The conservative reaction of esta-

blished record companies to sharing

music over the internet -which has
become common behavior among
“netizens’- proves that the music
industry is anything but ready for
the digital music culture. They
single-sidedly reject and fight most,
if not all new ways to deal with
music and other creative content in
the digital realm, rejecting them as
infringing copyright and harmful to
the cultural industry of music. And
all in the name of the poor musici-
ans.

That same copyright on music is
-not entirely without coincidence-
one the most valued goods in the
traditional music industry.

" IT'S NOT THE MUSICI-
ANS BUT THE ESTABLISHED
RECORD COMPANIES THAT
CONTROL MOST OF THE CO-
PYRIGHTS FOR MUSIC."

Power is strongly centralised in the
music industry: just four record
companies -Universal, Sony BMG,
EMI and Warner- together have a
market share of roughly 70 per cent
of the total music sales. On top of
that, these ‘Big Four’ own practi-
cally all music distribution chan-
nels.

Musicians who want to use these
channels depend on these compa-
nies.

An interesting fact in this regard is
that musicians dealing with one of
these parties usually have to hand
over the copyrights to their creative
works as “part of the deal”. This im-
plies that it’s not the musicians but

not be stopped and embrace this
reality by applying it to their ad-
vantage.
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With the help of a Creative Com-
mons licence, which is freely
available on the Creative Commons
website <http://creativecommons.
org>, they can explicitly allow
specific forms of use of their music,
for example to entirely legally
distribute it. The music lover is in
this case not bound by strict copy-
right legislation, as the established
music industry and policy makers
try to enforce, but instead encoura-
ged to exchange the music, legally.
This creates clarity for all parties
involved.

The music industry desperately
needs a new business model. The
internet took away the shortage of
music that was available. Consu-
mers therefore are less willing to
pay for the music itself, which in
turn implies that freely distributing
music under a Creative Commons
licence in many cases does not lead
to loss of revenue.

Instead, the unlimited distribution
of music, made possible by Crea-
tive Commons licences and digital
distribution channels, leads to an
increased exposure for the musi-
clan.

Thanks to this the free distribution
of music can generate alternative
ways of revenues, for example

by realising yields from concerts,
merchandising, sponsoring, com-
mercial re-use of the music in e.g.
advertisements and the sale of
special editions.

In some ways the digital revolution
in the music culture resembles ear-
lier cultural revolutions. In reaction
to the dominance of over-produced
pop music, in the 1970s the punk
movement came into existence.
Punk tried to change the music cul-
ture in a pragmatic way by introdu-
cing an alternative.

The punk movement created a sur-
ge of new bands and independently
produced music. Punk music was
released by independent labels and
distributed by cooperation with like
minded international punk labels
and record stores.

Despite its good intentions and
clear strategy, the punk movement
didn’t manage to change the domi-
nant music culture. Likewise, the
second emergence of the *Do-lt-
Yourself " mentality inside the Indie
sub culture of the 1990s also didn’t
deliver the promise.

In both cases the access to effective
distribution channels proved neces-
sary to reach a mass audience and
musicians had to chose between
surrendering to an established
record company — to gain access (o
its monopoly of efficient distribu-
tion channels — or be independent
and lead a marginal existence.

The digital revolution is different
though and finally enables musici-
ans to take control.

Thanks to the internet, for the first
time in history musicians can reach
a mass audience on their own and
using commonly available means.
The distribution and promotion
channels of the established music
industry are no longer indispen-
sable, thus reducing the need for
collaboration and forced artistic

digital music culture, attention is
becoming the most valuable asset.
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