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ABSTRAKT

Zamérem bakaléské prace je analyza vlivu internetu na hudebriimgsl a analyza
alternativnich marketingovych strategii v hudebrmmimyslu. Teoretick&ast popisuje
internet jako takovy, historii a principy hudebnipdmyslu, vliv internetu na marketing a
koncept marketingového mixu. Tyto poznatky jsouled® aplikovany na marketingové
moznosti a strategie v hudebnimimpiyslu. Toto slouZzi jako teoretické vychodisko pro
praktickouc¢ast. Praktick&ast analyzuje jednotlivé marketingové strategidiaimternetu
na hudebni gimysl. Strategie jsou hodnoceny podle prodejnostiblyua fiznych dalSich
faktoni. V zawru prace nabizidkolik obecnych a konkrétnich dop@eni pro hudebniky
ohledrg marketingovych strategii. Dosazené &g\jsou tyto: internet hudebnijmnysl v
mnoha snrech obohatil; negativni vliv hudebniho piratstei minimalni, v gkterych
aspektech dokonce pozitivni; je mozné dosahnoutchsp jako hudebnik a idealnim

zpisobem je diverzifikace produktovéasti marketingového mixu

Kli¢ova slova: internet, hudebni piratstvi, hudebafmysl, marketing, marketingové strategie,

ABSTRACT

The aim of the thesis is the analysis of the inflieeof the Internet on the music industry
and the analysis of alternative marketing strageg@iethe music industry. The theoretical
part describes the Internet, the history and ppiesiof the music industry, the influence of
the Internet on marketing and the concept of margetix. It then applies this information
to the marketing strategies and possibilities artusic industry in the age of the Internet.
This serves as the theoretical foundation for #wsed part of the thesis. The analytic part
analyses the individual marketing strategies amditfluence of the Internet and music
piracy on the music industry. The strategies aauasted based on the sales performance
of the music and various other aspects. The ttibsis provides several instructions for
musicians regarding marketing strategies. The csimhs are: the negative effect of music
piracy is minimal, in some instances even positihe; Internet has benefited the music
industry in numerous ways; it is possible to baiecessful musician and the most viable

way is through diversifying of the product aspddthe marketing mix.

Keywords: internet, music piracy, music industrgrketing, marketing strategies
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INTRODUCTION

In the last few years | have been influenced byeviikasnick and the music band Nine

Inch Nails and their ideas regarding the Intermet igs influence on conventional business
models, including those in the music industry. #iswhrough them that | became interested
in the topic and decided to utilize and elaboratesame of their ideas in my thesis and put
them to a test.

The internet has influenced the music industryimerous ways, both positive and
negative. On the one hand, the Internet providéks bdists and fans with opportunities
never before possible. These allow lower pricesienconvenient ways of acquiring music,
easier and more satisfying communication betwegstaand their fans and the possibility
of significantly cheaper and more effective prorooti

On the other hand, the digitalization and conrewss of the Internet age have given
rise to the phenomenon of massive music piracy. tfité is that any and all music is
available for immediate and free download. Howevtke, claims that illegal sharing of
music is killing music sales are very difficult prove at best and might possibly be
completely false. Contrary to the claims of the &dog Industry Association of America
and countless media, music piracy might even hgx@sdive effect on the music industry.

A more important result of the influence of théelmet and piracy on the industry is
the manifestation of music labels’ rigidity and eev reluctance towards new and
innovative technologies and ideas, which the agatefnet provides. Their stance against
any deviation from the usual ways of business tesi countless artists becoming
aggravated. The artists often try doing the manketand business aspect of music
themselves and they very often come up with rathreque and innovative marketing
solutions, utilizing both the Internet and theidé&pendence on a music label.

However, as there seems to be minimal experienteei area of alternative marketing
strategies, artists have to resort to trial andram order to find out what works and what
does not. Trent Reznor, founder of the music bame Mch Nails managed to sum this
up: “Here’s a truth: nobody knows what to do rigbiv, me included. The music business
model is broken right now.” (Reznor 2009)

| believe that the music industry is nowhere nesadeath, that there are unexplored
areas of the music business model with lots of remmmnovation and that the Internet can
be utilized towards the satisfaction of both astiahd fans. It is also possible that both

groups might benefit from music piracy and that phenomenon’s malignancy might just
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be a demonization by popular media. Several arsiségse the same opinions as | do. It is
through the analysis of their successful and uressfol attempts at marketing that we
might acquire methods and information about possibéarketing strategies which can be
utilized in order to achieve the artists’ goalstie modern age. At the same time the
analysis of music piracy might provide importarformation about its principles and help

us understand ways in which it can be utilized.
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THEORY
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1 INTRODUCTION OF THE MUSIC INDUSTRY

At the very core, music (and music industry) isthartists and their fans and how music
makes its way from the first to the latter anchds been like that for centuries. It was no
sooner than with the introduction of the gramophmurd that the record and publishing
companies were introduced to the music industryubld then the only way people could
listen to music was at live shows or on a radio @redvinyl record changed that (Kusek
n.d.).

Since then, the only way artists could become famwas if their music was played on
the radio, TV or if they were featured in a magazom a newspaper. These were basically
the only media popular enough to be considered galvemarketing channels. Their (the
media’s) main source of income were listeners, emwand readers. In order to acquire
those, the media had to deal with musicians thantbst people were interested in. Thus,
in order to appear on a radio station, TV or inesvspaper a strong marketing influence
was absolutely necessary. Only major music labelgwwowerful enough to provide it.

Several significant changes have taken place shexe The first major change came
with the introduction of the compact disc—CD. Thetual change was the complete
digitalization of the entire music catalogues musicels had in their possession, thus
allowing perfect copying of the recorded music éonputers and its following replication
(Kusek n.d.) The second change was the introduatibrthe lossy mp3 format that
effectively minimized the amount of disk space mutskes on storage devices, thus
allowing a quicker and easier transfer of thoses@dun.d.). The third and most significant
change the music industry faced was the mass pagatian of the Internet that allowed
people to connect with others from across the gleiti@n fractions of time and at minimal
costs. This combined with the first two factors oge up the way for music sharing online
(Kusek n.d.) An overall treatise of the effectslofernet on marketing and the music
industry is provided in Chapters 3 and 5, wherbaseffects of music piracy are inspected

in Chapter 8.
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2 THE INTERNET

The Internet is a public worldwide communicationwark allowing the connection of any
two computers and other devices anywhere on theepliaith the help of dedicated servers
and routers. Using the Internet, said device cansfer data with unprecedentedly high
speed and at low costs regardless of the distamtenany other aspects that often affect
other means of communication. The Internet itsgelfiécentralized and is not owned by
anyone and is therefore resistant to malfunctiondlackouts. (Kotler and Armstrong
2004, 57; Blazkovéa 2005, 13; Business Dictionary)

The first predecessor of the Internet was a myliteetwork created in 1968 in the
United Kingdom and its sole purpose was the testintipe concept. The British network
was soon followed by a similar installation in theited States called ARPANET and it
shared its purpose with its counterpart from theeoside of the Atlantic Ocean. It was no
sooner than around the year 1990 that the firdbpee of a World Wide Web server, the
idea of hypertext, the first web site and web brewsere created in the Swiss nuclear
institute CERN (Kodytek 2006).

There were around one thousand computers connectee Internet in 1984, but the
number began rising steadily and by 1992, the nunmuoeeased to over one million. The
year 1993 was important for the development ofitbernet, because of the creation of the
WWW standard. The number of computers continuedis® and there were over 360
million people connected to the Internet by 200d ammost 2 billion people by 2010
(Kodytek 2006; Internet World Stats — Usage anduRgjon Statistics 2010)
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3 MARKETING IN THE INTERNET AGE

The Internet has significantly changed marketingngl with all the related tools and
strategies and was one of the causes of the anegitiwhat is calledhe New Economias
opposed tdhe Old Economy(Kotler, Wong, Saunders and Armstrong 2007, 174).

3.1 The driving forces of the age of Internet

Kotler differentiates four main driving forces ldhthe age of the InternefThe one
called The Internet Explosiorwas already described in Chapter 2. It represéms
increasing penetration of the Internet and thengisamount of people connected to it
(Kotler, Wong, Saunders and Armstrong 2007, 18®w Forms of Intermediariesre a
result of new businesses started by entrepreneueaction to the huge success of the first
purely Internet companies such as eBay or Yaho@&s&hntermediaries (also called e-
tailers) became competition for established brioll enortar businesses and forced them
into becoming hybrid companies, conducting busirteesusual way as well as online
(Kotler, Wong, Saunders and Armstrong 2007, 177).

The next category of driving forces consisteastomizatiorandcustomerizationThe
first one allows companies to adjust their produsésed on the requirements of the
customers, whereas the latter practically putsctistomer in charge of creating a desired
product. These were significantly more difficulttime pre-internet era of marketing. The
reason for that is that any communication only vedrkn a single direction—from the seller
to the buyer and not vice versa. The companies the®OIld Economy thus mainly focused
on standardizing their production, products andrass operations. They hoped that by
combining massive investments into brand propagatwith the aforementioned
standardization, they would achieve higher salesfitp and savings (Kotler, Wong,
Saunders and Armstrong 2007, 180).

On the other hand, the Internet and its ability ttansfer massive amounts of
information within moments provide companies (adlws many other subjects) with
means of learning about their customers, their sieedquirements and ideas about
products. As a resultustomizatiorandcustomerizatiorbecame one of the driving forces
of the internet marketing (Kotler, Wong, Saunderd Armstrong 2007, 180).

The fourth group of forces consists difjitalization and connectivity Digitalization
means the conversion of analogue information (b&xt, audio or video) into digital

format, resulting in computers being able to precgsd informationConnectivityis one
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of the basic principles of the Internet. It represehe possibility of a connection between
two or more computers or devices and as such weadyl described in Chapter 2 (Kotler,
Wong, Saunders and Armstrong 2007, 175).

3.2 E-commerce and its advantages
E-commerce can be defined as the buying and selfipgoducts and services with the use
of the Internet. The term also encompasses antghar e-marketing, which will be dealt
with specifically in a following sub-chapter (Kotla&Vong, Saunders and Armstrong 2007,
182).

Due its format e-commerce provides both the custesnand the companies with
certain advantages. As far as the buyers are aoedethere is no need for them to be
physically present at a shop and they can insteaduct all the buying from the comfort of
their home. The selection of products and amountinédrmation available is also
significantly bigger—not only as a result of beteline catalogues, but also because it is
possible to buy products in e-shops based liteeaiywhere in the world. As opposed to
brick and mortar shops, Internet is never closed¢pmpletely interactive and any activity
is immediate (Kotler, Wong, Saunders and Armstr20g7, 182—-183).

The Internet provides numerous advantages todthers as well. The most important
is the possibility to create and nurture relatiopstwith customers, thanks to interactivity,
online communication and the resulting feedbacke Tdrct that the Internet is a global
medium is probably the second most important aspedt allows a significant expansion
of the company’s customer base. Sellers whichzetilhe Internet also do not have to pay
as much money for rents or communication. The f&tieralso considerably increases
company’s flexibility, as any data online can beilyaand quickly edited, whereas actual
advertising materials (and products in some cam@sgxpensive both to manufacture and

to fix in the event of a mishap (Kotler, Wong, Sders and Armstrong 2007, 183—-184).

3.1 E-marketing

E-marketing is the marketing aspect of e-commeme Kotler divides all the tools
provided by the Internet into four categorie@gebsites, e-mail and webcastjrngternet
communitiesand online advertising and propagatioifKotler, Wong, Saunders and
Armstrong 2007, 193).
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Websitescan be considered the most basic element of eatmagk They can be
divided into two groups, based on their functioncédnpany website is created in order to
promote the company’s brand by communicating witsteamers, providing them with any
information necessary and functioning as a pullichannel. It is not the purpose of a
company website to motivate a customer to buy aywe-that is the goal of marketing
websites. Regardless of the type of a websits, éissential that they are all attractive and
ensure the visitor’s return in the future (KotMfong, Saunders and Armstrong 2007, 194—
197).

E-mail can be used to communicate with customers in ndhfigrent ways. The
company can send out promotional materials, offeiaformation about new products. On
the other hand, customers ask questions and regpesfic informationWebcastings an
automated process of sending specifically requestiedmation to a customer. It is also
very important for a company not to dissatisfy ggravate a customer by crossing the thin
line between gromotional e-mailand spam (unsolicited electronic messagd®otler,
Wong, Saunders and Armstrong 2007, 203).

A web communitys basically a community existing in the virtupbse of the Internet.

It can manifest on a forum, a website, a web groupany other part of the Internet. It
shares many aspects with a real-life community-teg.members usually share a similar
interest or a goal etc. (Kotler, Wong, Saunders/Aamastrong 2007, 201-202).

Online advertisingis any kind of advertisement displayed online orbsites. It
encompasses many individual subcategories, the mn@gortant ones of which are
banners microwebsandviral marketing Bannersare relatively small spaces on websites
dedicated for advertisingvlicrowebs are websites of relatively small size, created and
administered by external companies and incorporiatecbigger websited/iral marketing
is the Internet equivalent of thé&/ord-of-mouth marketingnd relies on the urge of a
person to forward the promotional object (be iteamail, video or a text) to other people.
To achieve that it obviously utilizes the Interifi€btler, Wong, Saunders and Armstrong
2007, 198-199).
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4 THE MARKETING MIX

At the basic level artists have to come up withomplete marketing strategy. At their
disposal exists what is known as the marketing iits a set of strategic marketing tools
that allow a company or an entrepreneur (the gelide from now on) use to adjust their
products in accordance with the requests of cus®rnmem a target market. (Kotler and
Armstrong 2004, 105)

The marketing mix represents all activities thea selling side pursues in order to
create and stimulate demand for its product. Theswities can be divided into four
groups known as “4P":

a) ProductThis group encompasses the product, the conseasivices and all their

aspects that a selling side offers to customers.

b) Price-This aspect represents the sum of money a custwesdn invest in order to

acquire the product.

c) Placeincludes all activities that lead to the produetdming physically available.

d) Promotioncomprises of all activities that cause a custameet information about

and want to buy the product. (Kotler and Armstr@dg4, 106)

Another view offers a different perspective. It @weg that the “4P” conception only
considers the selling side’s viewpoint, not thetooer’'s one. The whole marketing mix
perceived from the consumer’s point of view woudddescribed as “4C”:
a) Customer solutiorthe product sold provides value to a customer.
b) Customer costa customer cares about all the costs that theyhanas to pay for a
product, including those related to using and/epdsing of it.
c) Conveniencea customer wants a product or a service to bé/edsainable.
d) Communicatiora customer requires intensive mutual communicathout the
product should the need for any kind of informatiise on their side. (Kotler and
Armstrong 2004, 107)
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5 THE INTERNET AND THE MARKETING MIX IN THE MUSIC
INDUSTRY

This chapter synthesizes the information providedli the preceding chapters, applies to
them to the environment of the music industry axplans the result using the marketing

mix.

5.1 Product/ Customer solution
The product of music industry is music and thatimsply data. Because dfgitalization it
became possible for music to be stored and “conduimedigital format. It is no longer
necessary to own a physical product in the forrarofudio cassette, vinyl, CD or a DVD.
Malfunctions such as cassette tape getting stuekplayer or a scratched CD became non-
existent with the digital format. Digital music caiso be easily backed up. It can
physically take a relatively small amount of spézasically as small as the smallest music
player).

Should a customer prefer a high-quality recordim@ lossless format (e.§jac or
wav) over a lossy format such asp3or ogg the speed of the Internet connection is so
high nowadays that we can easily transfer huge atsaf data in a very short amount of
time. Therefore even quality-demanding customernsbe satisfied and there are no parts
of the market that would be left displeased.

The limitation of the “size” of the product is hanger present. When putting out a
music CD, an artist can be limited by the capaoitghe medium, having to reduce the
number of songs on an album. With digital formatoes not matter whether the intended
record is a standard 10-songs-album or an opus umagguivalent to 4 CDs in reality—
there are no restrictions regarding this.

An opposite scenario is also possible—where ast arished to put out a single song in
the past, a special “Single CD” with remixes, besidind other material had to be created
in order for it to be commercially interesting fibre music label. A CD with a single
recording and no other additional material wouldirbenediately turned down. The only
way a single song could get to a listener was waor radio. Nowadays there are no
restrictions to this either. An artist can put awgingle song on the Internet at no extra cost
for him or the music label.

A bandwebsite forum or any other form of @mmunitycan also be included in the

category ofproductand it is clear, that their creation was impossiblthe era before the
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Internet. Communities related to artists existethaform of real-life gatherings of people
or they had to resort to correspondence. Usingeitlebsite or a community and utilizing
the connectivityof the Internet, artists can also easily gath&rmation about what the
fans’ requirements and wishes are or what theydliag to pay for. Artists can therefore
exercise a certain form afustomization All of this allows the artist to create such a

product that perfectly suits the needs and requergsof a customer.

5.2 Price / Customer cost

The introduction of digital formats brought dowretexpenses of mass manufacturing a
music medium. It is no longer necessary to cregidysical copy of a CD or a DVD in
order to get music to consumers. The creation eport of a single CD include mainly
(among many other things) pressing the disc its#le package, the booklet and
distribution to designated selling places. Mosttbése were also done by external
companies that desire to create profit itself amserthe costs even higher.

On the other hand a single download (even ofaively high amount of data) costs a
fraction of this. The music (along with a digita#rgion of the package and booklet) only
has to be uploaded to the website once. Shouldldgm arise with the music medium, for
example a faulty pressing that causes the CD tdumation, the digital download can be
simply re-uploaded, whereas the physical versionlavbe completely useless and in need
of replacement. This would create significant addal costs.

All of this contributes to the possibility of awer price of the final product while still
maintaining the same profit. Lower price also letmlsin increase in demand resulting in
higher sales (McGraw 2010). Also if a CD gets stratl or broken the customer has to
buy a new one, whereas a deleted digital recordamgbe easily restored from a backup,

therefore lowering the potential customer cost.

5.3 Place / Convenience
A physical version of a music disc has to be preaea selling site in order to be bought.
In order to get there it has to be transportedstockd there and both of these activities are
usually provided by external companies and at amfdit costs.
The above-mentioned facts create possible obginsctE.g.: the artist is limited in the
amount of places that they can get their produ¢btsh for financial reasons and because

there simply are not music shops in every cityawrt). Also they often have little to no



TBU in Zlin, Faculty of Humanities 21

control over the eventual way the product will enbeing sold. For example if there is a
bonus disc, retailers can decide to sell the batisis alone for extra price (this has not
been an unusual practice in the past). This createsnted inconveniences for both the
customer and the artist.

On the other hand the main advantage of a digiéasion is that it is available
everywhere where there is an internet connectiaditionally, should an artist decide to
sell their music through their own website (or atermediary, such admazon.com they
are in full control of the form of the product.

Similar facts can be applied to merchandise awanptional items, such as t-shirts,
baseball caps, posters or lithographs. Using therriet the artists can gain total control
over these items, while customers can be surethligatmerchandise being sold at the

designated website is of genuine quality and rfotgery.

5.4 Promotion / Communication
The Internet has mostly influenced the ways andsipdgies of music promotion. The
massive rise of social media provides artists widans never before possible. Firstly,
there are websites that allow an artist to upld@dt tmusic and use that as free promotion—
the most known ones being MySpace and YouTube.fif$eis facing a decline in the
number of users, while the latter is going throtlgd opposite. Nowadays YouTube allows
the uploading of material in full high definitioesolution and does not have any limits on
the amount of data uploaded. MySpace and YouTubedatrthe only web services of their
kind. There are many others providing the exactesiing. Some specialize in a specific
country (Stream.cz and Bandzone.cz being the Camghivalents of YouTube and
MySpace respectively). What they all have in comnsotihat they are free for both artists
and users.

To promote an artist before the Internet becamwidsly used as it is today meant to
get played on radio, TV or mentioned in a magazihe.achieve that, the marketing
capabilities of a music label were almost alwaypneed. Nowadays, artists can promote
themselves a lot more easily and quickly.

Aside from these there are also two main sociasswhose purpose is to connect with
other people just for the sake of connection—Faukelzmd Twitter. These can be used to

communicate with the fans/customers directly ar@uit work both ways—artists can inform
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their fans about anything they think is importantv@rthy of sharing and fans can ask and
inform themselves about anything they wish.

When comparing with the marketing tools that wavailable ten years ago, the only
way to get in touch with an artist was to writertha letter, get a letter published in a
music magazine and hope said artist will read iberlucky and meet them sometime
around their live show (provided they actually thdse).

The best tools the Internet provides the artisith vare their own websites and
discussion boards. These can combine the besttaspfeall the social media mentioned
above. Artists can utilize them to sell their musell tickets to their live shows, upload
and share music, videos and every possible piedatafthat could be somehow beneficial

(wallpapers, promotional videos, ringtones, etnd # interact with fans.

5.5 Product/ Customer solution regardless of the Intanet
The productaspect of the marketing mix in the music industag also be alternated much
more innovatively even without the aid of the Inilr The reason for that is that the
variety of forms of music products, which have beéemoduced throughout history, is
rather low. The most common form has always beme@ium (a vinyl, audiotape or a CD)
with music, the package and a booklet with lyriday special or deluxe editions have
always been both rather rare and very far from d@inovative—the usual bonus content
usually consisted only of a few bonus songs anelyanything else. It is obvious that this

aspect of the marketing mix can be significantledsified.
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6 THE METHOD OF EVALUATION OF THE SELECTED
MARKETING STRATEGIES

Every selected marketing strategy is describedmsypected. It is also viewed in relation to
the new means that the Internet provides. Saleseffgare considered where available.
Should these be unavailable, other means, suchas rankings, are utilized in order to
evaluate the success.

However, there are certain complications that arxéggse when evaluating the success or
failure of a given marketing strategy in the musustry. One must consider that no two
strategies can be treated the same. Firstly tedfeeimatter of different target markets (i.e.
fans) of different artists. Some groups have atively bigger following than others and
therefore almost automatically sell more recordd &ave a better starting position.
Secondly there are many aspects to evaluate—théearuaf sold records is not the only
criterion worth of consideration. Some may value fact, that their music has reached a
certain amount of people or that it has gainedntitie of people in general and are not
necessarily concerned about the sales numbers.

Also what can one person consider a failure, arathn view as success. Therefore it
Is sometimes useful to take into considerationstiagements of the artists involved and at
least partially base the evaluation on those ag. Wwel these reasons, if there are any
specific facts available about a given strategiJeafrom the sales figures, they are also

taken into consideration before evaluation.
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7 HYPOTHESES OF THE THESIS

The Internet provides both fans and artists withasjunities never before possible. Music
can be distributed at very low prices and to amgtion in the world. Artists are provided

with means to promote themselves and attract fansramal costs and without the need
and/or restriction of a big music label. Gettingonch with fans and creating communities
has also never been easier as the social medianaiiee rise and the number of people
using them is steadily increasing. These facts teado hypothesize, that it is possible to
utilize the Internet in ways beneficial to bothistg and fans, including but not limited to

an increase in sales or an artist’s fan base.

As for the phenomenon of the music piracy, | hdithat the negative effect it has on
the music industry is possibly erroneous and ithhigot have any significant negative
impact on the sales figures. No matter what thecefdf piracy is, th@roductpart of the
marketing mix can be diversified and alternatednany new ways, which have not been
thought of in the past (or at least have not bedsely incorporated into the usual
marketing strategies). | therefore hypothesizet this along with the facts stated in the
first paragraph of the chapter can lead to inciebasées or at least increased gross margins
for the artists.

In accordance with the above-mentioned statemesgsthe following hypotheses for
the practical part of this thesis:

* The Internet can be utilized for the sake of botists’ and fans’ satisfaction

« The actual effects of music piracy on the musiagidy are not significantly

negative.

e There are ways to be a successful musician deteiteee availability of music on

the Internet and the most viable way is througtediifying the product aspect of

the marketing mix.
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8 THE EFFECT OF MUSIC PIRACY

The actual effect music piracy has on the musiashg is rather difficult to evaluate or
guantify, as there are several aspects in effedttemch of them modifies the music sales
differently. The most obvious one is the fact, thate a person has downloaded music
from the Internet, they might not have any reasmrpurchase a legal version of the
product. It is important to note, that this is meicessarily a universal fact. However, any
decrease in sales figures might also be a reswtloiver economical power of a market,
influence of a substituting form of entertainmentaonumber of other reasons. It is also
entirely possible, that a person finds reasonsutoeblegal copy of musiafter they have
downloaded and listened to it.

To make matters even more complicated, some autfugue that it is essentially
impossible to arrive at any sort of conclusion. Teasons for this are that the very
mechanisms used for statistical evaluation of stdgses do not work correctly and any
statistics produced using them are inevitably radileg (Ziemann 2007). Thus using the
two main sources of music statistics—Nielsen SouadSand RIAA—is completely
pointless and everyone is forced to rely on ragfegreral music piracy statements from the
media or the RIAA itself.

Despite the above-mentioned facts, there are Emsstudies available, but their
results vary greatly. Some of them prove that piteas lead directly to a decrease in music
sales figures (Peitz and Waelbroeck 2004) wherdéasro claim that there is no effect
whatsoever (Oberholzer and Strumpf 2004). The welsi the RIAA itself states that
from 2004 to 2010 “. . . digital music theft hasehea major factor behind the overall
global market decline of around 31 percent” (RIARecording Industry Association of
America). It also claims that there has been aifstgnt drop in music sales in the decade
following Napster's (a program designed specificalbr peer-to-peer file sharing)
emergence in 1999 (RIAA - Recording Industry Asation of America). The variety of
the conclusions of these studies leads one toveglthat there is no perfectly true analysis
of the actual impact of piracy on music sales.

Park provides information of at least some créithbby stating that there are not
nearly as many people downloading music and tleatasses presented by the RIAA are a
mere exaggeration accompanied by a PR campaigohwelffiectively convinced journalists
that the presented data is true (2009, 88). Thenghists then went on to spread the

information to the general public, making the exagtessment of the situation significantly
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more difficult (Park 2009, 66). He also states,t thecording to a research around 71
percent of young people (aged 15-34) who downloaslicralso buy it legally (Park 2009,
88-89). Both Park and Ziemann also add an intergstote: music sales have in fact begun
to declineafter the RIAA forced Napster to shut down in 2002 (Pa@k9, 66; Ziemann
2002). This might possibly correspond with the edgree of a musician called Corey
Smith, who decided to take free music down fromwesite at one point. The immediate
consequence of this was that his iTunes sideseasedLefsetz 2008).

The Internet and the supposed music piracy alsbamether, completely different
effect on the music industry or, to be more speciiin the music labels and the RIAA.
Since the emergence of the phenomenon of filessparhere have been countless
instances documenting them both acting as grebolyical companies dead set against any
innovations. To demonstrate, that these claimsata blunt exaggeration, it will be best
to present several specific cases, in which theltaénd the RIAA have demonstrated their
real motives.

Arguably the most well-known examples are legalspcutions of people sharing
music. While the motivations for these are at lebdiatable, many other aspects of the
litigations could easily be described as absurdk Btates, that the RIAA has probably
submitted thousands of subpoenas and sued thousapésple for illegal music-sharing
since the year 2003. In some cases, the defendanésaccused of sharing a total of only
five songs (Park 2009, 85). RIAA has also at tirdemanded ridiculous damages to be
paid as compensation by people illegally sharingimDuring a certain lawsuit it was at
one point ruled, that the accused person is taagayal of $1.92 million worth of damages
for sharing twenty-four songs. The case is stity@ing, but the lowest damages demanded
were still extremely high - $222,000 (Masnick, 2810

The RIAA and the music labels have also engagednwother activity with bizarre
consequences—lobbying. RIAA alone has spent ovér Bélion from 2000 to 2009
lobbying for bills increasing the music labels’ tah over their intellectual property (Gain
2011). The consequences of these endeavours greftem absurd. For example, a young
pop singer Justin Bieber was blocked from uploadirggown music video to Youtube
because of a problem with copyright (Masnick 2010dh another instance, a music
reviewer’s blog was suspended after posting a agipgd song. The irony is that the song
was sent by a representative of Warner Music Gtabpl with the purpose of making it

available online and getting attention for thesartDespite that, the blogger was later sent
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cease-and-desist order for his website (Masnicl0@D0rhese are just examples and there
are numerous other instances of utterly ridiculoekavior of the music labels and the
RIAA with regards to copyright infringement (Maski2009c; Masnick 2010c).

Regarding the claim that the companies behawvgidlidly and that their stance towards
innovations is a negative one, | present an examgleh is repeated later on in tNear
Zero chapter of the thesis: When conducting campaigrhi® new album, Trent Reznor
decided to distribute several songs among the tmnsg USB flash drives hidden in
bathroom stalls on concerts. The plan was thattahe would upload the songs online,
share them and consequently generate buzz angdrise®tion for the album and the artist.
The plan worked, but the sites distributing thegsosoon received e-mails from the RIAA,
demanding that the songs be taken down from theivesh(Yoskowitz 2007). Reznor also
had to keep the entire promotional strategy a sé@m his music label as he had some
duly justified doubts about its influence and haréel that they would ruin the campaign by
trying to overly monetize it (Rose 2007, 2; Ros@2@). As a result, Reznor (along with
many others) decided not to extend his contradtnoversal Music Group and instead
became an independent artist (Buskirk 2007d).

There are numerous more examples for each catefobghaviour — legal cases,
copyright enforcement, illogical business choicés. @nd they are each an extremely

abundant topic which would provide enough informatior several an additional theses.

8.1 Evaluation of the effect of music piracy
The presented information provides several conohssi The first one is that the actual
effect of music piracy on sales figures is veryfidifit to ascertain and many of the
presented studies regarding this topic might bernect. It is also important to note, that
despite a popular opinion, some facts even pointhé& possibility of piracy having a
positive effect on music sales.

A more conclusive effect of the music piracy ie tine it has had on music labels and
the RIAA and consequently their relationships vattists. The presented examples clearly
demonstrate, that both the RIAA and major musielglare driven by lust for immediate
profits, that they often do not care about thentitms and plans of the artists themselves
and that their actions often contradict each o#imel result in bizarre scenarios, which are
hurtful to them as well as to the artists. In tight of these findings, it practically seems

that the alternative marketing strategies analyfeether in the thesis are not a result of
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music piracy, but rather of malignant actions oé tmusic labels. As a result, it is

somewhat logical, that artists often decide to bexzandependent of any major music
label. Depending on the outcome of the above-meatianarketing strategies, it might be
stated, that music piracy actually had a positifeeceon the music industry and was one of

the reasons for innovation and progress.
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9 NINE INCH NAILS

Being considered pioneers of the music industigims of marketing strategies, Nine Inch
Nails deserve a thorough and broad examinationheir tapproach, as it includes an

extensive range of innovative and often couragébess.

9.1 The introduction of Nine Inch Nails
Nine Inch Nails (also referred to as NIN) is themker used by songwriter and producer
Trent Reznor. Incorporating elements of postpurdedhrock, electronica and industrial,
Nine Inch Nails albums are conceived and perforfaegkly by Reznor with the occasional
producer or musician assisting him in the procésge(son 2009).

Somewhat ironically, many consider the act to e most popular industrial group
even though the influence of said genre variestigraanong individual albums and songs.
What can be stated for sure is that Nine Inch Naitsught many aspects of industrial
music to mainstream and fused them with methodtiwaal in popular music, such as
melodies, verse-chorus structures and strong vocals
(Huey 2008, under “Nine Inch Nails were the mogtydar”).

NIN’s first album—Pretty Hate machine-was releasetio89 under TVT Records and
went on to sell over a million copies. However, whEVT tried to take control of the
creative direction of the follow-up, Reznor gotayed and the whole thing lead to a court
battle. This was his first major negative expereemdth music labels. Reznor eventually
signed up with Interscope Records, which allowed ko set up his own label-Nothing
Records (Huey 2008).

In 1992 Nine Inch Nails released the EP Brokefreecrafting the second-full length
album-The Downward Spiral-in 1994. The album debwte number two on the U.S.
Billboard 200 chart and went on to become multiiplan. The next record—The Fragile
released after a five-year hiatus debuted at nurober with massive first-week sales
(280,000 copies). With Teeth, one of the last albualieased under a music label also
debuted at number one, selling 272,000 copies (206%; Aceshowbiz.com 2005).

This goes to explain the popularity of the band #me devotion of its fans. These
things have been achieved under major labels amsl ftt should be taken into

consideration when examining the marketing strategf the band.
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9.2 The Year Zero Album

Year Zero is the sixth studio release by Nine INelils and their penultimate one released
under a music label. It is a concept record congisbf 16 tracks and incorporating
elements of industrial rock, glitch-tronica and a@mb music. It was released in April 2007
and received generally favourable critic review#hvan average metascore of 76/100 on

the Metacritic website (Metacritic n.d.d).

9.2.1 The concept of Year Zero
The story of the album is set in a dystopian futfréghe year 2022. Trent Reznor himself

had this to say about the story background:

This record began as an experiment with noiselaptap in a bus on tour somewhere.
That sound led to a daydream about the end of trédwThat daydream stuck with
me and over time revealed itself to be much moreWhat's it about? Well, it takes
place about fifteen years in the future. Things rmoe good. If you imagine a world
where greed and power continue to run their liledyrse, you'll have an idea of the
backdrop. The world has reached the breaking poipblitically, spiritually and
ecologically. Written from various perspectivespegople in this world, "year zero"
examines various viewpoints set against an impegndioment of truth. (Amazon
n.d.a, under “Editorial Reviews”)
To be more specific, the world Reznor and his talfators have created is one of
totalitarian government oppression and constant téaterrorism. Civil liberties are
continuously being taken away from citizens, mamiigp chips are being introduced and
everybody is drugged into compliance under a falstence of their immune systems
being strengthened. Moral corruption among peopl@awer is on the rise as well as
guerilla-like tendencies among the public and aftgartisanship are not unheard of

(Petrurgik 2007, under “TakZe o co jde?”).

9.2.2 The concept of the Year Zero marketing strategy
Reznor was next faced with the problem of how tovey the whole message and concept
he came up with as that could not be achieved ugiegmusic alone. He has first
considered utilizing the liner notes in the booldéthe album or creating a website and
thus conveying the message explicitly (Rose 20p7, 1

He contacted an American company called 42 Embenznt and together they came
up with the idea of creating an ARG—-Alternate Rgaiame. An artificial “world” would

be created and fans would be able to interact wvith various ways (the specifics will be
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dealt with further in the text) and this way theguld gather information and learn about
the concept of the Year Zero album (Rose 2007, 2).

Even though Reznor himself has said that he wahedbcus of the project to stay on
the music and none of it was ever considered markahe fact is that the resulting effect
was much that of a marketing campaign. The prajantbe ergo treated and examined as
one (Rose 2007, 2).

One interesting point to add is that the musielldéimterscope Records) had no control
over or direct involvement in the ARG. Reznor hiths&plicitly stated his reasons for that
in an interview for the Wired magazine: “. . . itd't tell the record company about it.
Because the very first thing any record companylavolo® would be: alright, how are we
going to tie this in with K-Rock, giveaways. Andvhha@lo we get them to buy ringtones . . .
?” (Rose 2007, 2)

9.2.3 The elements of the marketing strategy

The individual elements of the ARG will be descdbe this chapter. The amount of types
of marketing elements used in this campaign wag kiggh. For that reason, a more brief
description was chosen over a chronological narofreyery single appearance throughout
the entire ARG.

9231 Phone numbers and fictional websites

The main element of the ARG were websites and welmis. Along with those, several
phone numbers were created and most of them centampre-recorded message. These
were all supposed to provide the fans with infororaibout the dystopian world of Year
Zero. Each of them is somehow connected to theodigst future and helps to understand
certain aspects of it or characters from it. Theyenall created in a way as if written by
someone from the dystopian future, be it a memibeh® resistance or a government
representative. The websites and web-forums all diare a similar distorted design. As of
April 2011, there seem to be more than two dozerGABated websites and phone
numbers discovered by the fans (Petfar2007).

9.23.2 USB flash drives
During February European concerts, several USHh fléisves were found in bathroom
stalls of the respective venues. When examinedyusioomputer, it was discovered, that

they each contain a song from the Year Zero alliseifi(the aloum was not to be released
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for another two months) and some other data, eektehe ARG (more on that in one of
the following sub-chapters). There was a totalooir fUSB flash drives found in bathroom
stalls, each containing a different song from tlheim and one containing a video-clip (the
song is called Survivalism) as well (Pet&ikn2007).

However, because fans had to share the songs amitegnselves using their own
websites and torrents, with the official websitdled band not participating, a bizarre event
took place—the Recording Industry Association ofelita started sending out emails to
the owners of the websites distributing the sowigsnanding that the songs be removed
from the pages. This happened despite the facthizaelement of the ARG was signed off
by the label itself, not to mention that Reznor $&th came up with the idea (Yoskowitz
2007).

9233 The live Open Source Resistance event

In April 2007, two months after the beginning o€ tARG, the band held a special event.
Most of the information and characters from the gamere already known, the album had
just been released and Reznor wanted to “wrap @ngomake it feel like this phase of it
has a conclusion, to give people a sense of accsimpént.” (Rose 2007, 8)

Selected people participating in the ARG firsteiged an e-mail with directives about
when and where to be in order to be given moresclMhen these people arrived at the
given place, they were (among promotional itemsg ktickers and buttons) given cell-
phones through which they were later instructedesomare (Montgomery 2007).

The culmination of the event began as they alheyad at a given place. They were
first asked to sign an agreement stating that thay be recorded and transported to an
undisclosed location. Once this part was over, these all loaded up onto a coach bus and
actually driven to an abandoned old warehousedfilvith the characters from the ARG
(cynicmuse 2007; requieminadream 2007).

After a speech from the leader of the resistaNa& Inch Nails—the band itself-began
what seemed to be a concert. However, five sortgstie playlist, the show was cut short
by a S.W.A.T. team (which resembled another on@ filee music video, which was leaked
via a USB flash drive). After that the resistancenmbers pushed the fans outside of the
building, back to the bus and drove them back ¢ ttars. A few days later, video footage
of the evening was made available via one of thbsites of the ARG(cynicmuse 2007,

requieminadream 2007; Open Source Resistance 2007).
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9234 Miscellaneous elements of the ARG

Every element of the ARG was closely connected witter ones and the whole game was
kept consistent this way. A word from a recordifiggr or a mural could be used as a
password on a website, a profile of a user of a feebm included information for a
different website etc. The range of the types efdbnnecting elements was very large and
some of them were rather innovative and somewhatgeous as well (Petrtik 2007).

The first elements used were not really venturesomany way and fans did not really
have to show any considerable effort in deciphetivem-t-shirts sold at concert venues
and USB flash drives. The t-shirts had either sdvietters of numbers highlighted and
when those were put together they spelled out a adelbess or a phone number. Along
with songs and videos, the USB flash drives alstuged information on other websites,
mostly stored in the ID3 tags (Petéikn2007, under “zé&alo to trickem”).

Reznor then decided to test whether the fans coalfdile something more difficult.
Firstly, the numbers of the time counter in the v8alism video clip were randomly
replaced with letters and when those were put hagdhey spelled out a website address
Secondly, there was a hidden set of numbers inglesirame of a promo video. This set
lead to another website. The fans have manageddplter both of these riddles and as a
result, Reznor went even further in the difficudyd variety of the ARG. The most bizarre
techniques used include Morse code information fie-rpcorded phone messages or
glitches in songs that reveal information when tfmmugh a spectrograph program. An
example of an artistically well-crafted idea wase tise of a special ink on the CD, which
changes color as the CD gets warm in the CD plageealing additional ARG-related
information (Petruéik 2007).

9.2.4 Reception, sales figures and the fallout of Year Ze

The reception and popularity of the alternate rgaame itself rather contrasts with the
sales figures of the alboum. The ARG has receivesitige reviews and it was covered by
newspapers which were from all around the worldriiBl, McLaughlin and Yoshida

2009). Some sources state, that the actual nunilprople participating in the ARG was
well over 3 million (Bernola, McLaughlin and Yoskhid2009; 42 Entertainment 2007).
Interscope Records’ chairman Jimmy lovine even reffeto buy 42 Entertainment

company itself (Rose 2007, 9).
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However, the album has sold 187,000 copies irtfen its first week and debuted at
number two position on the Billboard album char@al{o 2007). These figures are
considerably worse than those of the two precedibhgms, which both sold over 270,000
copies and debuted at number one position in tHegst weeks (Huey 2008;
Aceshowbiz.com 2005). The album was not even ¢adtgold in the United States, which
means it has not sold more than 500,000 copiesideie albums were certified gold or
multi-platinum (Huey 2008).

It is interesting to note, that the price of tleeard was higher in some markets—to be
specific it was about 50 percent more expensivéustralia when compared to other
records. When Reznor confronted a label represeatabout this issue, he was told, that
the band has a core audience, which is willingag more for anything the band puts out
and the response of the label is to increase thmegr(Johnson 2007). Reznor was
disgruntled by this and even told his fans'$&eal it. Steal away. Steal, steal and steal
some more and give it to all your friends and keepstealing. Because one way or
another, these mother f—ers will get it throughirtihead that they’re ripping people off
and that's not right.” (Buskirk 2007e) The loyalty of Reznor’'s core audie is well
documented by the fact that the album peaked atbrurh position in Australia, even
outperforming the preceding album in this mannearsifalian-charts.com 2007).

A rather bizarre effect the ARG had on the farebaas that when new images were
continually uploaded to Nine Inch Nails’ officialelsite in 2010, numerous fans thought
that it could be another game. They began thorgqugbiutinizing every aspect of the
pictures and came up with several theories as i thie pictures mean and created several
hundreds of posts in the band's web forum withife& days. Even though it was
eventually revealed, that the images were notael&d an ARG, but instead to Reznor’s
new music project—-How To Destroy Angels—the eftbetYear Zero project had on the fan

base was evident (Nine Inch Nails 2010).

9.2.5 Evaluation of the marketing strategy for the Year Zro album

When viewed from the perspective of the marketinyg, ithe marketing strategy included
an alternative take on a single aspect of it—prasnétommunication, while the product
and place parts remained relatively unchangedlamgrice even went up in some markets.
The alternate reality game generated a signifieamunt of attention and coverage by the

media all around the world and the number of pepplticipating was considerable. While
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it is highly probable that the marketing strategused many people to be introduced to the
music band and that it thus created new potentistotners, the album has not performed
as well as its predecessors. The decrease infgaless could possibly be attributed to the

overall decrease of music sales figures as notéchapter 8, but any such conclusion is

highly speculative.

It is possible to argue that even less people evdwdve bought the record if the
marketing campaign had not been created and tpasitively influenced the sales of the
album to a certain degree, but it cannot reallgdrgsidered a huge success or a miraculous
solution to the problems of the music industry.cAlthe idea of creating an ARG for every
music record is completely unviable. However, sahthe elements used in the Year Zero
one, such as the USB flash drives, a mini-conaadlt lddden clues, one can be very well
utilized in any other promotional campaign to tla#issaction fans and at minimal cost (it
might be necessary to consider outside influenedsich could thwart the artist’'s
promotional efforts, as was the case with RIAA #mel USB flash drives during the Year
Zero ARG).
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9.3 The Y34RZ3ROR3M1X3D Album
Y34RZ3ROR3M1X3D is a remix album of the original afeZero record and Nine Inch

Nails’ last one released under a music label. ttssis of 14 tracks and, much like its
unremixed counterpart, incorporates elements afstréhl rock and ambient and also drum
and bass and trip hop. It was released in Nove@®@r and received generally favourable
reviews, with an average score of 67 on the Cloealsgxrs website (Cloudpseakers.com
n.d.).

9.3.1 The concept of Y34RZ3ROR3M1X3D

With Y34RZ3ROR3M1X3D (from now on referred to as R} Nine Inch Nails continued
with their tradition of releasing a remix albumaftegular one. On these, Reznor usually
includes the works of his collaborators or famoussis from the music industry. With
YZR, Reznor decided for an unconventional approauwth uploaded the multitracks (the
master recording files) of a few of the originala¥y&ero songs to the remix.nin.com Web
site (more on that in the following subchapter) king them available to whomever was
interested in them for any purpose. Reznor evezdligne of the fan’s remixes so much,
that he included it on the remix album itself.

The interesting thing about the album was notiltart performance (Billboard.com
web site states, that it peaked at number 77 pasith the album charts, similarly to
previous remix albums), but the physical produsglit YZR consisted of a regular CD
with the remixed songs accompanied by a DVD withtitnacks of all the songs from Year
Zero (as opposed to only a few available on thesitep As a result, anyone with a
computer could remix the Year Zero songs in any W&y liked. The master files were
provided in a variety of forms ranging from profiessl individual samples to generic

wave files of individual instruments.

9.3.2 The remix.nin.com website

Along with releasing the remix album, Reznor lawettla new website—remix.nin.com—
designed specifically as an aggregator of the masated by the fans and a convenient
way of providing the fans with multitrack files. Reor later used the site to release songs
from previous remix albums, previously unreleasadks and to host content related to his

new projects (How To Destroy Angels and The Sddetivork soundtrack).
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The site itself is fully interactive—apart fromabing users to upload their remixes and
download the master files, they can also create then playlists, rate and comment
individual songs, share them via hyperlinks and mload every song available (as
320kbps (kilobits per second, the bitrate of adilés, determines the quality of the sound)
mp3 files, lossless formats are not available)oPA&pril 2011, there are over 20,000 songs
available at the website and the most popular eaeb have tens of thousands of listens. It
is also interesting, that not all of the highest¢deand most popular songs were provided by
Reznor but created by the community instead.

However, the start of the website was not withmnablems. Due to the fact that once
in possession of the master files, anyone can yeasbkemble the complete song
themselves, Universal Music Group (UMG) was afrafigppeople abusing the opportunity
they were given. At that time, UMG was also in wdait with Youtube and MySpace,
which both were distributing unauthorized conteduiversal was worried that if anyone
uploaded a remix with an unauthorized content,dtvpany would be doing the same
thing Youtube and MySpace do. These issues weodvegsby shifting the responsibilities
of hosting the website to Reznor and by the usaving to sign a user license, saying that

will avoid using any authorized material (Stereog2007).

9.3.3 Evaluation of the YZR and remix.nin.com marketing grategy
From the perspective of the marketing mix, the raank strategy for the album itself
incorporated an alternative approach only to thedpet part of the mix, while the price,
place and promotion aspects remained relativelalusithe idea of providing fans with
multitracks alone is very viable marketing-wisec#ese it does not require any additional
effort from the artist as the added content hasadly been created. On the other hand,
when including the master files, the need of antextl optical medium for the purpose
of storing the bonus content results in increasesisc Also, some customers may not be
interested in the multitracks and may end up beisgouraged from buying as a result of
the increased price. There was no other way ofimbtathe bonus content beyond the
bonus DVD in the specific case of YZR—the remix waitd only offers multitracks of a
selected few songs.

Marketing-wise, the remix website is an even maable idea and Reznor came up
with alternative takes on most of the elementdefrharketing mix. The product itself can

generate benefits with the only cost being a semeservers, depending on demand) and
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its maintenance. Once the master files have beeade ramailable, there is no effort or
financial involvement required from the artist @sixally anyone else. While it is true, that
anyone can mix the complete songs, once in possess$ithe multitrack files, it is also
important to note, that the songs are most probadylable online anyway and if a person
knows how to mix the songs together, they can folybpst as easily download them
straight from other internet sources.

The price/cost aspects are practically non-existefian/customer only pays for the
internet connection. The place/convenience aspars equally as customer-friendly,
because the only requirement, which has to be metder to acquire the product is an
internet connection. The promotion/communicationt p& the mix is also interesting, as
the site practically generates promotion on its-etlve more remixes there are, the higher
chance there is, that a person will encounter thist'a music, become interested in the
artist himself/herself and will later turn into astomer.

Again, as was the case with the Year Zero campdigmght be necessary to consider
outside influences, which could thwart the artigitemotional efforts. This is especially
true for artists, who are signed to a music lahslthat usually means that the label is in

possession of all master files and the free distioin of them might prove difficult.
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9.4 The Ghosts I-IV Album

The Ghosts I-IV (also referred to as Ghosts) is gbeenth studio release by Nine Inch
Nails and their first one released as a free agéns divided into four parts, each
containing nine tracks, which are all very rich genres, incorporating ambient, dark
ambient, industrial, rock and many others. It waleased in March 2008 and received
generally favourable reviews, with an average noeia@s of 69/100 on the Metacritic

website (Metacritic n.d.a).

9.4.1 The Ghosts I-IV as a product

With Ghosts, Nine Inch Nails were, for the firshé ever, not constricted by rules of any
music label and Reznor could thus release a rezxadtly the way he always wanted to
(Johnson 2007). He therefore decided to completelit any promotional endeavour and
simply posted a notice saying “2 weeks” on the Nimeh Nails website (Last.fm 2009).
Instead, Reznor heavily focused on the productfitsel decided to release Ghosts in a
total of five formats (as indicated on the Ninehidails — Ghosts I-IV web site).

The first formata free downloadis not really a full product, but rather a preview
However, it is listed on the website as one ofdpgons for purchase and will therefore be
treated as such. It consists of the first parthef aloum (nine tracks) in 320kbps mp3
format and completely DRM-free, a 40-page PDF beiokhd a digital extras pack. The
whole package is distributed using torrents (ascatdd on The Pirate Bay web site) and
was initially uploaded to The Pirate Bay and sprieidughout the Internet from there on.
As stated above—the whole package is availabl&derand a customer only has to provide
a functional e-mail address (Nine Inch Nails 2008a)

The next format -$5 Download- was very similar to the free download. For thieeg
of five American dollars a buyer would receive amail with a link to a file archive. The
archive would contain the whole album (thirty-siaaks) and the same additional materials
included with the free download. The music was lalée in a number of music formats,
ranging from the lossy mp3 format to the high-rasoh FLAC format. This could be
considered the cheapest form of the full producnéNinch Nails 2008b). The same
product, but without any of the extras, was andwuailable for purchase at the Amazon

website (Amazon n.d.a).
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For the price of ten American dollars, a buyer ldaeceive the usual physical version
of a music record 2xCD Set The discs would be encased in a six panel diggrak
include a 16 page booklet. A digital download af same properties as ti& Download
was included in the price and was available for edrate download upon purchasing
(Nine Inch Nails 2008c).

The fourth format of Ghosts I-IV is the first rgalinusual one -Beluxe Edition.The
price of this was seventy-five American dollars atie package consisted of two
embossed, fabric-bound, hardcover books. Theldwsk contained the same 2 CDs as the
previous package along with a data DVD with mudties for all of the thirty-six tracks
and two hidden bonus tracks and a Blu-ray Disc Witih-resolution stereo mixes of the
record, accompanied by an exclusive slide showindawith the music. The second book
contained 48 pages of photographs by a famous gtagiber and by the art director of the
band. Upon purchasing this package, the buyer waldd receive an immediate e-mail
with download links to the album in many formatagimg from the mp3 format to FLAC
lossless format, accompanied by the same extragithshe previous forms (Nine Inch
Nails 2008d).

The true gem among all these formats wad threted Edition.A total of 2,500 pieces
were priced at three hundred American dollars elmcAddition to theDeluxe Editionthe
package included several things: A four-LP sethefrecord on 180 gram vinyl in a fabric
slip case and an additional fabric-bound book wiitlo exclusive Giclee art prints of
imagery from Ghosts I-IV. Each of the 2,500 edias numbered in personally signed by
Trent Reznor himself. For some reasons, the anafymirchases per customer was limited
to one. As was the case with the other editionshypurchase, the buyer would receive

links to an immediate download of the record (Nimeh Nails 2008e).

9.4.2 The sales performance of Ghosts I-IV

The most interesting part of the performance of <havas not the chart performance
performance (Billboard.com web site states, thatethked at number 14 position on the
album charts), but the financial success the retas generated. Within a week of the
release, there was a total of 781,917 transactorssing a total of $1,619,420. The rather
expensivelimited Editionwas sold out within thirty hours from the reledsieath 2009;
Kot 2008). By the end of the year, the net grossegeed by the record was somewhere

between three and four million dollars (Heath 2008der “Reznor also decided”). The
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number of downloads was so intense in the beginnivag the music band was forced to
acquire additional servers in order to withstareldemand (leviathant 2008). Ghosts were
the best-selling music download of the year 2008\orazon (Amazon n.d.a) and the 4th

most played album of 2008 on the Last.fm websites(lfm 2009). The fact that Nine Inch

Nails is now an independent music band also mehattheir income from music sales is

approximately five-times higher than when they wsti signed to a music label (Heath

2009, under “You might think”).

9.4.3 Evaluation of the Ghosts I-IV marketing strategy

The marketing strategy used for the Ghosts re@edshining example of the possibilities
hidden within thegproduct price andplaceaspects of the marketing mix in the Internet age.
While basicallyomitting any promotional endeavour, Reznor instead heavily focused on
what his fans desire. The strategy basically ussicimarket segmentation those buyers
who only wished to purchase the music were offénedvery cheap digital download and
people only interested in giving the music a tryaveffered the free download via torrent
sites. On the other hand, hardcore fans were diveropportunity to spend significantly
more money on the bonus value of Deluxe and Limididions. The speed with which the
$300 package was sold out is almost shocking. Whidee are no numbers available for
the Deluxe Edition, in the light of the performarafehe most expensive edition, it can be
easily argued, that there was a significant nundfebuyers of the $75 package. The
average customer was also acknowledged and wazdffiee relatively cheap 2xCD Set.
As a result, all parts of the customer spectrunmewgatisfied. In conclusion: as far as music
is concernedpeopleare willing to pay for bonus valuand even though a significant part

of the music is available legally for free, theyl &y it.
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9.5 The Slip album

The Slip is the eighth studio release by Nine INetils and their second one released as a
free agent. It consists of ten tracks and incoesrdark ambient, industrial rock and a few
other genres. It was released in May 2008 andvedeajenerally favourable reviews, with

an average metascore of 78/100 on the Metacritirsites (Metacritic n.d.c).

9.5.1 The Slip as a product

With The Slip, Reznor decided for a similar proraotl approach — two weeks before the
release he sent one of the songs from the recadedw radio stations and posted a simple
notice saying “2 weeks!” on the band’'s website @Ninch Nails Release Surprise Single to
Radio, Announcement in “2 Weeks!” 2008). Howevehatvfollowed was another unusual
set of events.

According to the information listed on the NinelnNails: The Slip web site, 2 weeks
after the first song was released, the completenalbvas made available as a free
download. Similarly to the Ghosts release, the neécould be downloaded in a variety of
formats ranging from the lossy mp3 to the high-h@son FLAC format. A person only
had to provide their e-mail address. The Slip $® @upposed to remain free for download
indefinitely. The download included a digital ex@rpack with wallpapers, graphics and
other files.

As indicated on the the slip limited edition CD/DVand deluxe vinyl web site, a
physical edition was released along with the freerrdoad. The release was limited to a
total of 250,000 copies and each one was indivigumaimbered. It included a CD with the
music, a DVD with video clips of the band reheagsihe songs from the record for the
upcoming tour, an exclusive sticker pack and a &gepbooklet. As can be seen on the
Youtube web site, all of the videos included onEhé were also made available for free

viewing in a high definition format.

9.5.2 The sales performance of The Slip

The E! Online web site states that The Slip debatedumber thirteen position on the
album charts in the US and has sold twenty-nineigaod copies during the first week.
Frere-Jones states, that sixteen months aftereflease a total of ninety-eight thousand
copies has been sold (2009, 2). During the first tmonths since the release there has been

a total of 1,400,000 people who have downloadedalibem for free (Reznor 2008). As of
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March 2009, the number went up to 1,800,000. Thatso the number of e-mail the music
band now possesses and can utilize for any magkgtinpose they deem appropriate
(Heath 2009, under “Really all the thought”). Foample in the summer of 2008 the
author has been sent information about the upcomiodd tour—concert locations and

dates, price tickets and options for ticket ordgrin

9.5.3 Evaluation of the marketing strategy for The Slip

The marketing strategy for The Slip provides a vergortant finding—a significant amount
of people still buys music even though it is availde@ally for free This supports some of
the claims stated in Chapter 8. These facts cootdiply be a result of the bonus material
included in the package, but it must be noted, shate the videos are also freely available,
the only truly exclusive incentive is the bookleidathe exclusive sticker pack. However,
the value of the bonus DVD disc is still considéeadind has very probably contributed to
the sales figures. It can be also implied that fdmgeward their favourite musicians by
actually purchasing music and that the number oplge who prefer the physical form of
music is still significant.

From the perspective of the marketing mix, theatstyy for the album itself
incorporated an alternative approach to most ofa$gects. One of the versions of the
product included bonus value, tharice of the download was free and by utilizing the
Internet it could be downloaded from anywhere ia torld, thus alternating thalace
aspect of the marketing miromotionaspect was the only one which can be considered
not-alternative as it was practically minimal. &liese findings are also in accordance with
the findings related to the Ghosts I-IV marketiricategy: as far as music is concerned,

some people are willing to pay for bonus value.
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10 JOSH FREESE

According to the TotalDrumsets.com web site, Joge$e is mainly a drummer for hire.
He has drummed for numerous music bands and mosi@ad appears on over three
hundred recordings. The most famous acts he hasibéeclude DEVO, A Perfect Circle,
Guns N'Roses, Lost Prophets, Sting or Nine InchidNdile is included in this thesis
because his marketing strategy for one of his oc@ one of the most bizarre ones ever

conducted in the music industry.

10.1 The Since 1972 album
Since 1972 is Freese’s fourth solo record and i weeased in 2009 (Carr 2011). It

consists of eleven tracks mostly incorporating racick and roll and punk rock genres.
Ironically, it is almost impossible to find any rews of the album, because practically all

of the articles focus on the marketing strategteiad of the musical qualities of the record.

10.1.1 Since 1972 as a product

When deciding on the way to release the Since 1@c¢drd, Freese has taken into
consideration the poor sales performance of higigue record. By that time it was only

selling a copy a week (Carr 2011, under “l was waglon Since 1972%). Influenced by the
marketing strategies of Trent Reznor, whom Freesebeen playing for some time earlier,
he and his manager then came up with the idea rolilé-tiered pricing scheme (Carr

2011). It would range all the way from a cheaptdigiownload to an extremely expensive
special package (Freese 2009). The drummer alsedhibyiat this sort of a marketing stunt
would get him the attention of the media and resuttigher sales (Wallace 2009).

The cheapest options were available $@rand $15 dollars and represented a digital
download and a CD/DVD double disc set (Freese 20668er “$7”; under “$15"). These
were rather ordinary and usual. The first intergstiackage was priced $60 and apart
from a physical copy of the record, it also inclddet-shirt and a five minute “thank you
phone call”, from Freese personally (Freese 2008eu“$50").

The bizarreness of the editions increased witlptiees. Fo$250the buyer would get
the same things as in the $50 package accompayiedigned drum head and drumsticks
and a lunch at PF Changs or The Cheesecake F#éatogrican restaurant chains) (Freese
2009, under “$250“).Additional $250 would get the buyer a session in a sensory

deprivation tank and a dinner (Freese 2009, un#ig®0”), while fora thousand dollars
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the drummer would wash the fan’s car, or do treinbry and they would cut each other’s
hair after a dinner (Freese 2009, under “$1000"phsical copy of the record, t-shirt and
a signed drum head, drumstick and a cymbal weliedilded in these editions as well.

For two thousand and five hundred dollaise buyer would get a drum lesson, or a
foot massage. They would get a chance to pick amgtber of the music band Vandals,
or DEVO and go to a wax museum in Los Angeles.dditeon to that, the fan would also
get a signed snare drum and the chance to tak& @eyns from Freese’s closet (Freese
2009, under “$2,500"). Th&5,000package included the drummer writing a song about
and co-directing a video for said song with the dsuya private Disneyland tour and a
member of the Pearl Jam music band would write thdetter about the Since 1972 album
(Freese 2009, under “$5,000").

The two most expensive packagg20,000and $75,006-offered numerous things,
including a session of miniature golfing, a toulLohg Beach, a cruise on the Mary Queen
ship, going on tour with Freese, the chance to ke of his drumsets or consuming
hallucinogenic mushrooms with him and a musicanid of his. Fortwenty thousand
dollars, the drummer would write and record two songs abwei buyer, while foseventy-
five thousandhe would write and record a whole EP and join thigeb's music bandyr be
their personal assistant for a month (Freese 200%gr “$20,000”, under “$75,000").

The complete list would be much longer and fot teason only the most interesting
parts of the individual packages are described.oflthe packages except for the three
cheapest ones were limited in numbers of avaitgbilFor example, the two most
expensive ones were limited to a single buyer, 36000 and $2,500 packages were

limited to 3 and 5 buyers respectively (Freese 2009

10.1.2 The sales performance of Since 1972

The outcome of this marketing strategy surprisedneFreese himself. His initial
motivation behind the pricing scheme was to getnditbn and consequently sell more
copies of the album itself. He was not really exipgcanyone to buy the more expensive
packages. To his surprise, the strategy was a ssi¢@éallace 2009; Joy 2011). The record
and the drummer got significant media attentiorgeneto a point when it was actually
shifting the focus from the record itself to therkeing strategy (Wallace 2009).

The biggest success was the amount of editiorts $hile there are no numbers

about the three cheapest editions, the 25 piecdsed$250 package sold out within a day
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from the release (Carr 2011). According to the Jesdese web site, he has sold several
$500, 5 pieces of the $1,000 and 4 of the $2,5@Rgupes. Only the most expensive edition
remains available as of May, 2011, all the othees sold out (Freese 2009). Simple
calculations show, that the drummer’s income frdra tecord was at leasifty-eight
thousand dollars

In the spring of 2011, Freese began working oroleowi-up EP calledMy New
Friends The record will be based on the songs offeredame of the more expensive
packages. He has chosen a similar marketing syratgly a few variations and media are

again rewarding him with their attention (Joy 2Q11)

10.1.3 Evaluation of the marketing strategy for Since 1972

From the perspective of the marketing mix, thetsgwfor the Since 1972 album included
an alternative take on thpgoduct(a robust range of varieties) apdce (a robust range of
prices) aspects of it. The other aspects were ¢zécn a rather ordinary fashion and there
were not anypromotionalefforts coming from Freese himself. When we alsastder, that
Freese’s previous record had performed poorly imgeof sales performance and that he
released this album independently from any muskellathe sales figures are rather
astounding. The result of the marketing strategySiace 1972 clearly supports the claims
from the two previous chapteggeople are willing to pay for additional valuka this case

it even demonstrates that temperance is not ifdyitanecessary thing when considering a
marketing strategy in the music industry, and pedi an artist has a large enough fan

base, they can decide for a rather bold and eccenéarketing plan.
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11 RADIOHEAD

Radiohead is a five-member music band formed in81%8lewine states, that their

alternative rock music can be characterized by tgpical “three-guitars attack” and songs
filled with stories of alienation and angst (201Rpdiohead are widely regarded as (and
possibly indeed are) the first commercially suctésnusic band to choose an alternative
marketing strategy for one of their aloums in tige af the Internet. They are included in

this thesis for that reason.

11.1 The In Rainbows Album

In Rainbows is the seventh studio release by Radidland their first one released as a free
agent. It consists of ten tracks and incorporaltesrative rock and art rock genres. It was
released in October 2007 and received generallguiable reviews, with an average
metascore of 88/100 on the Metacritic website (Iddtia n.d.b).

11.1.1 In Rainbows as a product
In the autumn of 2007 the band released informahanthe In Rainbows album had been
completed and will be released within a matter @fsd(Erlewine 2011). The record was
made available in two formats: the first one wabgital download where the buyers were
given the option to pay any amount they deemedaogpiate including downloading the
album for free. The music was distributed as aeratbw definition 160kbps mp3 file
without any additional content (Buskirk 2007c; He@007). According to the Dead Air
Space web site, the download was no longer aveikdér December 10, 2007.

According to the Radiohead At Ease News, the skéormat was a physical edition
of the record, accompanied by a vinyl, an extrav@th bonus songs, a lyrics booklet and a
set of physical and digital photos. This editionswavailable for £40 (~$80) and the
amount of copies was limited to an unknown numBedigital download was included in
the price (Heath 2009).

11.1.2 The sales performance of In Rainbows

The sales figures for the digital download, whiadtbeen significantly more covered by
the media, are ironically almost impossible to aeguEstimates of the net gross vary
greatly and range from somewhere around $2.4 mildollars to $10 million dollars
(Buskirk 2007b). All of these figures are, howeven)y mere estimates and can be oly

used tentatively. There had also been around fivedfed thousand downloads using
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torrent sites within a week from the release of #fleum (Buskirk 2007b). The band
themselves along with their management had alsedstveral times, that the download is
not “the real version” (Heath 2009) and they have thus implieak the download is an
inferior version of the product.

Regarding the limited physical edition, officigdraings have not been made public,
put the band has stated that the total number ibalirorders for was aroundeventy
thousand(Heath 2009). It can be estimated, that at theepaf £40, the earnings were

slightly below £3 million at worst.

11.1.3 Evaluation of the In Rainbows marketing strategy

It is somewhat ironical, that the part of the neirkg strategy, which is more
interesting and important, is the one with minimwoverage by media—the limited
physical edition. The reason being the difficulfyewaluation of the digital download. That
Is mainly because there are no accurate saleefigorevaluate, but also because the low
resolution download cannot be considered a fulkioer of the product. Even the band
themselves possibly felt that way. It is impossiiolevaluate the sales of something that is
inferior by usual standards and to consequentljadec¢he results of said evaluation to be
credible.

As stated above, the important part of this mamgestrategy was the limited physical
edition. From the perspective of the marketing rtie, package incorporated an alternative
take on thgroduct(bonus material) angrice (£40) aspect of it. There was a minimum of
direct promotional efforts from the band itself and the availabildy place aspect was
executed in a usual manner. As was the caseGVitists I-I\ The SlipandSince 1972the
sales figures again support the claim, thabple are willing to pay for bonus value.
Despite the music being available for free (alleiain inferior format), the sales figures

have been relatively satisfactory and the earntagsbe considered very high.
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12 SAUL WILLIAMS

Saul Williams began his artistic career as a pg@tenwriter and an actor. His first music
album was released in 2001 to a critical acclaimctBneier 2008). The artist is included
in this thesis because together with Radioheadlagidalbum In Rainbows, he was one of
the first artists trying an alternative marketirigagegy for his music record. His approach
towards the release for the album might providermfation about the early alternative

releases which were significantly more of a triadl @rror nature.

12.1 The Inevitable Rise and Liberation of NiggyTardust!
The Inevitable Rise and Liberation of NiggyTardug¢ttom now on reffered to as
NiggyTardust) is the fifth studio release by Sadullms. It consists of fifteen tracks and
incorporates hip hop, eletronica and industrialkraenres. It was released in 2007
(Birchmeier 2008) and received favourable revielA@. example Nate Patrin, a reviewer

for the respected music web site Pitchfork, gaeealbum a score of 7.3/10 (Patrin 2007).

12.1.1 NiggyTardust as a product

Williams worked on the record with Trent Reznogrftman of the music band Nine Inch
Nails. It was the latter’'s idea to try an altermatapproach to the usual marketing model
(Birchmeier 2008; Buskirk 2007). Similarly to tHa Rainbowspricing options, with
NiggyTardust customers were given the option thegipay $5 and download the music in
a variety of low and high quality formats, or ckea free download of 192kbps mp3 files.
According to the BrooklynVegan web site there wapeexpenses on any marketing-related

activity.

12.1.2 The sales performance of NiggyTardust

According to the BrooklynVegan web site, there Hagken over 150,000 thousand
downloads and twenty-eight thousand of those waid for. In comparison, Williams’
previous record has sold over thirty-three thousemgies since its release in 2004. The
number of downloads went up to two hundred thoushralgh July 2008 and performed
satisfactorily in brick and mortar stores, accrgdio Williams’ own words (Wortham
2008). As indicated on the BrooklynVegan web dReznor has also said that the music

has reached a wider audience than ever beforeeandrtsiders that to be a good thing.
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12.1.3 Evaluation of the NiggyTardust marketing strategy

The marketing strategy used for the release of Wiggdust was one of the first alternative
ones and appears significantly less innovative wbempared to the other strategies
inspected throughout the thesis. From the perspeofithe marketing mix, it incorporates
an alternative take on thwice aspect (either $0 or a relatively low amount of &bl the
place aspect (available anywhere in the world). Tpmduct and promotion aspects
remained standard.

The most important thing to note is that, desfiitemusic being legally available for
free, people were still willing to pay for it. Theupports some of the claims regarding
music piracy in Chapter 8. However, the fact tie free download was of a relatively
inferior quality, should be taken into consideratidhe high quality paid version could be
considered an incentive for purchase. It is alge that thanks to the free availability, the
music has reached a wider audience, which mighérgés new customers in the future.
However, in conclusion, while in a way somewhatovattive and interesting, the strategy
Is incomparably less efficient and fruitful whenngoared to those used for most of the

other albums inspected throughout the thesis.
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13 RECOMMENDATIONS

The analytic part has clearly indicated a numberkey recommendations for future
strategies in the music industry. These are destiilb this chapter:

Artist should diversify the product and price adgeof the marketing mix, in
combination with a version of market segmentatidre lower segments of the market
should be offered an inexpensive download and lsimphysical version of the record
without any significant additional value. Regarditige download, the Internet has
significantly decreased the costs of distributidndata and it can be thus offered at a
significantly lower price than the physical recoltdnight be viable to completely omit the
basic physical version for the sake of decreaskpemses. The reason being, that when
compared to a digital download and any speciali@dif a basic physical version might
very possibly be the least profitable one. Howegeich a decision potentially leaves a
segment of the market unattended. It is theref@eessary to accurately estimate the
artist’s fan base and adjust the product optionsrakngly.

The higher segments of market should be offerddast one more expensive special
edition of the record, as it has been repeatediyitned throughout the thesis that buyers
of music are willing to pay for additional valuehd examples of such value have
repeatedly included: digital and physical versiohsartwork related to the record and a
bonus discs with additional music, videos, multks or a high-resolution audio mix.
However, this list is far from being complete, whideads to the second key
recommendation:

Artists should be creative, innovative and courageavith regards to marketing
ideas-Despite the idea sounding rather like a cliché, rilgid approach of major music
labels clearly shows that creativity, innovatiom @ourage are not a common phenomenon
in regards to marketing strategies in the musiasty. The strategy for Josh Freese’s
Since 1972 album very well shows that the addiliorsdue can be almost anything at
almost any price and that the range of possilsliseenormous. As has already been
stated above, the artists only need to correctlynase their fan base and adjust the offered
additional value accordingly. A chance to visit @lét performance offered by a heavy
metal band will probably end up unnoticed.

Artists should not fear music piracy, but rathecept it, take charge and offer a free
download of their music themselviishas been demonstrated several times througheut

thesis, that people do buy music even when it @ilavle legally for free. Also, the
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negative effects of music piracy are very likelynimal and any effort to suppress piracy
only generates additional costs and is ultimatetijef and useless. On the other hand, the
free availability of music increases the chancemafeasing the fan base and creating new
potential customers. This way the artist can béagerabout the quality of their music in
circulation on the Internet. Only releasing a portof an album (this does not mean a track
or two) should be sufficient and making a wholeordcavailable for free is not necessary.

These were the key recommendations for a markstiragegy in the music industry.
Additional ideas, which can be used for supportigasons, have been described in the
thesis as well:

Artists should create a personal web site and adilsocial networksl'he Internet
provides inexpensive ways of promoting artists ter music and allowing them to make
contact with their fan base. Creating a web sitelmmavery inexpensive nowadays and fans
usually appreciate any effort the artists make &b ig touch with them. The usage of
services of YouTube, Facebook or any other so@élhork is completely free of charge
and can be used similarly as a personal web sitking contact with the fans or
distributing music.

Artists should create a web site specifically femixes and make at least some
multitracks available as a free downlea/hile the availability of multitracks is targeted
at the hard-core part of the fan base, it createsmmal additional costs and makes the
creation of remixes significantly easier. A remicrieases the chances of a person noticing
the artist and their music and becoming a custofeveb site designed in a way that fans

can upload, download and listen to remixes amglifieese effects.
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CONCLUSION

The influence of the Internet on the music indugrgignificant, but the perception of it is
heavily distorted. The negative effects attrachifigant attention, while the positive ones
get hardly any attention at all. Music piracy istiéy blamed for a decline in music sales,
but little attention is paid to the new marketingategies independent artists have created
and their success.

The thesis analyzes the alternative marketingegiies deployed by independent artists
and the effect of the Internet and music piracytlom music industry. By studying the
individual marketing strategies, we can get a bettelerstanding of what elements lead to
positive results and should be utilized reguladyneell as what elements lead to neutral or
negative results and should thus be avoided. Blyzng the effect of music piracy we can
gather important information about its principleglaonsequently determine whether it is
possible to utilize it towards the satisfactiorboth artists and fans, or whether to expect a
negative effect, which we cannot influence.

The theoretical part describes the Internet ahien@menon, the way it influenced
marketing, the basic history of the music industimg concept of marketing mix and how
all of this applies to the theoretical marketingsgibilities and strategies in the music
industry. Based on these theoretical premisesé leatablished two hypotheses.

The analytic part of the thesis has demonstragedral instances of a beneficial use of
the Internet. The examples included using the metteas a distribution channel, creating a
web site designated for remixes of the artist’'simuspreading and promoting music using
social networks or letting the fans do that thenesl utilizing the Internet for a large
promotional scheme, for the distribution of bonustenial such as multitracks or creating a
web-based community. All of these examples havemmon, that they were very cheap,
they significantly reduced the prices of the prdducvolved and that they were effectively
utilized in order to create an efficient promotibe&ect. Thus, my first hypothesishe
Internet can be utilized for the sake of both #stisand fans’ satisfactiorhas been
confirmed

The analytic part has revealed several findindsted to the second hypothesis. It
became clear, that the negative effect of musiacpiris very difficult to prove at best.
Several of the strategies included making the masailable as a free legal download.

Despite that, people have bought the paid versifrite music as well. These findings
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lead me to the conclusion, that it is very likdiat the actual negative influence of music
piracy is minimal or even non-existent.

The only clear effect the music piracy had onrthssic industry is the manifestation of
the rigidities of the major music labels and the#gative stance towards innovation. The
result of their behaviour were laws with often bieaand ridiculous consequences and the
aggravation of several artists who have deciddibtmme independent agents as a result. It
was some these artists who have created the stidcakernative marketing strategies
analyzed in the thesis. Therefore, it could be,dhiat the one of the effects of the music
piracy on the music industry is in fact positivhus, my second hypothesidie actual
effects of music piracy on the music industry ao¢ significantly negativehas been
confirmed

Regarding the third hypothesis, the first findiwgs that almost all the marketing
strategies were successful and profitable for thestsa Even the strategy for Saul
Williams’ NiggyTardust aloum cannot be deemed a pletely unsuccessful one, as the
artist’'s music has reached a wider audience than leefore and a significant amount of
people have paid for the record, despite it bezgglly available for free.

The analytic part has also clearly shown thamtleketing strategies which focused on
the product and price aspect of the marketing mix were the most sucukssies. It has
also been repeatedly confirmed throughout the sheéwitpeople are willing to pay for
bonus valugas far as music is concerned. All these finditoggetherconfirm my third
hypothesisFhere are ways to be a successful musician defipetefree availability of
music on the Internet and the most viable wayrisuth diversifying the product aspect of
the marketing mix in the music industry.

While the thesis has clearly demonstrated wayshith to be a successful musician
onceone already has a fan base, another crucial téilicesnains rather unexplored and
under-analysed—-that is the question of how to gaihian base strong enough to support
the artist and their music. While the Internet dieprovides numerous useful tools, which
can help artists in achieving such goals, any tigioresearch is still to be done in this
field.
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