft & Peel, 2005) and Richard Branson’s Loosing my Virginity
(Branson, 2004). Last but not least in this category is the anthropological study
conducted by Wendy Fonarow in 1997-8 on the British Indie scene and published
in a book Empire of Dirt — Aesthetics and rituals of British Indie Music (Fonarow,
2006). The biographies and accounts of the music industry give important
insights into the ethos of the field. The experience noteworthy?* participants in

the field have of it.

5.3 DATA COLLECTION

Data on the recorded music industry was gathered through semi structured
interviews. The interviews were semi-structured (Kvale, 1996), in that they
focused around a set of predefined themes. These were:

e The background of the interviewee.

e A&R (artists and repertoire) and non artistic recruitment.
e Production, recording, mastering, packaging etc.

24 Noteworthy here refers to the fact that their accomplishments in the industry have been deemed

worthy of the biography.
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e Promotion, sales and marketing.25

The themes where put forward in anticipation of the analysis (Rubin & Rubin,
2005). The first one with the dual function of getting the interviewee talking and
building trust as well as getting an insight into what it was they value about the
industry (Rubin & Rubin, 2005). The next theme was originally intended only
looking at the artistic aspect of the process but as the interviews progressed it
was clear that valuable information about preferences of the interviewee could be

gained by asking about non artistic recruitment which was then added to the list.

The last two themes refer to the aspect Caves (2000) would refer to as ‘humdrum’
that is the commercial/non artistic aspects of the process of putting out records.
The last two are divided into two rather than one for practical reasons as for the
researcher not to forget the many ‘humdrum’ steps of the process. The
production, recording, mastering and packaging did however prove much less
insightful than the information about the A&R and marketing and sales and the

analysis thus focuses on these two.

The first version of the interview guide was tested in two pilot interviews in
Iceland. Although very different in size from the music industry in the UK, prior
knowledge of the industry and ease of access to labels made it an ideal place to
test the interview guide. The two interviews conducted proved to be very
different from one another and valuable sources of information. The main results
of the test showed that more direct questions about structure were needed. The
emphasis in the main interviews was thus on descriptions of work processes,
using probing to uncover the ideas or assumptions as to the organisation of these

processes.

The focus on the work processes is in line with the emphasis in the present

literature in institutional theory on the micro processes of institutionalisation. By

25 Full interview guide can be seen in appendix B
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focusing on work processes, the idea is that the data can be used both to establish
the existence of institutional logics as well as through a reconstruction of the
process descriptions hypothesise about the effect the actions have on

organisational structure.

The process questions were believed to be a more accurate source of information
about beliefs than asking directly into beliefs. Direct questions about opinions
and believes could lead to a misrepresentation as the interviewee strives to
impress the researcher and give of a good impression (Warren & Karner, 2009).
Although in the present work, it might not be of a disadvantage to establish what
the good/legitimate light is, as this would give important information about the
logic followed, and based on this the danger of asking directly about beliefs thus

possibly less than in other research.

Further supporting the emphasis on processes, beliefs are thought to influence
the strategies and actions of individuals and thus the best focus of a study aimed
at unveiling the underlying beliefs of individual decision makers and how this
influences their actions (Barley & Kunda, 2001). This can be done with
participation observation, following individuals as they go about their business.
But due to the limited timeframe of the research (the bulk of the data had to be
gathered in the autumn term 2005) this was not an option. Interviews outlining

work processes, was thus the second and more feasible option.

Still a limited amount of participation observations were conducted during two
visits to MIDEM (the biggest trade fair in the music industry held in Cannes every
year), as well as through informal communication with industry people
throughout the process of working on the thesis (e.g. two industry conferences

held in relation to the Iceland Airwaves).

The research was conducted with an informed consent of the subjects who were

further more promised anonymity, their names titles and company not
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revealed?é. It is in the keeping with the promise of anonymity that the companies

have been concealed with a letter and limited information given about their size.

With the exception of the interviews with the artist managers and smallest labels
run from the owners’ homes or small office complex without meeting facilities the
interviews were conducted at the record company. This as well as the anonymity
was done to provide a safe environment as well as a truthful picture of the field as
possible. Building a secure environment in which the interviews would give a
truthful account of what he/she believed to be the legitimate way to sign and sell
music. In this a previous qualitative study of the music industry in Iceland helped
to build up trust which characterised all the interviews. The recorded (and later
transcribed??) interviews ranged from 26 minutes (when half an hour was all the
time the interviewee could spare) and up to two hours averaging just under an

hour (51 minute).

5.4 QUALITY OF DATA

In qualitative research there is always the danger of seeing only that which we
look for. This bias is produced both by the researchers own limitations as well as
the interviewees tendency to portray an idealized image which he/she believes
the researcher wants to see. The effort to build trust in the interview settings is
the first step in eliminating the potentiality of this occurrence (Warren & Karner,
2009). The emphasis on work process is not only important in showing the
manifestation of the logics within the field but further because a work process

has a beginning and end and if the whole process is covered in the interview it is

26 The only exception to this is the chairperson of AIM

27 All but two interviews where transcribed, the two not transcribed where left out due to recording
quality issues, in one case the recording was completely inaudible (H) this was discovered very early and
an account of the interview taped up right away. In the second case the recording was almost inaudible
due to a combination of environmental sounds and the way the interviewee spoke. The content of this
interview was typed up as accurately as possible content wise (J).
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less likely that the interview will focus only on parts which might leave the

impression that one rather than two logics are manifest in the process.

If trust is in place, as well as coverage of the full process the aspect of idealisation
is however less of a problem in this particular research setting, as it is the
idealisation of the logic that is the focus of the attention. This means that even if
the account of the work process is an idealised one, rather than a true
description, the idealised account would indicate the legitimate organisation

within the field.

Another bias in qualitative research can come from the selection of interviewees
or venues for participation research. It will be argued here that the mixed
methods in selecting the record labels, as well as how close the average age of the
labels selected and the labels listed in FAME indicates that the selection is valid.
The role of the interviewer in qualitative research is of incredible importance, as
the tendency is that the interviewee in the interview situation tries to impress the
researcher. It is therefore important not to lead the interview yet at the same
time being able to ask follow up questions on relevant issues (Rubin & Rubin,
2005). This is a hard balance to find, and in finding it I relied much upon previous
training in conducting qualitative interviews under the guidance of trained

interviewers.

The third way in which the validity of research can be compromised is the
analysis of the data and presentation of findings. One effort to minimize this has
been the transcription of the key interview material; reading a transcript of the
screen or in printout makes for a more accurate method of analysis than
depending on memory (Rubin & Rubin, 2005). To establish that my fundamental
understanding of the industry is truthful, an industry contact has reviewed the

description of the industry (chapter 4.2) and deemed it accurate.
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Comparing the findings to other research on the recorded music industry,
conducted in different context, further increases the validity of the findings. This
has been done with academic publications on previous research as well as more
informal information, industry guidelines, biographies of prominent individuals
in the industry and news reports of the industry. With these three sources, my
own field work, other academic studies as well as industry related publications
providing compatible information, the findings of the thesis are made more

robust.

5.5 ANALYSIS OF DATA

The data was analysed through a careful reading of the interview data and coded
first according to the steps in the work process and then by the emphasis on the
artistic goal or the commercial one. The coding thus shows accounts linked to
either the artistic or commercial logic. From the coding it is, however, clear that
many of the statements are not truly black and white that is only take the artistic
elements or the commercial elements into account. That is, when talking about
their work in the field individuals refer to both logics in their statements but one
logic is given priority. Such as in the statement

The first release we didn’t expect to make money of it we just

wanted to get the stuff out there, and that’s the thing we have
been doing (1)

Where the interviewee does mention the profit (commercial logic) accepting that
profit is an aspect of the industry but then moves on to claim that this was not the
aim they had with putting out the recorded music. Thus legitimizing their actions

based on the artistic logic.

In the coding table this kind of priority to the artistic logic is indicated with white

background while a similar emphasis on the commercial logics is represented by
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a dark gray background. When both logics were taken into consideration in the

statements, this is indicated with a lighter grey background. Such as

The thing with the underground it’s kind of same kind of
principals as the almost mainstream - I think the problems is
that that unless you are releasing a lot of records and they...
you are not going to make any money of it, if you are not going
to make enough to live of it you are not going to have time to
do it so it’s kind of catch 22. (I)

Here the interviewee acknowledges that it is important to make money of the

production of music in order to be able to continue putting out music.

|ARTlSTlC NON- ARTISTIC

The first release we didn’t expect to make  |The thing with the underground it’s kind of
money of it we just wanted to get the stuff ~ same kind of principals as the almost

out there, and that’s the thing we have been | mainstream - I think the problems is that

doing. unless you are releasing a lot of records and
the'y UL ETRIGRE go.ingto make any Money. r. dijemma s that you need to put
Quite clear the profit was not the first of it, if you are not going to make enough to ;. many cd's to live of it, but you
priority, but to get the music out for live of it you are not going to have time t0 do | cant put out many cds unless you live
more people to enjoy it so its kind of catch 22. of it.

Most of the people we publish are new - we It kind of depends, we usually start as early ~ Based on this their marketingis
have never been that interested in people as possible - [ mean. For example we do alot based on spreading the word, getting
that are established. I don’t know myself and of getting radio people to - send them stuff ~ Someone to talk about the music
[business partners name] we just want to all the time. Every time we need them. Radio
new stuffall the time, rather than hear new stuff all the time. We don’t have people they can never have enough. music played in radio, and there by
reproductions of that which has been 1K€ @ particular genera or type of music we bought, but here the emphasis seems
done before. just really like music to be a bit more on the reviews.

Indicating that the artistic element of
the new and unforeseen is almost like
aneed, That they almost need to hear

before it is released. This is similar to
the radio pluggers that try to get

TABLE 2 - EXAMPLE FROM CODING TABLE

The white and black fields were then studied separately in order to establish the
ideal aspects of the artistic and commercial logics before the gray field were
studied as to gain understanding of this hybrid form, where neither logic is given
strong priority. This was in particular compared to the size and age of the
organisation as well as the part of the process (A&R, or marketing and sales) they
occurred. Gaining important insights about how the hybrid/combination of two

opposing logics is possible. The coding table can be found in appendix D.

The colour coding is of course based on a perception of the researcher and thus
and interpretation of a conversation. In the coding table the interpretations are
supported with notes presented at each side of the columns. Based on this

analysis the next chapter presents the findings of the interview study.
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6 FINDINGS

The aim of this chapter is to answer the research question presented at the

beginning of the thesis:

1. How do individual managers in the creative industries deal
with situations where they necessarily have to take into
account two opposing and mutually exclusive institutional
logics?

2. How do their responses to these situations influence
organisation within the field?

Based on the outline of the two logics and the hypothesised scenarios, the
findings chapter will take a closer look at the empirical findings of the recorded
music industry in the UK. In the chapter the analysis of the interview data is
presented, first by outlining the two logics as they present themselves in the data
in their ideal state, and secondly apply them in an analysis of the artistic and
commercial aspects of the work process by comparing them to the scenarios
presented based on the literature on institutional logics. The scenarios represent
the theoretical take on co-existence of logics and comparing the findings to the
scenarios thus offers an insight in how the theory might be strengthened as to
how conflicting or opposing logics co-existing in a given field in particular how
they frame actions of decision makers, and through these decisions, the

organisational field.

The aim is thus not only to empirically explain how opposing logics co-exist
within the recorded music industry in the UK but further to discuss the
implications of the findings for the theoretical concept of institutional logics as a
meta theory or a theory with in a theory on how institutions shape organisation,

as proposed by Thornton and Ocasio (P. 103, 2008)
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6.1 TWO LOGICS

Institutional logics have been defined as the means believed to lead to a valued
end. In the case of the artistic and commercial logics these goals are ‘great art’ on
the one hand and financial profit on the other. As such these two goals do not
seem to necessarily be conflicting, but go together in the effort of making profit

from great music.

According to the logics the aim with recorded music is; by the artistic logic to
make great music available to audience, and by the commercial logic to make
profit by the recording and selling. In both cases the goal is reached by signing
music, publishing it in a recorded format and selling it. The process involved in
selling recorded music seems to be pretty straight forward and there does not
seem to be any other means within the recorded music industry to get the music
to the audience/consumer and it might thus be argued that there is only one
mean to both goals. The process of signing music, record, distribute, market and
sell, the process described in chapter 5.1. But an analysis of the interviews makes

it clear that there are two very different approaches to the process.

The difference crystallizes in the understanding of what good music is. First the
quality of the music is a quality of the art or the music itself and thus easily
recognised simply by listening to the music and should be apparent, even the first
time you hear the music. Second the quality of the music is measured based on
the response to how well it moves the market or the quality of the market
response, and thus ultimately how well the music sells. These two views of the
quality of music are then reflected in how ‘good’28 music is found and marketed.
The two different modes reflect the two goals (and logics) of music production,

making great music and making profit.

28 The thesis will not attempt to define when music fulfils the criteria of being ‘good’, neither from the
artistic nor the commercial logic. Nor will there be any attempts to estimate whether the labels the
interviewees work for have been successful in signing ‘good’ music as defined by either of the logics.
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What is good
music?

How do you find
good music?

What do you do to
sell the music?

Artistic logic

Good musicisa
quality of the music
it self

Listen to it - you
should recognize the
quality

Get the music out -
when people hear it
they will hear how
good it is and buy it

Commercial
logic

Good music moves
the audience - the

Follow the buzz

Music needs to be
marketed and sold

quality is an element
of the relationship
with the market

TABLE 3 LOGICS

Based on the above table there are two ideal modes of acting in the music
industry and these will both be discussed in turn starting with the artistic logic

before the commercial logic will be presented.

6.1.1 ARTISTIC LOGIC

The goal according to the artistic logic is as stated above to put out ‘good’ music
where the quality of the music describes the artistic creation, that is, the music
itself. The goal is thus the art, rather than the profit, and the aim with recording

and distributing the music is to share the experience of the art.

There are those who upon hearing great music want to do their part in getting the
music to more people by recording it and making it available. This can be seen in

the interviews by statements like

Our problem is that we have all these people in the
background that we think should release records... (I).

Once you have decided to sign the artist and put the music out, the next step is to

make people aware of the music. If you believe that quality of music is a quality of
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the music itself, the only thing you need for the music to sell is for people to hear
it.
The press was exceptional and we did not put in one ad

anywhere. It was just press reacting to it and he sold
thousands and thousands of records (1).

Once they have heard it they will want to buy it. The next step is thus to plug the
music to radio and TV to get the music into the air. But other than that, according
to the artistic logic, there is not much to do and the rest is often referred to as
luck “it’s like sitting around a game table, roulette table watching the ball go
around” (3). There is not much effort put on selling the music and the feeling
when music sells, without there being much marketing behind it, feels honest in

the sense that no special effort or pressure was used to sell the music.

And you didn’t need marketing - it was just an underground
movement that was just. Your dream favours just word of
mouth swell of interest. We couldn’t put out records fast
enough to keep up with it. I would like to believe that if you
try to double guess it, you get it wrong. It just it felt so good
and it was so satisfying because it felt so organic....such an
overused word. It felt so honest (3).

The production of music is thus based on almost a need to put out great music, for
the love of music. Not to make a profit out of it and the belief is that it would even
be counterproductive to attempt to put out music with the sole purpose of

making a profit.

I'm not really doing it for money - we had this band that we
were supposed to do an album with - but they were like, they
were like very popular but they were not... we didn't...

I mean if you are doing this you have to like ... I couldn’t really
do it if it was something [ didn’t really like. Because I think if
you start going in that direction it gets very tricky because
you are going to have to be constantly searching for the
next.... (I).
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Because of the emphasis on the quality of the music and the belief that the music
should sell based on this quality more than on the sales effort, the labels adhering
to the artistic logic find it very hard dropping an artist they had signed.

We have never dropped an artist because of things like that...
Eventually they cross over. And they recoup as a band (C).

Not dropping artists even counts for those who do not sell as by signing the artist
they are stating their belief in his/her art short term. So the argument is that even
if the music does not sell in the short term it will sell if it is good in the long term
and the support for the artist will continue. The emphasis on the music rather
than the sales is further not very likely to lead to a huge growth of the business,
leading to smaller companies.

And that is a fatal flaw in a business practise - if it means that

we wouldn’t sign Robbie Williams, even if he was begging us

to. And obviously from a business point of view that is very
stupid. But that is just part of the way we are (D).

6.1.2 COMMERCIAL LOGIC

On the other side those who work according to the commercial logic, would be on
the lookout for music that moves people, music the audience are reacting to and

which, with a bit of marketing, would be likely to sell.

Here the emphasis is not on the quality of the music itself but rather its influence
on the market and the estimated sales.

I mean, gold is I think 200 is it 200 or 100 thousand records.

mean that is pretty much a lot of records but now a days they

want million selling record and if they don’t - I don’t really
think they think they have broken and artist (A A&R).

Where the artistic logic would hold that it is enough for the music to be out there,

and when people hear it they will want to buy it, the emphasis in the commercial
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logic is not only on making it available, but also letting the audience know that the
music is out there. And when the sales start dropping or not responding to

advertisement, the price would be dropped to sell more units.

It’s quite effective - if you get, if you time it right you can get
another 100.000 + sales out of that If we didn’t do that we
might have sold 10.000 at full price.

Do the maths, 10.000 at 8 pounds net or 100.000 at 4 pound
50 net. It is quite easy (A Sales).

The emphasis is on the sales, and even if not all the records at the label sell this is
OK as long as some of the artists sell well enough to pay for the losses on the

others.

For every one you get wrong - in terms of - negatively there is
always one - that over excites your expectations. So it’s a
balancing act. And that needs to be reflected obviously. And
the forecasting and the budgeting process.

It goes without saying if you budget everything what it could
do and if a couple of them slip you are in trouble aren’t you so
you need to be quite balanced (A Sales).

The emphasis in marketing is further moved from one artist to another based on
how well they are being received and all the marketing tools are used to the

fullest.

It is interesting how important all of them are, if one isn’t
there - things just don’t happen a lot of the time. You CAN
survive on TV alone but you, can only get to a certain point ...
you can survive on press and radio alone, but until you get on
TV you can kind of always measure that in terms of what is
selling, it is obvious to say that is why it is important to be
able to...

You have to coordinate all these things to happen at that right
time, and always to ... be looking ahead to the next thing you
are going to do and the next thing after that, and where
everybody sees and act going (A Marketing).
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Based on this outline of the two logics in the interview data, it seems that
decisions based on both logics exist within the field and that neither of them are
dominant. This indicates that the first scenario where one logic was dominant
over the other does not to hold for the field of recorded music. The next step is

thus to take a closer look at the co-existence of how the two logics might interact.

6.2 CO-EXISTENCE

Although it has been established that two logics co-exist within the field, a more
detailed study of the work process needs to be done before it can be determined
how they co-exist within the field, how co-existing conflicting logics frame the
behaviour of decision makers and how this will affect organisation. In order to
compare the findings from the interviews to the scenarios, the findings will be
presented according to the work process, starting with the artistic part of the
process, dealing with artists and the artistic output. When the artistic part of the
work process has been covered, the commercial aspects, that is organisation of
marketing and sales, is presented. By presenting the findings according to this
division of the work process, the presentation will allow for a comparison to S2
(where the organisation becomes divisionalised based on the content of the two
logics), while at the same time allowing for a comparison to scenario three and
four. The findings will continually be compared to scenarios two to four which all

present possible forms of co-existence.

6.2.1 ARTISTIC PART OF THE WORK PROCESS

Looking at the artistic aspect of the process, there are clear signs of the artistic
logic as outlined in the previous chapter. In finding music, there is an emphasis on

the quality of the music and the ability to hear and recognise this quality quickly.
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The real qualification to be an A&R person is really
understanding music, being able to hear music in an
individual way and be able to decide how good it is (D).

The emphasis on the quality of the artistic production further emphasised with
the statement that the right music to sign is not copy music but the most original
and best music in its category. It would thus not be good enough to sign a
relatively good artist if he/she was really just a cover of another much better

artist out there.

The belief in the artist signed to the label is further manifested in the decision
whether or not to keep on an artist whose sales are below expectations or not

making ends meet.

Usually we would just carry on. We have got three albums and
we carry on and develop the artist. If we are not getting on
with the artist and they are not happy then we might just
leave it at one.

But generally if it goes really badly and does not sell at all, we
go to the artist and say we can’t pay you the advance we
agreed on. We can just pay you this. And they almost always
say yes. Because it is obvious that we put it out (E).

Here the financial implications do not stop the belief in the artist, but do rather
put a limit to what the artist can spend on the next album, thus indicating that
even if there is an emphasis on the artistic logic in the artistic part of the process

the commercial aspects need to be taken into consideration.

This indication of co-existence is further clear in what the AIM handbook says

about A&R:

A&R is commonly known as the “umh & ahh” department in
the industry because of a reputation for procrastination and
hesitation in final decision-making. It is, however, the lot of
A&R to see and hear vast amounts of new artists’ music, all
ever hopeful of a record deal. They go to gigs, clubs, listen to
demo tapes and CDs. They also make difficult decisions with
major financial and human repercussions (AIM & Wilder
Sapte, 2001).
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Here the emphasis is on the financial implications of the artistic decision. From
this it is clear that the artistic part of the process is not only based on the artistic
logic but takes both logics into account to some degree. But without looking for
any independent indications of the commerecial logic in the artistic part of the
process, we cannot know if the commercial logic only exists as a limiting aspect of
the artistic logic or if it exists independently within the artistic part of the
process. That is if any decision makers might emphasise the commerecial logic in

the artistic tasks, of deciding which music to put out.

Going back to the two logics, there were two different understandings of what
‘good’ or the ‘right’ music was. The commercial understanding of good music
emphasised that the music moved people there by moving the emphasis of the
definition from the music itself to the influence it has on the audience. That s
music which fills a hole/need in the market. At the major where decision makers

were interviewed, this further held not only for the music itself but also for labels

When they decided to set up the [label], it was because they
started kind of getting a little rock roster... and they needed a
cool label to fit in with [the company] (A A&R).

The above citation indicates flexibility of the company to move and change the

organisation when they feel the market is moving.

This distinction between what good music is and how you are most likely to find
itis further reflected in how the label managers view the weakest form of A&R,
the unsolicited demo. There are those who will listen to everything that is sent to
the company (based on the idea that quality can be heard the first time your hear
music), while others are more down to earth about the demo. One of the
respondents even likened it to junk mail albeit regretting the comparison and
adding “what a terrible thing that is to say about peoples work” (G) thus showing
respect for the artistic contribution almost as in hindsight. But the respondent did
not excuse the fact that demo tapes are just not enough to make the judgement

whether this is music to base your business on or not.
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There is however, a general agreement that demo tapes show that most of the
things that are sent in are average copies of music already out there, thus
suggesting that if anything above the average came in through the mail box it
should be recognisable. This situation indicates that even if A&R people might be
emphasising that which moves the market (the commercial logic), there should
be an element of this present and recognisable upon listening to the music
indicating a presence of the artistic logic. On the other end of the spectrum is the
search for the buzz or trying to find the music believed to create the greatest hype
or at least enough to sell. An employee at a major describes how these are found.
Normally [the A&R manager gets tips] from people they know,

then they will go and see the band a few times and if they like
them there normally is a fight to sign them (A A&R).

The interview data shows that there also are decision makers who emphasise the
commercial logic in signing music, in one case even to the point of signing music
they admitted is not real art (F) and then justifying this act with the emphasis that
sometimes people (the audience) “they just want to have a laugh and a great old

dance”.

The conclusion drawn from this analysis is that both the logics exist within the
artistic part of the work process. However, in case of an emphasis on either the
artistic or the commercial logic, the other logic is to some extent taken into
account simultaneously. When the artistic logic is dominant, the commercial logic
leads to some financial constraints, while an emphasis on the commercial logic
implies some emphasis on the artistic logic as well as a source of legitimacy.
Before a conclusion is reached to eliminate S2 where the organisations are
divisionalised based on the content of the logics, a study of the commercial part of

the work process is needed.
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6.2.2 COMMERCIAL ASPECTS OF THE PROCESS

The “humdrum” or the commercial side of putting music on a market includes
production (of the physical CD or Vinyl records as well as the artwork, including
video, for the album), distribution (on - and offline), marketing, promotion and

sales.

They are here grouped together as on the indie side of the industry (in particular
at the smaller independents). The distinction between different tasks is not
always easy to make and job roles are not as compartmentalised as they would be

in large firms such as the majors, particularly in the smallest companies.

Looking at the interview data it seems very clear that the artistic focus applied in
the A&R aspect of the business continues into the business side of the process.

This is how one independent label manager put it:

We will talk to [the artist] about what exactly it is that they
want to record. And that varies, sometimes we will have to
have a lot of input because the project requires it, or
sometimes we don’t have very much at all.

It depends on where they want to be - some artists just want
to put out their record and they [make] the sort of record - a
very specialist record - that will just sell itself on its own
merit.

Or it might be a record that has more commercial potential
and we will talk to them about what we think is needed to fit
in to what radio and press and distributors and shops - might
want.

That is kind of the process - it is started by talking to the
artist about what expectations they have (E).

Here the argument is that good music would sell itself and that the artist is the
one who has a say on how it should be presented although the possibility that

music could be tailored for the market is kept open.

95



Once the music is ready (and sometimes it is even before the contract is signed)
the next step of the process at an indie is then to get the people working at the
label excited about the music. This reflects the central aspect of the artistic logics
that good music sells itself and to be able to sell music it must be music that you

know is good, music which you are excited about.

The emphasis is thus rather on spreading the word or “evangelising” as one of
the respondents (F) called it, rather than “marketing”. This process involves
plugging and promoting the music to radio and TV with the aim to get radio play
which would act as free advertising. This is hard as everyone is out there trying
to get their music on the air.

Unfortunately the music itself is not enough, they want to

know that they should play the record because the lead singer
is shagging such and such.

It’s all bullshit really. They can’t say Yeah I like this record Ill
stick it on.

Which is why you lament the loss of people like John Peel,
who was not interested in the peripheral parts of the band, he
would just listen to the music (C).

Once again the emphasis is on the music not the information the market might
like to have about the artist and the belief that the market should be able to
recognise the quality of the music in the same way as A&R people and buy it on
its own merit. This further leads to a negative attitude towards selling.

I'm not sure [ have that special brain chip which your

marketing genius has, the one that a major label would

employ, which doesn’t matter whether you are trying to sell
baked beans or Mariah Carey (3).

Whereas at a label emphasising the commercial logic, the knowledge as to how to
market music so as to optimise sales would be attributed to professionalism it is

here referred to as a cognitive element lacking in the interviewee which had
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worked for various labels mostly in the indie population although starting out at

a A&R of a major label.

The negative attitude is further reflected in a description of the marketing tasks

conducted.

We tend not to do very much - you know stickers and posters
and t-shirts and key rings and whatever. Junk.

[1]t usually just develops - and usually you don’t do it in a very
orderly manner - it happens because you suddenly just
realise what you ought to be doing. (E)

Based on the interview data those who emphasise the artistic logic in the artistic
part of the work process continue doing so in the commercial aspects, yet
reluctantly admit that even if they belief that music should sell on its own (as it
sometimes does see chapter 6.1) some commercial effort is indeed needed. This
means that they reluctantly take the commercial logic into account and conduct
some of the tasks the commercial logic outlines even if they think they should not

be necessary based on the artistic logic.

Looking at the emphasis on the commercial logic in the commercial aspects of the
work process, this was strongest in the interviews conducted with employees of a
major. At the major they worked for the marketing and sales aspect is dealt with
through three departments: marketing which is responsible for promotion and
advertising, sales which is responsible for price and in store promotion and
decisions such as which of the label’s titles to push in the stores at any given time
as well as when to lower prices as to increase sales once they begin to dwindle.
The third department is the compilation department which works with older
releases, while the marketing and sales department deal with new releases.
Although these three departments to some extent have to collaborate they are
still divided into three functions each with their budgets and goals as to what they

aim to achieve with that budget.
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In comparison to the interviewees emphasising the artistic logic, their work

methods seem very organised and systematic:

If I know that [an artist] is huge in Scotland - I'll book a key
spot on the TV - just in Scotland and the north. And it will cost
me a fraction of what it would cost if I did it nationally or in
London.

It’s just a cost effective thing really.

If we know it works there, then we might put the money on a
national spot in the following week. We can test regions of
strength. In order to work out how much the national
spending should be (A Marketing).

The emphasis on the commercial logic in other interviews interviewee is further
visible but not to the extent of the employees of the major. Of the respondents
from the independent labels, there was in particular one respondent which

emphasised the commercial logic without an emphasis on the artistic logic.

6.3 HYBRID LOGICS

Based on the outline of the interview data on the two parts of the work process, it
is clear that both logics are present in both parts of the work process. This means
that S2 does not apply to the co-existence of the logic in the field leaving S3 and
S4 where the decision makers either lean towards one logic or the other (but not

all towards the same logic) or try to combine them.

The coding table in Appendix D gives a visual idea as to the division between the
emphasis on the two logics and the reference which seem to attempt to combine

the two.

Most of the interviews, although not all, showed support for either the artistic or
commercial logic with some statements indicating that they were taking both into
account (grey) but no reference to the alternative logic. This indicated that
decision makers do tend to value one end stronger than the other, even if they to
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some extent take both logics into account. Only three of the interviewees took
both logics into account as well as indicating that they were attempting to

combine them. Yet in all of these the emphasis on one of the logics was stronger.

By visually estimating the division between the two logics and the hybrid (gray)

the following table has been compiled.
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FIGURE 8 - DIVISION BETWEEN EMPHASES ON THE LGOICS IN THE CODED DATA??

The above figure shows that some of the interviews show quite a strong
dominance of either the artistic logic (], 3 & distributor) or commercial logic (4,
marketing and sales &4). Indications that decision makers combine or attempt to
combine both logics is however prominent. This indicates that both S3 and S4 are
plausible. This means some of the decision makers will lean towards one logic or

the other (and that not all the decision makers lean towards the same logic) while

29 The number should not be treated as quantitative results as they are visual estimates which do not take
into account relative importance of the paragraphs coded they should thus not be used as anything but
indications of the division. For a truly quantitative presentation of this division data would have to have
been collected in a quantitative way. An estimate for each part of the work process was also compiled but
the division between the logics was very similar for the two parts as for the whole interview. Base on this
and as a visual presentation of two columns for each interview is complex it does not add to the
understanding of or feel for the division.
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at the same time there are decision makers which tire to take both logic into
account in a hybrid way, even if the date indicates that they still show some

preference for one logic over the other.

From the perspective of those who emphasise the artistic logic but still made
attempts to combine the logics, the hybrid took two forms. One the one hand the
commercial logic restrained the artistic logic or limited the extent to which the

artistic logic could be followed.

So once I got a sense that the catalogue was going to continue
to sell at a certain rate that could allow for an economic future
I decided ... that I was releasing all new artists not just
catalogue records any more (C overseas).

On the other had the decision makers argue that signing good music is a good

investment.

There is value in having some bands on the team just because
they are great bands and even if they are not making any
money they might, keep the commercial hat on, they might
bring you other bands. By the fact that they are signed with

you (B)

Another respondent who emphasised the commercial logic turned this argument
on the head, claiming that profit was really a measurement of the quality of the
music (F). This respondent further went on to argue that “a balance is what is
needed”, referring to a balance between what he calls ‘good credential music’ and
a different kind which he had even ventured to refer to as ‘crap’ earlier in the
interview. As the ‘crap’ had sold quite well, it does seem that the reference to the

good credential music represents the content needed to be legitimate.

Hopefully, as a label, we are capable of doing both sort of
things, that is why we have different sort of labels. So we can
do our cooler credible and slow burner - as we call them - we
can also do a mad and ridicules hit that is gone tomorrow
thank you very much goodbye (F).

The same interviewee (unlike the other independents) justified the actions based
on being independent or not being a major. This emphasis on the artistic element
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and even on the term independent might be interpreted as decoupling where the
artistic logic would provide legitimacy, while emphasising the commercial logic
only might mean loss of legitimacy. It indicates that the two ways in which the
conflicting logics are simultaneously taken into account provide a survival base
(the commercial logic) and enhance legitimacy (the artistic logic). Yet the degree
to which decision makers take either one of the logics into account or adhere to
the logic is quite varied, indicating that the conflicting logics do not lead to

homogenous behaviour but rather to heterogeneity in action.

6.4 FIELD LEVEL OUTCOME

Contrary to the findings presented in the previous chapter that behaviour in the
recorded music industry is not homogenous but to some extent heterogenic, the
field description emphasises the field as divided into two sides’ majors and indies,

indicating duality rather than heterogeneity in the organisation.

In chapter 5 the distinction between the majors and independents was described
as partly emotional or value laden. This value laden division is quite prominent in
the interview data, where the interviewees tend to compare and contrast the two

groups and set them up against each other, at least from the independent side.
The majors where claimed to be short sighted:

And think that majors are not sensitive enough there is just
too much of a hard core business model. To be able to sit
down and you know... They forecast quarterly and they have
yearly figures - somebody turning around and going - I'll sing
it in this year but it's going to take me 18 months to develop
really gives them a headache because the accountants don’t
get it and they’ll go hold on...I'm making an investment this
year and I'm not going to see anything but you want me to
keep investing in it and I might see it next year?

You know - they don’t like that kind of business. Were as we
have to (G).
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The majors were also said to be overly obsessed with control (C overseas) and

one interviewee claimed to be “psychologically unfit to work at a major label” (3).

The reference to majors thus seems rather critical, even accusing, when one of
the interviewee uses the reference to majors when describing how he feels about
the work of the lager more established independents. “They are almost like major
labels in a way - they are kind of like indie but they act like major labels”
(Distributor). Taking into account that this reference comes from a decision
maker emphasising the artistic logic strongly, it is likely that the reference to the
way the majors and the larger established indies work is a reference to an
emphasis on the commercial logic. The negativity is thus based on a feeling that
not emphasising the artistic logic leads to loss of legitimacy, and further increased
emphasis on taking the commercial logic into account, even if this does not mean

that moving the focus from the artistic logic would result in a loss of legitimacy.

The question then remains if the accusation is rightful, if the larger established
independent labels act like majors? From the limited numbers of companies, it is
not possible to generalise for the whole industry, but the interviews do not show
a strong emphasis on the commercial logic at the larger independents, even if
some of them do take the commercial logic into account and attempt to combine
both in a hybrid way. Further most of them do take the commercial logic more in
to account than the interviewee making the claim that the larger indies behaved

like majors.

This, as well as the use of independence as justification by interviewee F, seems
to indicate that the artistic logic has been institutionalised as the independent
organisation of record labels in the recorded music industry. Meaning that for a
small record label (smaller than 5% market share) the legitimate way to behave
is according to the artistic logic, thus limiting the extent the companies can
emphasise the commercial logic before losing legitimacy, at least from the point

of view of the decision makers emphasising the artistic logic.
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This would mean that in spite of the different ways the decision makers deal with
the conflicting logics, this outcome is not translated into heterogeneity of the
organisation but rather into a duality between the majors and the independents.
From this perspective it is interesting to see that the two companies that did
indeed manage to cross the 4% market share mark seem likely to have
emphasised the commercial logic to a greater extent than most of the decision

makers interviewed where from independent labels for this (see appendix C).

6.2 CONCLUSION

Based on the above analysis where examples of both logics were given within the

field, it can be concluded that S1 does not apply to the field:

S1  One logic will become (at least temporarily) dominant
within the field, and decision makers holding other logics will
be forced to adhere to that logic.

Neither one of the logics can be said to be dominant in the field, but are rather
both taken into account in both the artistic and commercial aspects of the work

process:

S2  Decision makers will use one logic in one part of the
organisation and another logic in other parts of the
organisation. Which logic would be applied in which part of
the organisation, would depend on the content of the logic.

There is not much support either for the divisionalisation presented in S2. Both
the logics are taken into account in the act of finding and signing music, and the
artistic logic is still present in the non artistic aspects of the process, such as

promoting and selling the music.
Scenario three does, however, seem to apply to the field:

S3  Decision makers emphasise one logic over the other but
do not necessarily choose the same logic. Fields where
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decision makers adhere to different logics will split into two
leading to two different modes of organising within the field.

There are indications that decision makers will lean towards one logic or the

other for legitimacy.

Looking at only the interviews with the independents, there are indications that
the smaller players in the field do think that the bigger and more established
independents tend to act more in line with the majors than what is common
among the so-called independents. This outcome hints at a more commercially
oriented mode of thinking at the bigger established independents. From the
interview data there is no way to establish causality, that is, to determine
whether the larger independents have manage to reach their large size because
they are more commercially oriented than the smaller independents, or if the
increase in size provokes them to become more aware of the commercial aspects
of the business. It is clear, however, that even if the larger established
independents are assumed to be more commercially oriented, at least three of the
slightly larger and more established independents still prioritise the artistic
element of the industry; If their acts do include the commercial aspects, they

justify this behaviour in artistic terms.

It has been outlined how the two logics in their strongest form might lead to a
division in the field, reflecting the division between the majors and independents,
where the artistic logic does not lead to growth in the same way as the
commercial logic would do because of the belief that good music would sell on its
own (as it sometimes does) and that great sales would rather be based on luck

than anything done to improve the sales.

Yet we have further seen that even if the field level information and the ideal logic
scenario do fit, the story is far from this simple. There is some further support for

the fourth scenario:

S4  Those decision makers who do not strongly adhere to
either logic, will attempt to combine the two logics to
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maintain legitimacy by means of association with at least one
of the legitimate logics.

There were clear indications that the bigger more established independents did
indeed try to reconcile the two by justifying actions which seem in line with one
logic with reference to the other logic. In their view these are not necessarily

oppositions, they do necessarily go together. You cannot sell music for a profit if

you do not take both into account.

In spite of this there are still indications that the artistic logic has been
institutionalised as the independent in the field of recorded music in the UK, and
that if companies are not big enough to be a major, working according to the
commercial logic without losing legitimacy as an independent might involve

walking a very thin line.

The answer to the research question must thus be that not all decision makers
deal with the conflict in the same way. There is a divide between the logics where
labels lean towards one or the other based on the decisions made throughout the
work process. Although there does not seem to be much middle ground, some
decision makers at the larger more established independents did attempt to some
extent to combine the two logics, justifying that working according to one of the

logics lead to a result in line with both logics.

On the field level it has been established that there is a divide between two
groups of organisations, based on size, and in spite of technological change there
has not been much movement between them (the two exceptions to this are
outlined in appendix C). The stability of the two groups seems to indicate that the
artistic logic has been institutionalised as the indie, indicated by the justifications
of the one independent that did not act according to the artistic logic. Based on
the ideal form of the logics outlined in table 3 (p. 87) the duality is quite plausible.
The comment that not being willing to sign Robbie Williams is a flaw in the
business model further indicates that the respondent was aware that following

the artistic logic would not be likely to lead to economic growth. Whereas those
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following the commercial logic might be willing to compromise on the artistic

quality in order to sign music likely to sell.

The two logics would thus lead to a division in size similar to the organisation
outline in chapter 4.1. The answer to the second part of the research question is
thus that the emphasis on one logic or the other (and not the same logic) has lead

to a duality in the organisational structure of the field.

106



7 DISCUSSION

The thesis starts out with the initial question as to how individuals deal with the
multiplicity of logics outlined by the theory of institutional logics. This question
was further presented as an important one when the multiple logics were
conflicting, such as the artistic and commerecial logics in creative industries are

believed to be. Based on this the following research question was presented.

1. How do individual managers in the creative industries deal
with situations where they necessarily have to take into
account two opposing and mutually exclusive institutional
logics?

2. How do managerial responses to these situations influence
organisation of the field?

The research question was then followed up with further specific questions
outlining the different possible answers which were later established as the four

possible scenarios S1-4 (see chapter 2.3)

In the thesis the recorded music industry has been used as an example of a
creative industry where art is sold for a profit, thus necessarily combining the
two logics, the commercial and the artistic. Through an analysis of the semi
structured interviews with decision makers on the work process involved in the
recorded music industry two of the scenario’s S1 and S2 were eliminated as

applying to the field while there was support for both S3 and S4.

Scenario 1 was eliminated as both logics were shown to co-exist in the field
without one of them being dominant. Scenario two was eliminated as the two
logics further co-existed in both the artistic and the commercial tasks involved in
the work process, thus excluding the idea that the organisations are
divisionalised. The analysis showed support for both S3 and S4 meaning that
some of the decision makers seemed to emphasise one logic over and above the
other and that some decision makers made attempts to combine the two logics in
their work.

107



This means that institutional logics can explain heterogeneity of organisation
within the field. The heterogeneity is here based on the fact that decision makers
do not all emphasise the same logic, or indeed strongly emphasise either logic,
but rather attempt to combine them. This means that the answer to the first part
of the research question is that some of the decision makers emphasise one logic
over and above the other logic (and not all the same logic) while other decision

makers attempt to combine the two logics.

Based on the ideal outline of the two logics emphasising either one of the logics
will lead to different organisational outcomes which in aggregate lead to
differences in growth patterns similar to the division between the independents
and majors. Linking the empirical findings on the micro level to the macro level
organisation of the field the artistic logics seems to have been institutionalised as
the independent, leading to the duality in organisation in spite of the
heterogeneous way the decision makers deal with the conflicting logics. While
this answers the second part of the research question it further shows how it is
not enough to look at only one level of analysis in understanding how

institutional logic influence organisation.

7.1 INSTITUTIONAL LOGICS AS META THEORY

As already outline in chapter 2, Thornton and Ocasio (2008) envision the theory
of institutional logics as both meta-theory and method of analysis. They list five
principles underlying the meta-theory. The first is the intersection of multiple
logics, second how this intersection creates a foundation for embedded agency,
third the multilevel approach which they claim has been lacking in research on
institutional logics. The fourth principle is the need for a historical element in
studying logics and the final one the persistent duality between material and

cultural foundations. Although they are all important elements of the meta-
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theory these have not all be included systematically in the study of logics,

possibly - they claim - because of the academic journal format.

Not limited by the academic journal format, the thesis outlines an alternative
attempt to combine all these elements in the study of the institutional logics in
the recorded music industry. The study of the commercial and artistic logics
focuses on the duality of material and cultural foundations. This further means
that the study deals with the intersection of multiple logics, in this case two
conflicting logics. Unlike the studies outlined for the possible scenarios, where
two conflicting logics frame the behaviour of decision makers, the present work
takes both the micro and macro level of analysis into account. While
Binder(2007), Zilber (2002), Stone (1996), and Mouritsen and Skaerbaek (1995)
all deal with conflicting logics, they do so within one single organisation. D’Aunno
etal. (1991), Suddaby and Greenwood (2005) and Jones and Liven- Tarandach
(2008) take multiple organisations into account but do not reflect how individual
decision makers deal with the tension of conflicting logics. The present work thus
adds to the previous research in linking how individual actors deal with the

conflict and how this leads to a given field organisation.

By focusing on work processes as described by individual decision makers, the
research further attempts to understand how the decision maker is embedded in
the field, yet at the same time is able to choose between two alternative logics.
The modified model in figure 9 shows how, the multiple logics, the multiple levels
of analysis, embedded agency as well as the cognitive and normative aspects of

institutions are theoretically linked.

The model presented by Coleman (1986) already links the two levels the macro
and the micro, where the logic exist on the macro level of shared beliefs and on

the individual level, it represents the values of the individual decision makers.

109



Institutional Organisational

Macro level logics structure
2 3
. 1
Micro level
Individual Action
values
Cognitive Normative

FIGURE 9 - THE COGNITIVE AND NORMATIVE ASPECTS OF INSTITUTIONS

The logic frames the means end belief system, the means believed to lead to the
valued end. In the cognitive normative aspect of the institution this represents
the cognitive aspect. The believe that these means lead to the valued ends, for
both the logics existing in the field, even if only one of the logics might be
normatively institutionalized as the way things are done. In acting, an individual
has to take into account both his values and the normative way the logic is
institutionalised in the field. Through previous actions ‘the way we do things’ gets
institutionalised, in a normative way, thus emphasising the importance of the

historical aspect of the field.

When faced with conflicting values an individual will, given that he has the social
skill (Fligstein, 1997), have to compare the ends and the strength to which he
values them as well as the way they are institutionalised in the field. Based on the
way he ranks the values he will choose the way to act. If he values the artistic
logic the strongest he will likely follow the artistic logic but if he values neither
the artistic, nor the commercial logic higher but both equally he might attempt to

combine them.

The figure not only shows how the multiple level of analysis, the multiple logics
and the cognitive and normative aspects are linked, but further how the agent is

embedded in the institution, but can act based on the multiple logics rather than
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enacting only one logic. Even if there is agency in the choice between the values,
the logics have been institutionalised in the field in a given way, which the
decision maker is embedded in when choosing between the values. To allow for
scenario four where the decision maker chooses to attempt to combine the two
logics, there must be some understanding of how strongly the decision makers
hold the value (rather than an either or understanding). The concept of strength
(Powell, Gammal, & Caroline, 2007) indicates how strongly they emphasise the
logic, indicating that the stronger decision makers emphasises the logic the more
likely they are to act according to the logic even if this might not be the dominant
logic in the field. If the decision maker does not value the logic very strongly they
might further attempt to combine the two. The embeddedness and historical
aspects of the decisions are further combined in the work process, where past
and present decisions are combined in a process. With an understanding that this
is the way things have been done in the past and most likely the way things will

be done tomorrow the historical aspect is tied to present behaviour.

By building on Coleman’s model(1986) the thesis combines the five principles of
the meta-theory of institutional logics as outlined by Thornton and Ocasio (2008).

7.2  LIMITATIONS AND IMPLICATIONS FOR FURTHER RESEARCH

As any research project the thesis has some limitations that further research
might amend. These limitations will be presented based on whether their

foundation is theoretical or empirical.

7.2.1 THEORETICAL LIMITATIONS

Theoretically the thesis is limited in particular in two ways. First it does only to a
small extent deal with the historical aspect of the field studied. The focus on work

process does to some degree take into account previous actions, but this does not
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put these actions into a historical perspective. An outline of the historical
understanding of the concept of creativity does give an idea as to how the
cognitive aspect of the artistic logic might have evolved, but does not account for
the normative way the logic has been acted out in the field of recorded music
industry. This would be an interesting path of future research in particular given

the huge technological changes the field has undergone in the last two decades.

Second, the thesis does not deal with the criticism that the duality in the
organizational structure is simply based on a miss-definition of the field. Where
this thesis defines the recorded music industry as one field, it could be argued

that it is in fact two fields.

As to address the possibility that the recorded music industry is not one but two
fields, the rest of this chapter looks for any interactions between the two sides

indicating that the recorded music industry is one field rather than two.

Records, although similar in look and function, are widely differentiated in
content, varying from classical music to punk rock. The argument could thus be
made that the difference in content was such that the majors and indies are not
aiming for the same groups of customers or the same kind of music while the
majors are mass producers the independents are specialists and the content of
their products different enough to be regarded as two fields, with one field of

generalists and another field of specialised niche companies.

The first argument against this explanation for the division would be that there is
very little price differentiation on the market for music. Most of the albums sold
are sold at relatively the same price, at least in the first weeks of sales. Some price
cuts might be orchestrated but only at a later stage, in order to extend the sales
period, as sales are generally defined by the first few weeks or days upon

release30. Price games (such as buy 2 get 1 free) have been played with the single

30 This might be changing though with increasing digital sales which show more of a long tail (IFPI, 2007)
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format but this has been seen as a marketing cost in order to get the single on to

the charts and thus sell more records.

That the price is held stable does not mean that there is no market segregation
and the music industry is indeed divided into different kinds of music referred to
as genres. Neither does the definition of the field, as including commercial
production of popular music limit the definition to one genre. If we define
commercial music as the music occupying the charts, these could be of many
genres. The top selling list shows a compilation of all the sales of the week, from
any genre. On the 17th of March 2007 the top 75 even included a jazz compilation,
the very best of Nina Simone, in number 67, returning on to the chart for the 28t
week. On this general chart (both single and album) both indies and majors are
present, even if the majority of the albums are produced by a major. This might
be a reflection of the market share dominance of the majors. Yetin a 10 week
random sample their average share of the top 40 album chart is closer to 90%?31,
the independents, however, averaging only 3.5 songs, peaking at 5 in one of the

10 sample weeks.

If the majors are truly generalists and the indies specialised this might be quite
expected, the assumption being that the indies would in turn be over-represented
in the specialised charts. Given the link to rock (through the concept of indie
rock) this would be the next list to look at and Music Week publishes the top 10
rock album sales. Here the independents do slightly better, peaking at four out of
10 in one of the weeks studied. Yet the 10 week average was still only 1,7
showing that even if the indies do better in the rock charts than in the general

album chart the majors’ presence is still substantial.

Other general charts published in Music Week are ‘singles’ charts, indicating sales
of singles, not albums. This might affect the composition of the charts as the

single format has long been viewed as a marketing tool to sell albums and the

31 The weeks were selected individually and at random from a year’s subscription of Music Week starting

mid-year 2006.
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majors’ strength in marketing lies very much in their size. Yet if we compare two
general charts, urban and club, these are very different. The majors dominate the
urban list while the indies range from none to three songs on the top 30,

averaging 1.8 in the 10 sample weeks.

The club chart looks rather different, with the independents’ share much higher
than in any other chart. Many of the labels are even the artists’ own (cottage)
label and many were very hard to find any information about. The labels with
established ownership linked to a major still ranged from eight to 15 in the top 40

club chart, giving the major just under 30% average share of the chart.

The only ‘clear’ chart, where all the acts on the chart are produced by either
majors or indies is, not surprisingly, the independent list where the chart is by
definition compiled from the best selling singles/albums distributed by
independent distributors. With both groups of labels present in all the charts it is

hard to argue that the division is based on work division related to genre.

An alternative way the two groups could belong to two fields rather than one was
if they specialized in the first part of the work process involved in putting out
music while the majors specialized in the last part of the process marketing and
sales. However, based on the presence of the independents in the charts, as well
as on the analysis of the interview data, where decision makers at independents
were reluctant to let artists go, this cannot be the case. Further comparing the
outline of the field to the criteria outlined by Powell (2007) there is clearly a
mutual awareness among the participants that they are involved in a common
enterprise, such as redefining the business model for the online sales, although
they might disagree on how to deal with this as the previous chapters have

outline.

The field of recorded music in the UK can thus be argued to be on field, with
conflicting yet co-existing logics leading to a duality in organisational structure in

the field.
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7.2.2 EMPIRICAL LIMITATIONS

As any empirical study the above research has limitations, the choice to base the
research on semi structured interviews meant that there are not enough
observations to make a generalisation as to how individual decision makers will
act when facing conflicting logics. It would be of further interest to conduct a
wider research project where a large group of decision makers are asked about
their work through a survey. The answers could then further be compared to
information about the company size and age, and thereby establish or refute the
indication that there is a difference between the small independents and the

larger more established independents.

Another limitation of the semi structured interview approach is that even if
it has been established that there are two logics to choose from to frame action,
the interviews cannot show whether or not the decision makers deliberately
choose between the two, or if they simply continue as usual without much
concern for the alternative logic. The only way to observe how much deliberation
occurs prior to choosing would be to engage in participant observation of
meetings and in other points of decision making in the work process in the music
industry. Such an approach would imply that the researcher follows a project
from the time an artist is identified until a contract is signed, and a first record
recorded, marketed and sold. That is following the work process of the field

studied.

Both of these approaches would offer interesting paths for further research on
how conflicting logics affect organisation. They would give a better
understanding of what, for example, it means to strongly adhere to a logic and

how such adherence might be measured.

115



7.3 IMPLICATIONS FOR THE CREATIVE INDUSTRIES

As outline in the introduction the emphasis on creative industries, rather than an
understanding of culture as in need of public support, brings with it an emphasis
on the commercial potential of the arts, making the arts important in economic
growth and thus an economical important industry. While the publicly supported
arts would probably be expected to emphasise the artistic logic, the creative
industries are expected to combine the artistic logic with a commercial goal. Yet
the present research has shown that the emphasis on the artistic logic is quite
prominent within the field. This could potentially have implications for policy
makers: while the emphasis of policy makers is on growth potential, the
companies with which they work might mostly be interested in the artistic
potential of these companies. It is highly unlikely that the same support
mechanism that help those that start companies based on the commercial logic
will also help start-ups inspired by the artistic logic, implying that policy makers
should take both of the logics into account in building support system for the

creative industries.

The goal of public support to start-ups is to help the start-up reach their
economic goal but given that in a field of co-existing conflicting logics there might
be start-ups who’s primary goal is not economic but cultural (such as artistic).
The policy, aimed at the economic end might thus be a hit and miss with the

companies not emphasising the economic end.

From the empirical point of view it is interesting that there was not support for
S2 the divisionalised organisation, which Peterson and Berger (1971) explicitly
suggested for the recorded music industry, and found in non-profit organisations
(Binder, 2007)or the cooperation found by Reay and Hinings . There was some
indication that decision makers accepted that A&R and business did not mix (B)
but there was no general indication that the two logics did not mix well was used

as a strategy to reach both ends.
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Although the thesis has pointed out the different ways the two logics could be
envisioned to play out in any field where the two logics co-exist, it has not been
established that the end result in all the creative industries is identical to the
recorded music industry in the UK. Film, for example, has much higher initial
production cost than music and is therefore more likely to be restricted by
financial concerns right from the start. Were decision makers in the recorded
music industry found their artistic freedom limited by financial issues, the
limitation would most likely be even stronger for the film industry. Further for
the film industry to be successful, the films need to be shown in cinemas. For
those who own cinemas it is costly to show a film that does not from the start fill
the show, implying that putting on films that have no or only limited marketing
supportis a high risk strategy. This situation would indicate that the film
industry would be limited by the financial aspect in a greater way than is the

recorded music industry (Caves, 2000; Lorenzen, 2008).

In spite of the high initial cost and the potentially great limitation of the
commercial end the international film industry is often referred to as divided into
majors (international conglomerates) and independents. Although the
distinctions between the international conglomerates and small local companies
exist within the film industry, further research would be needed to establish
whether this division is also based on the same value laden division as in the

recorded music industry in the UK.
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8 CONCLUSION

The thesis started from the proposal that the co-existence of multiple often
conflicting logics allows for heterogeneity of organisation. In an effort to
illuminate the micro-processes that lead to this pattern, the thesis analyzed how
decision makers within the recorded music industry in the UK deal with
conflicting logics in their every day practice. Interviews with decision makers
indeed revealed certain heterogeneity of action: they either emphasised one logic
over the other or they attempted to combine the two logics. Yet in spite of
indications of heterogeneity in how decision makers dealt with conflicting logics,
the field still diverged into a duality of organisation. The two organisational forms
in the field, the majors and the indies, respectively reflect the commercial logic or

the artistic logic.

There thus seems to be support for the proposal that multiple logics can lead to
heterogeneity of organisation. However, at the same time there are also
indications that the two logics only lead to two legitimate ways to organise in the
field. Rather than including the many potential combinations of the two logics the
two have been established as the duality of major vs. indie distinction in the
organisation of the recorded music industry in the UK. This means that even if
the two logics necessarily co-exist without a seeming dominance of either one
within the field, there seems to be a dominance of one or the other within each of
the organisation. This seems to lead to only two organisational forms, rather than
a wide variety. Yet even if there are not at the macro level signs of hybrid
organisations, both logics must be taken into account in all the organisations in
the field. This means that organisations adhering to the commercial logic must at
least to some extent take the artistic logic into account (in the music they sign)
and organisations adhering to the artistic logic must take the commercial logic
into account at least as a limiting financial factor (for how much music they can
afford to put out). The two logics thus clearly exist in the same field and are

dependent upon each other. In other words, where the artistic logic is
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institutionalised as the independent record label, this independence is somewhat

dependent upon the commerecial logic.

It is further important to emphasise that this conclusion could not have been
reached looking at either the macro or the micro level separately, but only
through a multilevel approach. By asking decision makers about the work process
involved in the main tasks of the recorded music industry, this study revealed a
link between the micro level and the macro level, as well as between the cognitive
dimension and the normative dimension. The study further illuminates how the
strength t which decision makers value the ends of the respective logics can
create better insight into how decision makers deal with co-existing conflicting
logics in their everyday practice. The conclusions from this study thus advance
our understanding of how individuals contribute to the perpetual coexistence of
multiple conflicting logics, which in turn makes heterogeneity possible in

organisational fields.
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APPENDIX A- MUSIC INDUSTRY TERMS

A&R - artists and repertoire - the function of finding, signing and taking care of

artists within a record label
A?IM - American Association of Independent Music
AIM - Association of Independent Music in the UK

Album - see also record. A collection of songs, recorded by an artist and sold, on

CD, Vinyl or digitally
Billboard - weekly music industry publication, published in the US

BPI - formerly British Phonological Institute, the music industry’s trade

association in the UK

Break an artist - Success. An artist is said to have broken internationally when

his/her song has made it into the international charts.

Chart - information about sales performances of music, published weekly with
information of overall sales, for singles and records as well as broken down by

genres. Compiled by the UK Charts.
Copyright - intellectual property right of the recording.

Demo tapes - artists send tapes (or CDs) with samples of their music to music

labels in order to try to raise awareness of their music and get a contract.

Digital distribution — with the emergence of mp3 files, and other formats of music
to use on portable players such as Ipods and mobile phones, the distribution of
the music is increasingly digital.

EMI - one of the majors

File sharing - mode of distributing music (illegally) online.

Genre - type of music, such as jazz, pop or rock
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Gig - live performance of an artist/band

IFPI - an organisation who represents the recording industry worldwide.

IMPALA - European association of independent record companies and music

producers
Independent - labels independent of the majors

Indie - short for independent

Major - the (currently) four multinational conglomerates in music industry, EMI,

Sony BMG, Universal and Warner

Merlin - new international licensing platform organised by the organisations of

independent music
Meta data - information about the music on digital form.
MIDEM - the world’s largest music market held in Cannes every year.

Music Week - weekly publication on the music industry in the UK. Publishes chart

information weekly.
Payola - illegal payments to ‘buy’ free airtime on radio.
Plugging - getting the music played on radio and TV

Record - see also album. A collection of songs, recorded by an artist and sold, on

CD, Vinyl or digitally.
Royalties - payments to composers of music for sales and use of the music.

Scouts /A&R Scouts - individuals whose job it is to go to gigs and listen to music,
with the hope of finding the next big thing.

Single - one song from a record sold separately, often with a re-mix. This format

was on its way out in the UK, but is, however, currently growing in the light of the
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emerging digital sales, where consumers are mostly buying single songs, not

whole albums.

Sony BMG - one of the majors. The two companies, Sony and BMG merged in
2003.

Universal - one of the majors, the by far biggest on the UK market.
Warner - one of the majors

Win - World Independent Network.
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APPENDIX B- INTERVIEW GUIDE

Briefing
o PhD student at CBS - visiting student LSE
o PhD - organisational structure the music industry
o Interview anonym
Interview
o How did you end up in the music industry?
o How many are you here in the firm?
o What do these people do? /what are their job titles?
o And their education?
o How do you recruit new people?
o Are all your ‘new’ artists really ‘new’ or do they come from other labels?
o Do you have a standard contract?
o Has the process always been the same?
o Does it work? Is it the best way?
o Could you describe the production process?
o How is the job division?
o Isitthe best way to do things?
o Could you describe the marketing process?
o When does the marketing process start?
o How is the production and marketing financed?
How is the cost divided between the production and marketing?
o What is your aim with music production? What is it that you hope to reach? The
goal!
o Why?
o Will you reach that goal?
o What would you need to reach it?
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APPENDIX C - THE EXEPTIONS

Having outlined the field level organisation of the recorded music industry in the
UK with the clear distinction between the large and small record companies it is,
from the institutional perspective, important to understand how the two record
companies who managed to get past the 4% market share barrier did so. How
might they differ from the small companies who remain small? This chapter

outlines the stories of the two companies.

Telstar was founded in 1983 by Sean O’Brian, an accountant with a background in
DJ-ing, as well as accountancy work in porn and at a US compilation label. The
business plan behind Telstar was to sell compilation albums at a slightly higher
price than the company O’Brian worked with before (Runco) from which he
brought with him some of the key staff. The business was highly successful and in
the mid nineties it diversified into signing artists to the label (as well as computer
games) (The Sunday Times, 1999). Although many of their acts were successful,
the bankruptcy of Telstar in 2004 was blamed in the industry on high advances
paid to artists like Victoria Beckham, while the management of the label put it

down to the Internet and lack of control thereof (Sherwin, 2004).

Whatever the reason, it should be clear from this very short background
description that Telstar was founded on a solid business idea. That of selling
compilations of back catalogues. And did well as such. Why the decision to
diversify into A&R was made cannot be answered based on media coverage alone.
It could be that the profit margin of a top selling artist had an allure (as was the
case for Virgin) or simply that a record label with an ounce of self-respect had to

sign music, rather then just re-sell the signings of others32, even if very successful

32 Even if the decision as to what music to put in to a compilation album is in some sense an A&R task
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at doing so. In either case the record label was founded on business logic, and

grew in 1993 to 4.5% market share, following their first signings.

The second example of a record label crossing over the 4% market share barrier,
Virgin, is even more interesting than Telstar. Virgin held a 7.5% market share in
the UK when sold to EMI in 1992, having in the years preceding the sale held over
8%, slightly larger than BMG and closing in on Warner.

Richard Branson’s autobiography Losing my Virginity (Branson, 2004) gives an
insight into the founding and running of Virgin. There Branson, a serial
entrepreneur, describes how he ventured into one business after another,
ranging from a student hot line (providing advice on abortion and sexually
transmitted diseases) to starting an international airline. The Student, a quarterly
free magazine for students, was the first one, which spurred the idea of cheap
mail record sales. The mail order business, became quite successful and outlived
The Student, but was seriously threatened when faced with a postal strike. To
rescue the operation Branson and his associates decided to open a shop. This
became quite a success leading to many years in music under the name of Virgin
and the Virgin group ran the Virgin Megastores in the UK and US until the Virgin
Megastores chain was sold to Zawi, a management buyout vehicle, in September

2007 (Dearbail, 2007).

From the start it is clear that Branson’s strategy was to face insecurity in the
market by expansion, rapidly building up more shops and by adding a studio to
the business when he heard about the waiting time for recordings. It is thus not
surprising that the bigger margin made from producing the music and not just

selling it would be the next goal (Branson, 2004).

Trusting in his cousin Simon Draper’s A&R ability, built up through the selection

of records bought in to the Virgin music shops, this was Branson’s argument:

134



If Virgin set up a record label, we could offer artists
somewhere to record (for which we could charge them) we
could publish and release their records (from which we could
make a profit) and we had a large and growing chain of shops
where we could promote and sell their records (and make the
retail profit margin). (Branson, 2004, p. 147)

Virgin Records had a great success with its first records, even if it was at the
outset not a commercially viable one, as the music was not the kind which would
be played on prime time radio. Yet when the music got into John Peel’s radio
show Virgin Music was on the map. When popular music changed with the
emergence of punk, Virgin found it temporarily difficult to attract cool new acts,
which Branson blames on the hippy association. However, proving to be the only
label able to manage to deal with and keep the Sex Pistols changed this and Virgin
set out to grow further, both on the national market and also internationally
(Branson, 2004). Among others, Branson started French Virgin Music with

Patrick Zelnik the current president of IMPALA.

Virgin records became very successful through a combination of Branson’s own
longing for adventure and willingness to take risk, along with his belief in Simon
Draper’s A&R decisions. On more than one occasion Branson’s action in the face
of uncertainty was to raise the stakes, rather than to cut the losses. In most cases
this has worked out, until Virgin Atlantic was under attack from British Airways
and the financial situation required the Virgin group to sell Virgin Music. Having
to sell to EMI, which Branson had been eyeing as a potential take-over target was
hard, but selling Virgin Music, the most successful part of the Virgin group, in
order to save the airline was in Branson’s mind a better bet than letting the

airline go and possibly taking the music label with it (Branson, 2004).

Even if Virgin did not share the international structure with the majors and was
only for a very short time publicly traded, it does to a much larger degree fall
under the commercial logic than the indies. The case is, however, made slightly
more complex by the differences between the entrepreneurial thinking Branson
applied and the economics of large publicly traded companies.
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The equity question was important to Virgin and Branson as he describes the

brief period of public trading.

Most people think that owning 50 percent of a public
company is the key to controlling it. While it is true in theory,
to a large extent you lose control just by having to appoint
non-executive directors and generally give up your time to
satisfying the City (Branson, 2004, p. 185).

In the case of the indies, the control would refer to the music signings, and that is
probably part of the explanation here, but on another level the City is risk-averse,
not wanting to bet everything on one signing. Further, this lack of control can be
a shelter behind which managers can stand when carrying out difficult tasks such

as dropping artists or prioritising one artist over another.

On some level, Virgin seems to have been an example of a divisionalised
organisation (S2), Branson’s business mind (the subtitle of the autobiography
does refer to the world’s greatest entrepreneur) fully supporting A&R decisions
without mixing himself up in them (Branson, 2004). The ability of the business
mind to find new ways of doing business, new profit margins to include, was
immensely important and so was the willingness to take risk, even if one of these
did in the end cost the record label. The duo of a business mind and an artistic
talent is quite well known in other creative industries; particularly in European
film, where we have famous duos like Lars Von Trier and Peter Albzk in
Denmark and the Almodovar brothers in Spain (Alvarez, Mazza, Strangaard

Pedersen, & Svejenova, 2005).

Even if we have shown that Virgin did make the jump from 3-7% market share,
the question still remains whether the leap from being a small indie to competing
with the large organisations can only be made by a risk-taking entrepreneur,
someone willing to venture from the legitimacy of the artistic logic towards the

stronger emphasis on the commercial aspects.
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The necessary growth is made through acquiring other labels, both domestically
and internationally, even to the extent of being willing to take over one of the
majors (as Virgin had hoped to take over EMI). Another way for a business-
minded label manger would be to be taken over by a major and then stay on at
the major, building a career within the record company, although this might not

suit the entrepreneur.

The music industry today is, however, not the same as when Branson owned and
ran Virgin music. At that time the UK music industry was saved from recession by
the appearance of the CD which led to extensive sales when consumers switched
to CD players and bought their favourite vinyl albums on the new platform
(Branson, 2004). Again the industry is undergoing platform changes, but one
which is hardly likely to lead consumers to re-buy their collection on the new
platform as the only thing you have to do is to insert your CDs into the computer.
A growth such as Virgin had thus seems rather unlikely. But what does that mean
for new or small labels emphasising the commercial logic? Are they doomed to
being legitimate according to the artistic logic, but not really big enough to be

labelled a major?

One way of dealing with this is to be bought in part or fully buy a major.

Something those who act according to the artistic logics would never consider.

Well he is very, he comes from a very kind of you know,
anarchic background - and I think that the very thought of
him selling to a major corporation, would probably bring him
up in hives.

As the financial analyst with previous music industry training argued, all the
independents that wanted to sell have probably already sold to the majors,
leaving a rather distinct division between the majors emphasising the commercial

logic and the independents emphasising the artistic logic.
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TITLER | PH.D.SERIEN:

2004

1. Martin Grieger
Internet-based Electronic Marketplaces
and Supply Chain Management

2. Thomas Basbagll
LIKENESS
A Philosophical Investigation

3. Morten Knudsen
Beslutningens vaklen
En systemteoretisk analyse of mo-
derniseringen af et amtskommunalt
sundhedsvaesen 1980-2000

4. Lars Bo Jeppesen
Organizing Consumer Innovation
A product development strategy that
is based on online communities and
allows some firms to benefit from a
distributed process of innovation by
consumers

5. Barbara Dragsted
SEGMENTATION IN TRANSLATION
AND TRANSLATION MEMORY
SYSTEMS
An empirical investigation of cognitive
segmentation and effects of integra-
ting a TM system into the translation
process

6. Jeanet Hardis
Sociale partnerskaber
Et socialkonstruktivistisk casestudie
af partnerskabsaktarers virkeligheds-
opfattelse mellem identitet og
legitimitet

7. Henriette Hallberg Thygesen
System Dynamics in Action

8. Carsten Mejer Plath
Strateqgisk @konomistyring

9. Annemette Kjaergaard
Knowledge Management as Internal
Corporate Venturing

— a Field Study of the Rise and Fall of a
Bottom-Up Process

Knut Arne Hovdal

De profesjonelle i endring
Norsk ph.d., ej til salg gennem
Samfundslitteratur

Sgren Jeppesen

Environmental Practices and Greening
Strategies in Small Manufacturing
Enterprises in South Africa

— A Critical Realist Approach

Lars Frode Frederiksen

Industriel forskningsledelse

— pa sporet af menstre og samarbejde
i danske forskningsintensive virksom-
heder

Martin Jes lversen

The Governance of GN Great Nordic
—in an age of strategic and structural
transitions 1939-1988

Lars Pynt Andersen

The Rhetorical Strategies of Danish TV
Advertising

A study of the first fifteen years with
special emphasis on genre and irony

Jakob Rasmussen
Business Perspectives on E-learning

Sof Thrane

The Social and Economic Dynamics
of Networks

— a Weberian Analysis of Three
Formalised Horizontal Networks

Lene Nielsen

Engaging Personas and Narrative
Scenarios — a study on how a user-
centered approach influenced the
perception of the design process in
the e-business group at AstraZeneca

S.J Valstad
Organisationsidentitet

Norsk ph.d., ] til salg gennem
Samfundslitteratur



19.

20.

21.

22.

23.

24.

25.

26.

27.

28.

Thomas Lyse Hansen
Six Essays on Pricing and Weather risk
in Energy Markets

Sabine Madsen
Emerging Methods — An Interpretive
Study of ISD Methods in Practice

Evis Sinani

The Impact of Foreign Direct Inve-
stment on Efficiency, Productivity
Growth and Trade: An Empirical Inve-
stigation

Bent Meier Sgrensen
Making Events Work Or,
How to Multiply Your Crisis

Pernille Schnoor

Brand Ethos

Om troveerdige brand- og
virksomhedsidentiteter i et retorisk og
diskursteoretisk perspektiv

Sidsel Fabech

Von welchem Osterreich ist hier die
Rede?

Diskursive forhandlinger og magt-
kampe mellem rivaliserende nationale
identitetskonstruktioner | @strigske
pressediskurser

Klavs Odgaard Christensen
Sprogpolitik og identitetsdannelse i
flersprogede forbundsstater

Et komparativt studie af Schweiz og
Canada

Dana B. Minbaeva

Human Resource Practices and
Knowledge Transfer in Multinational
Corporations

Holger Hgjlund

Markedets politiske fornuft

Et studie af velfaerdens organisering i
perioden 1990-2003

Christine Mglgaard Frandsen
A.s erfaring
Om mellemveerendets praktik i en

29.

2005

10.

transformation af mennesket og
subjektiviteten

Sine Ngrholm Just

The Constitution of Meaning

- A Meaningful Constitution?
Legitimacy, identity, and public opinion
in the debate on the future of Europe

Claus J. Varnes

Managing product innovation through
rules — The role of formal and structu-
red methods in product development

Helle Hedegaard Hein
Mellem konflikt og konsensus
— Dialogudvikling pa hospitalsklinikker

Axel Roseng

Customer Value Driven Product Inno-
vation — A Study of Market Learning in
New Product Development

Sgren Buhl Pedersen
Making space
An outline of place branding

Camilla Funck Ellehave

Differences that Matter

An analysis of practices of gender and
organizing in contemporary work-
places

Rigmor Madeleine Lond
Styring af kommunale forvaltninger

Mette Aagaard Andreassen
Supply Chain versus Supply Chain
Benchmarking as a Means to
Managing Supply Chains

Caroline Aggestam-Pontoppidan
From an idea to a standard

The UN and the global governance of
accountants’ competence

Norsk ph.d.

Vivienne Heng Ker-ni
An Experimental Field Study on the



11.

12.

13.

14.

15

16.

17.

18.

19.

Effectiveness of Grocer Media
Advertising

Measuring Ad Recall and Recognition,
Purchase Intentions and Short-Term
Sales

Allan Mortensen
Essays on the Pricing of Corporate
Bonds and Credit Derivatives

Remo Stefano Chiari

Figure che fanno conoscere

Itinerario sull’idea del valore cognitivo
e espressivo della metafora e di altri
tropi da Aristotele e da Vico fino al
cognitivismo contemporaneo

Anders Mcllguham-Schmidt

Strategic Planning and Corporate
Performance

An integrative research review and a
meta-analysis of the strategic planning
and corporate performance literature
from 1956 to 2003

Jens Geersbro

The TDF — PMI Case

Making Sense of the Dynamics of
Business Relationships and Networks

Mette Andersen

Corporate Social Responsibility in
Global Supply Chains

Understanding the uniqueness of firm
behaviour

Eva Boxenbaum
Institutional Genesis: Micro — Dynamic
Foundations of Institutional Change

Peter Lund-Thomsen

Capacity Development, Environmental
Justice NGOs, and Governance: The
Case of South Africa

Signe Jarlov
Konstruktioner af offentlig ledelse

Lars Staehr Jensen

Vocabulary Knowledge and Listening
Comprehension in English as a Foreign
Language

20.

21.

22.

23.

24.

25.

26.

27.

28.

29.

An empirical study employing data
elicited from Danish EFL learners

Christian Nielsen

Essays on Business Reporting
Production and consumption of
strategic information in the market for
information

Marianne Thejls Fischer
Egos and Ethics of Management
Consultants

Annie Bekke Kjaer

Performance management i Proces-
innovation

— belyst i et social-konstruktivistisk
perspektiv

Suzanne Dee Pedersen
GENTAGELSENS METAMORFOSE

Om organisering af den kreative garen
i den kunstneriske arbejdspraksis

Benedikte Dorte Rosenbrink
Revenue Management

@konomiske, konkurrencemaessige &
organisatoriske konsekvenser

Thomas Riise Johansen

Written Accounts and Verbal Accounts
The Danish Case of Accounting and
Accountability to Employees

Ann Fogelgren-Pedersen
The Mobile Internet: Pioneering Users’
Adoption Decisions

Birgitte Rasmussen
Ledelse i faellesskab — de tillidsvalgtes
fornyende rolle

Gitte Thit Nielsen

Remerger

— skabende ledelseskreefter i fusion og
opkeb

Carmine Gioia
A MICROECONOMETRIC ANALYSIS OF
MERGERS AND ACQUISITIONS



30.

31.

32.

33.

34.

35.

36.

37.

2006

Ole Hinz

Den effektive forandringsleder: pilot,
paedagog eller politiker?

Et studie i arbejdslederes meningstil-
skrivninger i forbindelse med vellykket
gennemfarelse af ledelsesinitierede
forandringsprojekter

Kjell-Age Gotvassli

Et praksisbasert perspektiv pa dynami-
ske

leeringsnettverk i toppidretten

Norsk ph.d., €] til salg gennem
Samfundslitteratur

Henriette Langstrup Nielsen

Linking Healthcare

An inquiry into the changing perfor-
mances of web-based technology for
asthma monitoring

Karin Tweddell Levinsen

Virtuel Uddannelsespraksis

Master i IKT og Leering — et casestudie
i hvordan proaktiv proceshandtering
kan forbedre praksis i virtuelle lerings-
miljoer

Anika Liversage

Finding a Path

Labour Market Life Stories of
Immigrant Professionals

Kasper EImquist Jargensen
Studier i samspillet mellem stat og
erhvervsliv i Danmark under

1. verdenskrig

Finn Janning
A DIFFERENT STORY
Seduction, Conquest and Discovery

Patricia Ann Plackett

Strategic Management of the Radical
Innovation Process

Leveraging Social Capital for Market
Uncertainty Management

Christian Vintergaard
Early Phases of Corporate Venturing

10.

11.

Niels Rom-Poulsen
Essays in Computational Finance

Tina Brandt Husman

Organisational Capabilities,
Competitive Advantage & Project-
Based Organisations

The Case of Advertising and Creative
Good Production

Mette Rosenkrands Johansen

Practice at the top

— how top managers mobilise and use
non-financial performance measures

Eva Parum
Corporate governance som strategisk
kommunikations- og ledelsesveerktg;j

Susan Aagaard Petersen

Culture’s Influence on Performance
Management: The Case of a Danish
Company in China

Thomas Nicolai Pedersen

The Discursive Constitution of Organi-
zational Governance — Between unity
and differentiation

The Case of the governance of
environmental risks by World Bank
environmental staff

Cynthia Selin
Volatile Visions: Transactons in
Anticipatory Knowledge

Jesper Banghgj
Financial Accounting Information and
Compensation in Danish Companies

Mikkel Lucas Overby
Strateqgic Alliances in Emerging High-
Tech Markets: What's the Difference
and does it Matter?

Tine Aage

External Information Acquisition of
Industrial Districts and the Impact of
Different Knowledge Creation Dimen-
sions



12.

13.

14.

15.

16.

17.

18.

2007

A case study of the Fashion and
Design Branch of the Industrial District
of Montebelluna, NE ltaly

Mikkel Flyverbom

Making the Global Information Society
Governable

On the Governmentality of Multi-
Stakeholder Networks

Anette Grgnning

Personen bag

Tilstedeveer i e-mail som inter-
aktionsform mellem kunde og med-
arbejder i dansk forsikringskontekst

Jorn Helder
One Company — One Language?
The NN-case

Lars Bjerregaard Mikkelsen

Differing perceptions of customer
value

Development and application of a tool
for mapping perceptions of customer
value at both ends of customer-suppli-
er dyads in industrial markets

Lise Granerud

Exploring Learning

Technological learning within small
manufacturers in South Africa

Esben Rahbek Pedersen
Between Hopes and Realities:
Reflections on the Promises and
Practices of Corporate Social
Responsibility (CSR)

Ramona Samson

The Cultural Integration Model and
European Transformation.

The Case of Romania

Jakob Vestergaard

Discipline in The Global Economy
Panopticism and the Post-Washington
Consensus

10.

Heidi Lund Hansen

Spaces for learning and working

A qualitative study of change of work,
management, vehicles of power and
social practices in open offices

Sudhanshu Rai

Exploring the internal dynamics of
software development teams during
user analysis

A tension enabled Institutionalization
Model; "Where process becomes the
objective”

Norsk ph.d.
Ej til salg gennem Samfundslitteratur

Serden Ozcan

EXPLORING HETEROGENEITY IN
ORGANIZATIONAL ACTIONS AND
OUTCOMES

A Behavioural Perspective

Kim Sundtoft Hald
Inter-organizational Performance
Measurement and Management in
Action

— An Ethnography on the Construction
of Management, Identity and
Relationships

Tobias Lindeberg

Evaluative Technologies
Quality and the Multiplicity of
Performance

Merete Wedell-Wedellsborg

Den globale soldat

Identitetsdannelse og identitetsledelse
i multinationale militsere organisatio-
ner

Lars Frederiksen

Open Innovation Business Models
Innovation in firm-hosted online user
communities and inter-firm project
ventures in the music industry

— A collection of essays

Jonas Gabrielsen
Retorisk toposlaere — fra statisk ‘sted’
til persuasiv aktivitet



11.

12.

13.

14.

15.

16.

17.

18.

19.

Christian Moldt-Jargensen

Fra meningsles til meningsfuld
evaluering.

Anvendelsen af studentertilfredsheds-
malinger pa de korte og mellemlange
videregaende uddannelser set fra et
psykodynamisk systemperspektiv

Ping Gao

Extending the application of
actor-network theory

Cases of innovation in the tele-
communications industry

Peter Mejlby

Frihed og feengsel, en del af den
samme drem?

Et phronetisk baseret casestudie af
frigerelsens og kontrollens sam-
eksistens i veerdibaseret ledelse!

Kristina Birch
Statistical Modelling in Marketing

Signe Poulsen

Sense and sensibility:

The language of emotional appeals in
insurance marketing

Anders Bjerre Trolle
Essays on derivatives pricing and dyna-
mic asset allocation

Peter Feldhutter
Empirical Studlies of Bond and Credit
Markets

Jens Henrik Eggert Christensen
Default and Recovery Risk Modeling
and Estimation

Maria Theresa Larsen

Academic Enterprise: A New Mission
for Universities or a Contradiction in
Terms?

Four papers on the long-term impli-
cations of increasing industry involve-
ment and commercialization in acade-
mia

20.

21.

22.

23.

24.

25.

26.

27.

28.

Morten Wellendorf
Postimplementering af teknologi i den
offentlige forvaltning

Analyser af en organisations konti-
nuerlige arbejde med informations-
teknologi

Ekaterina Mhaanna
Concept Relations for Terminological
Process Analysis

Stefan Ring Thorbjernsen

Forsvaret i forandring

Et studie i officerers kapabiliteter un-
der pévirkning af omverdenens foran-
dringspres mod @get styring og leering

Christa Breum Amhgj

Det selvskabte medlemskab om ma-
nagementstaten, dens styringstekno-
logier og indbyggere

Karoline Bromose

Between Technological Turbulence and
Operational Stability

— An empirical case study of corporate
venturing in TDC

Susanne Justesen

Navigating the Paradoxes of Diversity
in Innovation Practice

— A Longitudinal study of six very
different innovation processes — in
practice

Luise Noring Henler
Conceptualising successful supply
chain partnerships

— Viewing supply chain partnerships
from an organisational culture per-
spective

Mark Mau

Kampen om telefonen

Det danske telefonvaesen under den
tyske besaettelse 1940-45

Jakob Halskov

The semiautomatic expansion of
existing terminological ontologies
using knowledge patterns discovered



29.

30.

31.

32.

33.

34.

35.

36.

2008

on the WWW - an implementation
and evaluation

Gergana Koleva

European Policy Instruments Beyond
Networks and Structure: The Innova-
tive Medicines Initiative

Christian Geisler Asmussen
Global Strategy and International
Diversity: A Double-Edged Sword?

Christina Holm-Petersen

Stolthed og fordom

Kultur- og identitetsarbejde ved ska-
belsen af en ny sengeafdeling gennem
fusion

Hans Peter Olsen

Hybrid Governance of Standardized
States

Causes and Contours of the Global

Regulation of Government Auditing

Lars Bage Sgrensen
Risk Management in the Supply Chain

Peter Aagaard

Det unikkes dynamikker

De institutionelle mulighedsbetingel-
ser bag den individuelle udforskning i
professionelt og frivilligt arbejde

Yun Mi Antorini

Brand Community Innovation

An Intrinsic Case Study of the Adult
Fans of LEGO Community

Joachim Lynggaard Boll

Labor Related Corporate Social Perfor-
mance in Denmark

Organizational and Institutional Per-
spectives

Frederik Christian Vinten
Essays on Private Equity

Jesper Clement
Visual Influence of Packaging Design
on In-Store Buying Decisions

10.

11.

Marius Brostrgm Kousgaard

Tid til kvalitetsmaling?

— Studier af indrulleringsprocesser i
forbindelse med introduktionen af
kliniske kvalitetsdatabaser i speciallae-
gepraksissektoren

Irene Skovgaard Smith
Management Consulting in Action
Value creation and ambiguity in
client-consultant relations

Anders Rom

Management accounting and inte-
grated information systems

How to exploit the potential for ma-
nagement accounting of information
technology

Marina Candi

Aesthetic Design as an Element of
Service Innovation in New Technology-
based Firms

Morten Schnack

Teknologi og tveerfaglighed

— en analyse af diskussionen omkring
indferelse af EPJ pa en hospitalsafde-
ling

Helene Balslev Clausen

Juntos pero no revueltos — un estudio
sobre emigrantes norteamericanos en
un pueblo mexicano

Lise Justesen

Kunsten at skrive revisionsrapporter.
En beretning om forvaltningsrevisio-
nens beretninger

Michael E. Hansen

The politics of corporate responsibility:
CSR and the governance of child labor
and core labor rights in the 1990s

Anne Roepstorff

Holdning for handling — en etnologisk
undersagelse af Virksomheders Sociale
Ansvar/CSR



12.

13.

14.

15.

16.

17.

18.

19.

20.

21.

Claus Bajlum
Essays on Credit Risk and
Credit Derivatives

Anders Bojesen

The Performative Power of Competen-
ce —an Inquiry into Subjectivity and
Social Technologies at Work

Satu Reijonen

Green and Fragile

A Study on Markets and the Natural
Environment

llduara Busta
Corporate Governance in Banking
A European Study

Kristian Anders Hvass

A Boolean Analysis Predicting Industry
Change: Innovation, Imitation & Busi-
ness Models

The Winning Hybrid: A case study of
isomorphism in the airline industry

Trine Paludan

De uvidende og de udviklingsparate
Identitet som mulighed og restriktion
blandt fabriksarbejdere pa det aftaylo-
riserede fabriksgulv

Kristian Jakobsen
Foreign market entry in transition eco-
nomies: Entry timing and mode choice

Jakob Elming
Syntactic reordering in statistical ma-
chine translation

Lars Bramsge Termansen

Regional Computable General Equili-
brium Models for Denmark

Three papers laying the foundation for
regional CGE models with agglomera-
tion characteristics

Mia Reinholt
The Motivational Foundations of
Knowledge Sharing

22.

23.

24.

25.

26.

2009

Frederikke Krogh-Meibom

The Co-Evolution of Institutions and
Technology

— A Neo-Institutional Understanding of
Change Processes within the Business
Press — the Case Study of Financial
Times

Peter D. @rberg Jensen

OFFSHORING OF ADVANCED AND
HIGH-VALUE TECHNICAL SERVICES:
ANTECEDENTS, PROCESS DYNAMICS
AND FIRMLEVEL IMPACTS

Pham Thi Song Hanh

Functional Upgrading, Relational
Capability and Export Performance of
Vietnamese Wood Furniture Producers

Mads Vangkilde

Why wait?

An Exploration of first-mover advanta-
ges among Danish e-grocers through a
resource perspective

Hubert Buch-Hansen

Rethinking the History of European
Level Merger Control

A Critical Political Economy Perspective

Vivian Lindhardsen

From Independent Ratings to Commu-
nal Ratings: A Study of CWA Raters’
Decision-Making Behaviours

Gudrid Weihe
Public-Private Partnerships: Meaning
and Practice

Chris Ngkkentved

Enabling Supply Networks with Colla-
borative Information Infrastructures
An Empirical Investigation of Business
Model Innovation in Supplier Relation-
ship Management

Sara Louise Muhr
Wound, Interrupted — On the Vulner-
ability of Diversity Management



10.

11.

12.

13.

Christine Sestoft
Forbrugeradfaerd i et Stats- og Livs-
formsteoretisk perspektiv

Michael Pedersen

Tune in, Breakdown, and Reboot: On
the production of the stress-fit self-
managing employee

Salla Lutz

Position and Reposition in Networks

— Exemplified by the Transformation of
the Danish Pine Furniture Manu-
facturers

Jens Forssbaeck
Essays on market discipline in
commercial and central banking

Tine Murphy

Sense from Silence — A Basis for Orga-
nised Action

How do Sensemaking Processes with
Minimal Sharing Relate to the Repro-
duction of Organised Action?

Sara Malou Strandvad

Inspirations for a new sociology of art:
A sociomaterial study of development
processes in the Danish film industry

Nicolaas Mouton

On the evolution of social scientific
metaphors:

A cognitive-historical enquiry into the
divergent trajectories of the idea that
collective entities — states and societies,
cities and corporations — are biological
organisms.

Lars Andreas Knutsen
Mobile Data Services:
Shaping of user engagements

Nikolaos Theodoros Korfiatis
Information Exchange and Behavior
A Multi-method Inquiry on Online
Communities

20.

21.

22.

23.

Jens Albaek

Forestillinger om kvalitet og tveerfaglig-
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