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Abstract  
 

With the evolvement from analogue to digital production and distribution of music, the music 

industry in Norway has gone through major transformations. The music industry was the first of the 

creative industries to be affected by digitalization. Digital distribution has become widespread in 

Norway, which is one of the leading markets for digital music worldwide. Today, music can be 

accessed without consumers possessing a file or physical copy of a single or album, and the 

consumers have access to millions of songs at any time and place. The aim in this thesis was 

therefore to explore how this evolvement has affected the Norwegian music industry, in terms of 

distribution models, possibilities and challenges, and possible changes in the structure of the 

industry.  

 

The thesis’ theoretical framework included theories of innovation and creativity, combined with 

theory on attention economy and experience economy, as the music industry are affected by these 

concepts. Furthermore, Wikström’s audience-media-engine and typology of distribution models 

were applied as more specific theories on dynamics in the music industry (2009, 2012). Data was 

conducted through focus groups and individual interviews, with respectively consumers and actors 

in and around the music industry. The thesis used an exploratory approach to research, as the 

authors had little prior knowledge to the music industry and aimed to explore this in-depth and from 

a clear slate.  

 

The findings implied that the Norwegian music industry no longer perceive piracy as a threat, as 

streaming services have led the consumers to start paying for accessing music again, after many 

years of decreasing revenue. The last two years have showed an increase in revenue, and it was 

established that the Norwegian industry is optimistic about the future. Streaming leads to great 

opportunities for promotion, also across country borders, which leads to greater possibilities for 

Norwegian artists to succeed abroad. Furthermore, singles are found to be of increasing importance 

due to streaming, and this requires that artists are constantly staying visible and promoting 

themselves in various media outlets. Audience fragmentation have occurred, and artists need to be 

present wherever their audiences are, in order to reach out. Finally, the live market is still 

considered as the main source of income for artists, and streaming services are seen as promotional 

outlets to obtain audience at live shows.  
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1. Introduction 
Digitalization has had an impact on cultural industries, by enabling new technologies for production 

and distribution on products and services. This has led to shifts in several different branches, such 

as the music- book- and movie industry. Not only have production been made easier, more 

affordable and convenient, but sharing the finished product is also much more simple and not bound 

by physical or geographical space (Siapera 2012). 

 

The recording industry was the first cultural industry to face the consequences of digitalization 

(Hesmondhalgh, 2007). The industry has been through its ups and downs during its history, in 

regards to sales. Burkart and McCourt (2006) described the future of the industry as unsettled, due 

to the fact that its infrastructure and practice was based on selling hard goods, such as CDs, 

cassettes etc. Furthermore, the authors argued that the industry needed to change in order to survive 

in the new and digital phase (Burkhart & McCourt 2006). Since 2006 there has been substantial 

changes in the music industry, and this thesis aims to explore the current situation in Norway as of 

2014, as well as make assumptions about possible changes in the future.  

 

This thesis is written by two students in the Master of Social Sciences department at Copenhagen 

Business School, where one student is in the Management of Creative Business Processes 

programme, and one student is in the Organizational Innovation and Entrepreneurship programme. 

These two programmes are combined in order to provide insight in both creative industries and 

processes, and in addition provide the thesis with insight on the structure of innovative processes 

and management of such processes. In an industry going through major shifts in technology, it is 

important to use innovative thinking in order to keep the industry moving forward in pace with the 

new technology and consumer demands.  

 

1.1 Research setting 
In order to provide insight to the context in which this thesis is applicable, this section will give a 

brief introduction to the Norwegian music industry.  

 

Copyright in Norway is covered in the constitution, under the name ‘Lov om opphavsrett til 

åndsverk m.v. (åndsverkloven)’, last changed in July 2013 (Lovdata 2013). Furthermore, Norway is 
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a member of the European Economic Area (EEA), causing the country to be bound to the similar 

regulations as passed in the European Union (EU) (Europaportalen 2013).  

 

Norway is unique in digital music consumption, and can even be considered a frontrunner. From 

2001 to 2011 music sales decreased, but in 2012 and 2013 the industry has experienced growth. In 

2013, the music sale in Norway increased by 11% from the 2012 numbers to NOK 603 million. A 

large share of this sum came from streaming and downloading; digital sales increased by 40% from 

NOK 335 to NOK 468 million in the same period, and was representing 78% of the total market by 

the end of 2013. The streaming services such as Spotify, Wimp and Beat had an increase of 60% 

from 2012 to 2013, and held 65% of the total market revenue in Norway by the end of 2013 

(Medienorge 2014, IFPI 2014).  

 

The most evident development in the music industry is the economical shift from the market of 

recorded music to the market for live music (Norwegian Ministry of Culture 2013). In Sweden, the 

live music market stands for 51% of the income in the music industry (Musiksverige 2011), and 

much indicates that this trend can be transferred to the Norwegian market as well, as Norway and 

Sweden have similar markets for music distribution. However, similar studies have not been made 

in Norway. However, the increase for the live market mostly impacts the large artists; the midrange 

and smaller artists are not necessarily experiencing this growth (Norwegian Ministry of Culture 

2013).  

 

According to IFPI (2014), Norwegian consumers were early adapters of the digital streaming 

services such as Spotify and Wimp, and this might be the reason why the Norwegian market is 

growing as opposed to many countries that experience a downfall in the music industry. 93% of the 

Norwegian population has access to internet, and 74% has access to a smartphone (SIFO 2014). 

2012 was the first year the digital sales passed physical sales in Norway (IFPI 2014). This is not the 

case in many other countries (Lund 2014). IFPI (2014) identify three different markets in the music 

industry; 1. the Northern European market, where streaming and subscription services are 

dominating, 2. the European and North American market, where streaming is increasing, but 

downloading still is making the fundament, and 3. the highly populated countries with small 

markets in fast digital growth, such as Mexico and Brazil.  
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Despite the fast growth in digital consumption of music in Norway, however, local artists constitute 

only 12% of streamed music. This is much lower than local artists in the neighbouring countries 

Denmark and Sweden, where local artists stand for approximately 40% of streamed music (Lund 

2014).  

 

1.2 Problem statement 

 

How	  is	  digitalization	  affecting	  the	  Norwegian	  music	  industry	  and	  the	  actors	  within	  it,	  and	  what	  
does	  this	  mean	  for	  the	  future	  of	  the	  industry?	  	  
 

1.2.1 Sub-questions  
In order to provide an answer to the main research question, three sub-questions are formed, 

ensuring that all aspects included in the main research question are covered in the analysis.  

SQ1: How do consumers and actors perceive the digital evolvement of the Norwegian music 
industry, and how has it changed Norway´s role in the global market? 
 

SQ2: How is the relationship between artists, media and consumers changing in line with the 
digital evolvement of the music industry?  
 

SQ3: Which expectations does the Norwegian music industry have for the future in terms of 
structure and distribution models? 

 

1.3 Research purpose 
The purpose of this thesis is to provide insight to the impacts digitalization has had on the music 

industry in Norway. This thesis is a study of the industry as a whole in Norway, and the study is 

mostly based on the industry’s own perspective, i.e. how different actors in the industry experience 

this ongoing technological shift in the industry. This perspective has been verified through focus 

groups with Norwegian consumers. As the Scandinavian countries are described as a showcase of 

the potential laying in the streaming model, this thesis will be beneficial for actors interested in the 

possibilities laying in the digital world of music in the emerging countries (IFPI 2014). The thesis is 

also applicable for actors in other creative industries such as the book- and movie industry, because 

digitalization is affecting these industries as well. The music industry was the first to experience 
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challenges due to digitalization, and in order for other creative industries to cope with similar 

challenges, it is vital for them to look at the music industry as an experimenter and a pioneer that 

has lead the path in this new society.  

 

1.4 Delimitations 
In order for this thesis to be as accurate and precise as possible, it is necessary to establish 

delimitations.  

 

This thesis will focus on the Norwegian music industry. This country is selected, firstly based on 

the fact that Norway may be considered as a frontrunner in the digital music industry, and thus it is 

relevant to use this country as an example to follow for emerging countries.  

 

Secondly, the Norwegian music industry is chosen for this thesis due to the fact that both authors 

are Norwegian, making the Norwegian market the most convenient market to cover. This means 

that the authors have some connections to, and can more easily obtain interviewees from the 

Norwegian music industry, as well as Norwegian music consumers for the focus groups. 

Furthermore, the authors have an existing relationship to Norwegian culture and music, knowing of 

different central actors in the music industry.  

 

The assumption is that there lay several challenges and opportunities connected to digitalization in 

the music industry, and that these may be revealed through discussing the topic with actors within 

and around the industry. Furthermore, this project assumes that musicians wishing to make a living 

from their art must recognize a shift in the economic model of the industry. This can be seen as 

willingness to change and staying open minded, as well as keeping an innovative mindset in order 

to spy new opportunities for profit.  

 

1.5 Clarifications 
In order to avoid any misunderstandings, the following section will state clarifications of the main 

concepts applied in this thesis. Chapter 2 will furthermore provide an overview with definitions of 

the most relevant terms.  
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This thesis aims to explore what impacts digitalization has had on the Norwegian industry. 

However, digitalization and digitization are two concepts often confused with each other. It is thus 

necessary for this thesis to clarify the distinction between the two concepts in order to avoid any 

confusion. Digitization is related to how content is created and distributed, and is more of a concept 

describing the technical aspect of converting analogue content into a digital format. (Havens & Lotz 

2012). Digitalization, on the other hand, is perceived as the digital distribution, consumption and 

storage of products, and the integration of technology into everyday life (Business Dictionary 2014, 

Hesmondhalgh 2007). The concepts are still related, as content needs to be produced, or reproduced 

digitally in order for it to be distributed digitally, and thus consumed digitally.  

 

In this thesis, the term music industry is perceived as the business of producing and distributing 

music. This thesis does, as mentioned above, not focus on the mere act of producing music 

digitally, but rather the impact digitalization has had on the industry as a whole. The main emphasis 

lays on the ways in which music is being distributed digitally, and how digital distribution impacts 

Norwegian artists. Furthermore, the thesis will address promotion, revenue and the 

interrelationships between artists, media and the audience in the digital music industry.  

 

When discussing music, artists and bands throughout this thesis, the primary focus is on popular 

music, i.e. music ‘relating to the popular culture disseminated through the mass media’ (Merriam 

Webster Dictionary 2014). Popular music does not solely include the typical ‘pop artists’, but is 

also used to describe contemporary rock, jazz, hip-hop and R&B. This does not exclude sub-genres, 

as the thesis aims to include all music made for the purpose of being commercialized to varying 

extent. The thesis is in other words aiming to address all genres of music, somewhat exclusive of 

philharmonic orchestras and other classical orchestras and choirs not included in the definition of 

popular music.  

 

Throughout the thesis, three different categories of respondents will be mentioned; consumers, 

experts and artists. The consumers are referred to as ‘focus group respondents’ or merely 

‘respondents’ throughout the thesis, while experts and artists are referred to as ‘interviewees’. Only 

the artists themselves are referred to as ‘artists’, while managers, journalists, academics, and others 

within and around the industry are referred to as ‘experts’. All the quotes stated by the respondents 
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and interviewees are translated from Norwegian (and Swedish) to English by the authors of the 

thesis.  

 

An overview of definitions of the most essential concepts applied in this thesis will be provided in 

the next chapter.  
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2. Definitions 
In order to clarify the concepts applied in this thesis, comes a short overview of commonly used 

terms, with the definitions of how these terms are understood by the authors and applied in this 

thesis.  

 
 
Digitalization 

 
‘The integration of digital technologies into everyday life by the 
digitization of everything that can be digitized’ 1 

 
Music industry 

 
‘A generic term for production- storage- and distribution systems for 
music2’.  
 
The business of producing and distributing music.  
 

 
Physical format 

 
‘Compact Disc (CD) and Vinyl, both physical discs for electronically 
recording, storing, and playing back audio.3’ 

 
Downloading 

  
‘To transfer data from a central computer or website to a peripheral 
computer or device4.’ 

 
Streaming 

 
‘Listening to music or watching video in ‘real-time’ instead of 
downloading a file to your computer and latching/ listening to it later5’. 
 

 
Artists 

 
Commercial artists performing and selling music ‘relating to the 
popular culture disseminated through the mass media.6’ 

  

	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
1 Business Dictionary 2014 
2 The Great Norwegian Encyclopedia 2013 2 The Great Norwegian Encyclopedia 2013 
3 Rouse, M. 2005  
4 American Heritage Dictionary 2013 
5 BBC 2012 
6 Merriam Webster Dictionary 2014	  
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3. Contextual background  
The following section will give an introduction to the current situation for digitalization in the 

music industry in Norway. Firstly, the term digitalization will be discussed in order to avoid any 

confusion about how the term is perceived by the authors. Furthermore, the section will briefly 

address the historical development of digitalization in cultural industries, in order to place the 

research area into context. Lastly, the section will describe how digitalization relates to the music 

industry in Norway. 

 

3.1. A brief introduction to digitalization  
In the following comes an introduction to the term digitalization and a brief summary of the term’s 

origin within the field of business. According to Business Dictionary (2014), digitalization may be 

defined as ‘integration of digital technologies into everyday life by the digitization of everything 

that can be digitized’. Hesmondhalgh (2007, 311) defines digitalization as ‘the increasing use of 

digital storage and transmission in cultural production and circulation and the increasing use of 

such digital systems, as opposed to analogue ones’. These are the definitions for digitalization that 

will form the appliance of the concept throughout this thesis. 

 

Siapera (2012) characterizes the digitization of all media as a technological convergence, meaning 

that a media content can circulate freely in all different kinds of media at the same time, as well as 

different kinds of technology working together as a whole. Digitalization made technological 

convergence possible, and opens up for a lot of new opportunities for the creative industries, and 

other industries it might affect (Lind 2005, referred to in Siapera 2012).  

 

Digitalization started to affect business behaviour already in the 1960’s when mainframes and 

minicomputers came to the market. These new systems linked remote terminals to central 

mainframe computers through phone lines. In the late 1970’s and early 1980’s, digitalization had a 

substantial impact on the cultural industry as a whole. The personal computer was developed at this 

time, and digitization of production spread through all the major cultural industries. This had an 

extensive impact on the work of photographers, film animators, radio producers, television editors 

etc. In the early 1980’s the music industry started moving over to digital methods, which made 

technologies more available and cheaper. This started debates questioning the impact the new 
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technology had on creativity of music making compared to the traditional ones (Hesmondhalgh 

2007). As previously stated, this thesis does not wish to focus on digitization of the music-making 

itself, but rather the way digitalization has impacted all aspects of the industry combined. It is 

nevertheless worth mentioning that digitalization also impacted the making of the art, due to more 

affordable and available technologies.   

 

3.1.1	  Digitalization	  and	  the	  music	  industry	  background	  
Digital distribution was starting to challenge the music industry in late the 1990’s and early 2000’s, 

due to the fact that digital recordings could be copied and downloaded illegally. To make profit in 

the cultural industries one depended, among other things, on the production of artificial scarcity. 

Digitalization was threatening the scarcity since it makes copying of any kind relatively easy. This 

was the reason why the cultural industry, and more specifically the recording industry, was the first 

industry to be threatened by digitalization. Digitalization has also been a major issue in other 

cultural industries, due to the spread of the personal computer and the Internet (Hesmondhalgh 

2007).  

 

For file sharing over peer-to-peer, Napster was the most used platform in the beginning of the 

millennium, but it was quickly shut down by a lawsuit. It was replaced by other peer-to-peer file-

sharing networks that made it possible for people to search each others’ computers for music files. 

These developments made prosecution difficult. The falling revenues from sales of recorded music 

made a discussion around a decline in the future for the music industry. The record companies took 

action against the file-sharing threat quickly, by going to court against the developers of file-sharing 

software, and against downloaders of music (Hesmondhalgh 2007). 

 

As well as causing problems, digitalization also offers opportunities for the companies that 

dominate the music industry. This seemed to be ignored in the early 2000’s. In the year of 2006 the 

legitimate digital distribution had two main challenges; ‘finding a way to prevent customers from 

simply reproducing infinite copies of digital files of music’ and ‘finding a method of payment that 

consumers feel happy about’ (Hesmondhalgh 2007, 253). The music industry seemed to strive to 

come up with solutions that could prevent consumers from copying CD’s, in order to stop piracy. 

One solution that was carried out was copy protection on all CDs, which was introduced in the 

industry as a response to Napster’s widespread in the early 2000’s. The copy protection was 
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controversial, and when it was removed in 2006, the industry was said to have capitulated in the 

copy protection war (Thorkildsen 2006). This indicates that the industry clung on to the physical 

format long after Napster arrived in the market, as opposed to seeing possibilities to how the digital 

changes could benefit the industry. 

 

Although there has been a lot of discussion around the death of the music industry, and even the co-

founder of the Electronic Frontier Foundation declared the death of the music industry already in 

2000, it is obvious that the music industry is still alive. The reason for this has to do with the music 

industry’s distinct and independent existence. Also, consumers still pay for music to a great extent. 

It is worth mentioning that the practice of file sharing appears to have made the major record 

companies the first ones being threatened by the Internet. This can be seen through the decline in 

sales revenues through the 2000’s, where it went from $14 billion in 1999 down to $6 billion in 

2009 in the USA. Also, the number of major record companies decreased in the same period 

(Hesmondhalgh 2007). This naturally means that digital downloading increased, and stood for 41% 

of total music shipments in 2009 (not including illegal downloading) (Havens & Lotz 2012). 

 

3.1.2	  Digitalization	  and	  the	  Norwegian	  music	  industry	  in	  2014	  
The following section will give a brief introduction to the current situation in the Norwegian music 

industry, in the context of digitalization. Firstly, the situation will be presented from a general point 

of view, with focus on the digitalized Norway, sales numbers and turnover in the industry as a 

whole - from physical to digital distribution. Secondly comes a brief description of what 

digitalization means for Norwegian music consumers.  

 

Norway is a country that has gone through major changes within technology in a short time. Despite 

the low population density in Norway, with only 17 inhabitants per km2, 93 % of the inhabitants 

have Internet access (Statistics Norway 2014, Medienorge 2014). This shows that Norway is a 

country that emphasizes the importance of new technology. A study made in 2010 shows that 

Norway already then was one of the world’s leading countries within technology both in prevalence 

and use (Forskning.no 2010). As of January 1st 2014, Norway has 5.109.056 million inhabitants 

(Statistics Norway 2014). Out of this, approximately 1 million Norwegians bought a tablet last year 

(NRK 2014) and 46 % of the inhabitants owned or had access to a tablet. In 2013, 2,4 million 

telephones were bought, where smartphones accounted for 90 %. Also, 79 % of all Norwegians 
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with Internet access have a smartphone (Medienorge 2014), 90 % of Norwegians in the age group 

from 18 - 29 had access to a smartphone, while 87 % of all Norwegian students had access to a 

smartphone (SIFO 2014). These numbers show Norwegians’ high interest in new technology, and it 

is therefore likely to draw parallels to their high use of digital music.  

 

 
Year 2000 Year 2006 Year 2014 

Streaming/Downloading 0 26 468 
CDs 962 659 116 

 

Table 1: Streaming/downloading and CDs in Norway from 2000 to 2013  

 

In 2014, the Norwegian music industry is more digitalized than ever. Looking at the turnover from 

CD sales in Norway, numbers have had a significant decrease from NOK 962 million in 2000, 

down to NOK 116 million in 2013. From 2000 to 2006 the turnover from CD-sales went from NOK 

962 million to NOK 659 million, which shows a decrease of NOK 303 million over 6 years. This 

shows a negative trend in CD-sales before the streaming services came to the market, as a result of 

piracy, which again affected the artists in the industry. Looking at streaming/downloading (iTunes 

store, Spotify, WiMP, etc.) on the other hand, the turnover went from NOK 26 million in 2006, to 

NOK 468 million in 2013. This development shows that digital distribution is growing fast in 

Norway (Medienorge 2014). ‘There has been two years in a row with an increase in the turnover, 

and there are signs indicating that the industry can come back to the turnover it had on peak, which 

was approximately NOK 1 billion’ says Kjartan Slette, Head of Strategy at WiMP (Appendix 17, 

238). Furthermore Aslak Bendtsen, Commercial Director at Sony Music explains that:’Here in 

Norway things have happened really fast (...) No other markets in the world has gone through as 

huge and fast change as Norway’ (Appendix 8, 185). The statements by Slette and Bendtsen 

supports and emphasize moreover Norway’s fast growth within digital distribution of music. 

 

Norway, and Scandinavia, can be considered a role model and a frontrunner for the rest of the world 

regarding digital music consumption and the new streaming services. In 2013, the music sale 

increased by 11% from the 2012 numbers to NOK 603 million. A large share of this sum came from 

streaming and downloading; digital sales increased by 40% from NOK 335 to NOK 468 million in 

the same period, and are now representing 78% of the total market. The streaming services such as 

Spotify, WiMP and Beat had an increase of 60% from 2012 to 2013, and is now holding 65% of the 
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total market revenue in Norway (IFPI 2014). The model below shows a graphic display of the 

distribution of music based on physical sales, downloads and streaming in Norway in 2013: 

 

 
Figure 1: Streaming, downloading and physical sales in Norway, 2013 (IFPI 2014) 

 

Blue represents streaming, green represents downloading, and yellow represents physical sales. As 

the model shows, and as described above, there is a predominance of digital distribution of music in 

Norway, as physical sales stand for only 22.3% of the total. 

 

The University of Oslo, Department of Musicology have an on-going research project named 

‘Clouds and Concerts: Trends in Music Culture’. The project consists of two sub-projects; ‘clouds’ 

and ‘concerts’. In the ‘clouds’ sub-project, the researchers have among other things looked at what 

impact a user-centric model in streaming services would have on the payouts to artists compared to 

the pro-rata model applied today. In the pro-rata model being used in streaming services today, the 

artists are paid per click, which means that the money from all the paying consumers goes into one 

common pot and is further distributed from there. The revenue is distributed based on total streams, 

based on all paying users. However, in a user-centric model, the artists would receive payouts based 

on the consumers that listen to them. This means that the NOK 99 a consumer pays per month on 

e.g. Spotify would go directly to the artists that consumer is listening to  (University of Oslo 2014). 

One of the interviewees of this thesis, Arnt Maasø, is one of the co-authors of University of Oslo’s 

research project, and some of his reflections upon the project will be addressed in the analysis of 

this thesis.  
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3.1.2.1 Illegal downloading  
The widely spread streaming and downloading services such as iTunes, Spotify and WiMP has 

wiped out illegal downloading and piracy almost completely in Norway and Scandinavia. 

According to a study done by Ipsos MMI, Norwegian music piracy has dropped straight down at 

high speed by 82,5 % the last four years. Numbers have fallen dramatically from 1,2 billion 

illegally copied songs in 2008, to 210 million in 2012 (Sherwin 2013). Keegan (2009) argues in his 

article ‘The strange death of illegal downloading’ that the death of illegal downloads is happening 

because of an explosion of new streaming services and their more effortless ways of listening to 

music. For the Norwegian industry, a change in the law for copyright in Norway makes it possible 

for private actors in the music industry to collect IP-addresses in order to detect people illegally 

downloading from the Internet. This new change is covered in the Norwegian constitution, under 

the law ‘Lov om opphavsrett til åndsverk m.v. (Åndsverkloven)’, last changed in July 2013. To 

collect IP-addresses the owner of e.g. a song, simply needs to send a request to The Norwegian 

Data Protection Authority. Also, this new law opens up for the person with the legal rights of a song 

going to court to find out who is behind the IP-address that has been doing the piracy. Earlier, this 

process was more time consuming, because it was required to have an concession. In other words, 

up until July 1st 2013 it has been easy for consumers to download copyrighted products on the 

Internet without getting caught (Teknisk Ukeblad 2013).  

 

3.1.2.2 Digitalization and Consumers 
For music consumers, digitalization means that they have the possibility to consume music 24 hours 

a day through different devices, such as computers, smartphones, tablets, etc. where they can listen 

to music through services like iTunes, Spotify, WiMP, etc. Consumers have never before had a 

library of music as wide as today’s in their pocket. It is available and accessible everywhere given 

that you have a device with Internet access and/or playlists available offline. Digitalization and the 

music industry today give the consumers new choices and variation every day - if they want to.  

 

As Hesmondhalgh suggeted in 2007, one of the main challenges in the industry in 2006 was to find 

a payment method that consumers felt happy about. Streaming may be the solution to this 

challenge; ‘The streaming services are better than free, because it is easier than downloading 

illegally’, (Purdham, referred to in Keegan 2009). Arnt Maasø, one of this thesis’ interviewees 

claims that ‘…Norwegian music consumers have embraced streaming, they have noticed that this is 
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something they like, and that they have access to a lot more music than they had before’ (Appendix 

10, 200). Hesmondhalgh’s (2007) suggested challenges will be reflected upon in the analysis of this 

thesis, based on conducted data.  

 

3.1.3 Digitalization and Globalization 
According to Business Dictionary (2014), globalization is defined as ‘The worldwide movement 

toward economic, financial, trade, and communications integration’. Furthermore, it explains 

globalization as “the opening of local and nationalistic perspectives to a broader outlook of an 

interconnected and interdependent world with free transfer of capital, goods, and services across 

national frontiers”. Based on these two definitions, globalization is a relevant concept to include in 

the contextual background of this thesis, as globalization is seen in close relation to digitalization.  

 

Globalization has, hand in hand with digitalization, given consumers more choices in certain parts 

of the world. When talking about the role of digitalization in terms of globalization, the discussion 

is first and foremost concerning the Internet, and all other technological development that has 

helped globalization happen so fast. However, globalization does not concern the whole world, 

since there are large parts of the world that has limited access to media and communication 

technologies (Havens & Lotz 2012).  

 

According to Robertson (1992, referred to in Siapera 2012), the term globalization means that the 

world is compressing, and that there is an increased awareness of this process. Furthermore, the 

author describes the process as consisting of four dimensions: 1. societalization, the process where 

societies become organized, 2. individualization, the process where we acquire a self, 3. 

internationalization, the process where the world-system is ordered, and 4. the process of global 

consciousness, concerning humanity as a whole and being aware of one´s surroundings. With these 

dimensions Robertson is arguing that the world is moving towards unicity, while others say that 

globalization represents kind of a cultural imperialism. In this case this can be perceived as the 

enforcement of Western ideas, mostly American, that is being spread into the rest of the world 

through media (Siapera 2012).  

 

Siapera (2012) furthermore discusses the relationship between internet (new media) and 

globalization in regards to cultural differences. When talking about understanding cultural 
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phenomenons across the world, some say that the world is moving towards ‘being united as a 

whole’ as a positive development, while others are criticizing globalization for making the world 

move towards Americanization. This critique is verified by Bård Ose, radio host and music 

journalist in the Norwegian Broadcasting Corporation (NRK); ‘I see it on the teenagers today, they 

are very Anglo-American, very centered towards American influence.’ (Appendix 15, 224). It is 

stated that several authors agree on the importance of culture when discussing globalization. 

(Siapera 2012).   

 

‘The process of globalization is not determined but enabled by the new media and technologies.’ 

(Siapera 2012, 30). Siapera (2012) argues that globalization is changing social organization and 

leading to a new society, namely a network society, as described by Castells (2010). Network 

society will be further discussed later in this thesis. However, it is worth mentioning that 

globalization is a constantly changing process, which makes it hard to conclude anything about the 

relationship between new media and globalization.  

 

The concept of globalization is relevant for this thesis as it aims to look at how digitalization has 

been, and is affecting the music industry today, especially focusing on what it has done for artists in 

regards to ‘reaching out’ through internet and obtaining audiences and a fan base across the globe. 

Globalization is, as previously stated interrelated with digitalization, and thus it is found to be an 

important concept to include in the contextual background of this thesis.  

 

3.1.3.1	  Glocalization	  
In the following comes a brief introduction to the term ‘glocalization’. Glocalization is related to 

being present in both a local and a global market, which makes this an applicable concept for 

musicians publishing their music digitally. Oxford Dictionary (2014) defines glocalization as; ‘The 

practice of conducting business according to both local and global considerations’. Moreover, 

Business Dictionary (2014) defines glocalization as ‘Products or services designed to benefit a 

local market while at the same time being developed and distributed on a global level. 

Glocalization can thus be seen as a revised edition of the concept globalization and localization.’ 

Glocalization can thus be seen as a revised edition of the concept globalization more suitable in the 

context of music distribution in the digital society.  
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3.2 Summary of contextual background 
In summary, the contextual background has introduced the development of digitalization and the 

music industry, including trends in revenue, new means of distribution as well as digitalization in 

relation to globalization and glocalization. The contextual background provides an insight to how 

digitalization and the music industry is connected, and what the main challenges for digitalization 

of the music industry are. For further insight in the digital music industry, it is recommended to read 

IFPI’s ‘Digital Music Report 2014: Lighting up new markets’ and ‘Music sales in Norway 2013’ 

(IFPI 2014). These reports provide a summary with insight and statistics from the current situation 

in the global and Norwegian industries. Furthermore, it might be of interest to read more about 

‘Clouds and Concerts: Trends in music culture’, which is an ongoing project on ‘audience 

experiences of live music and the use of new digital music services’ by The University of Oslo, 

Department of Musicology. (University of Oslo 2014).  

  



	   23	  

4. Theoretical framework 
The theory chosen for this thesis aims to serve as a foundation for answering the research question. 

This thesis aims to answer the research question ‘How is digitalization affecting the Norwegian 

music industry and the actors within it, and what does this mean for the future of the industry?’ 

based on the following theoretical framework and the conducted data.  

 

The theoretical framework starts by explaining innovation and creativity, as these two concepts 

serve as the foundation for the remaining theories. Innovation and creativity can be seen as the 

umbrella theories. Following innovation and creativity comes a brief section on networks and 

virtual communities. Furthermore comes a section addressing the experience economy and the 

attention economy. Lastly, the theory chapter addresses the practical outcome of the 

interrelationship between music and the media, as well as the distribution of music.  

  

4.1 Innovation and creativity 
The music industry is a creative industry, and in order for the industry to keep moving forward one 

needs to be innovative and see new possibilities for distribution. ‘Innovation and creativity are the 

two concepts more often associated with the future new media, as well as the future of the new 

media’ (Siapera 2012, 237). As this thesis aims to do a study of the music industry in Norway in 

light of digitalization, innovation and creativity will be described in the following. In order to 

understand some of the dynamics of the digitally evolving music industry it is important to establish 

these two fundamental concepts, as they are the foundation for new thinking and putting new ideas 

into life.  

 

Furthermore, as this thesis is written as a part of the Management of Creative Business Processes 

programme, and the Organizational Innovation and Entrepreneurship programme at Copenhagen 

Business School, innovation and creativity are two concepts of fundamental importance and 

interest.  

 

4.1.1 Innovation 
Innovation relates to digitalization of the music industry as digitalization has refined the way music 

is distributed and consumed, which opens up for innovative thinking and new ways of doing 
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business in the industry. Innovation can be described as ‘a process of turning opportunities into new 

ideas and of putting these into widely used practice’ (Tidd & Bessant 2009, 16). Innovation differs 

from invention, because an invention is not necessarily an innovation if it is not made functional 

and commercialized. A good idea gives no guarantee for commercial success, but must be 

supported by several other factors as well, such as project management, market development, 

financial management and organizational behaviour (Tidd & Bessant 2009). Merriam-Webster 

Dictionary (2014) define innovation as ‘a new idea, device or method’ or ‘the act or process of 

introducing new ideas, devices or methods’. Innovation is rarely a solo act; the key to a successful 

innovation is shared creativity and the input of many different actors with different skillsets and 

perspectives (Tidd & Bessant 2009). This view of innovation is important when looking at the 

music industry as a whole, and coming up with solutions that will benefit the industry and the 

different actors within it, in this new and digital world. Furthermore, the recent changes in the 

music industry gives a good indication on what to do and what not to do in other creative industries 

facing the consequences of digitalization. 

  

4.1.1.1 4Ps 
Innovation includes changes, and these changes can be divided into four broad categories, 

according to Tidd & Bessant (2009). These are; product innovation, process innovation, position 

innovation and paradigm innovation.  

 

Product innovation:  changes in the things (products/services) that an organization offers. 

Process innovation:  changes in the ways in which they are created and delivered. 

Position innovation:  changes in the context in which the products/services are introduced. 

Paradigm innovation: changes in the underlying mental models which frame what the organization 

does. 
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Figure 2: 4Ps of innovation space (Tidd & Bessant 2009). 

 

The 4P’s of innovation space are visualized in figure X. The figure describes how to map the 

innovation space based on the level of radicalness within each category. A change can be either 

radical or incremental, and it can be present in either one or several categories. Innovation mostly 

takes place in incremental form, bringing improvements to existing products or services. However, 

occasionally innovation takes place in a discontinuous form, as radical changes to one or several of 

the 4Ps. Such changes open up for new challenges as well as opportunities (Tidd & Bessant 2009).  

 

The figure is developed for mapping the innovation space within an organization, but will be 

applied in this thesis for mapping innovation in the music industry in Norway as a whole. 

Digitalization has led to many changes in the music industry, as previously mentioned. The way 

music is being produced has changed, the devices for playing music have changed, the business 

models in the industry have changed, and the way consumers access music have changed. There has 

been a shift from ready-made CDs to personalized playlists. Earlier, the CDs were a mix of artists 

that the record label found appropriate, but now consumers can personalize their playlists and 

combine different artists, genres and decades into one playlist. This shows a paradigm shift in the 

music industry.  
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Storsul & Krumsvik (2013) argues that the 4Ps are not describing media innovation sufficiently. 

The authors therefore suggest a fifth type of innovation, namely social innovation. Social 

innovation may be defined as ‘new ideas that work in meeting social goals’ or more narrowly 

‘innovative activities and services that are motivated by the goal of meeting a social need and that 

are predominantly developed and diffused through organizations whose primary purposes are 

social’ (Mulgan et al. 2007, 8). These definitions are primarily including, but not limited to social 

innovation as non-profit movements and social efforts done to solve social issues such as diseases 

and climate changes. Social innovation may also include the process of innovating socially, such as 

open source innovation, networks and collaborations, or the social dimension of economic shifts in 

society (Mulgan et al. 2007). Storsul & Krumsvik (2013) suggest this concept as a mean of 

understanding social objectives in media innovation. In light of this, the music industry’s common 

efforts to find new and viable business models for digital distribution, may be called social 

innovation.  

 

4.1.1.2 Disruptive innovation  
Radical change is sometimes related to disruptive innovation. This term was introduced by Harvard 

Professor, Clayton Christensen, and defined as ‘the phenomenon by which an innovation transforms 

an existing market or sector by introducing simplicity, convenience, accessibility, and affordability 

where complication and high cost are the status quo.’ (Clayton Christensen Institute 2012). A 

disruptive innovation is often perceived as insignificant to the mass markets at first, but eventually 

redefines the entire industry. In this way, the innovation disrupts the industry by changing consumer 

demands and forcing the competitors to follow in order to stay relevant (Clayton Christensen 

Institute 2012). Both illegal downloading and streaming platforms may be referred to as disruptive 

innovations.  

 

4.1.2 Creativity  
As the music industry is a cultural industry part of the creative industries, it is necessary for this 

thesis to look into the concept of creativity, what it is and why it is relevant for digitalization of the 

music industry. Creativity may be defined as ‘the ability to make new things or think of new ideas’ 

(Merriam-Webster Dictionary 2014). This definition is similar to the definition used on innovation 

in this thesis, but there is a significant difference. While creativity can be seen as the creative 
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thoughts and ideas behind an invention or process, innovation is, as previously mentioned, the 

transformation of such ideas into commercial value.  

 

The making and performance of music is a form of creativity; ‘The invention and/or performance of 

stories, songs, images … and so on, in no matter what technological form, involves a particular 

type of creativity - the manipulation of symbols for the purposes of entertainment, information and 

perhaps even enlightenment’ (Hesmondhalgh 2007, 4).  

 

The creative industries and specifically the cultural industries, are particularly high-risk business as 

the business is relying on the production of texts to be bought and sold (Hesmondhalgh 2007). 

Hesmondhalgh further claims that the companies within the cultural industries face special 

problems of risk and unpredictability, which the author supports by listing statistics showing 

examples of financial failures within these industries. Many of his examples derive from the music 

industry, supporting that it is challenging to be a professional artist today (Hesmondhalgh 2007). 

 

When creators (artists) are introducing a creative product to the market, there is always uncertainty 

about whether consumers will value the product or not. Sometimes a creative product exceeds all 

expectations and brings in great monetary results, but sometimes, however, only a few consumers 

find any value in the given product. The success or failure of a creative product is hard to project, 

due to the fact that creative products’ level of success rarely can be explained rationally. When the 

creator realize that the creative product is a flop, the investment is already a sunk cost, and 

impossible to regain. This is related to the ‘nobody knows’ property, which implies that all creative 

products are made with high risk for the creator, as you never know whether consumers will like it 

or not. As a creative product is a result of the inner vision of the creator, this explains to a certain 

extent why ‘nobody knows’ (Caves 2000). This theory is relevant to adopt when talking about 

artists in the music industry. Both new and old artists are facing the same problems when releasing 

new songs. As new artists work hard to gain a fan base, ‘old’ artists have to work hard to keep the 

fans interested. They can never predict how the market will respond to their new releases. It is 

impossible to measure beforehand whether it is going to be a hit or not, ‘nobody knows’ (Caves 

2000). 

 



	   28	  

In opposition to economists, creative creators, such as artists, tend to care more about the originality 

displayed and their skills showed through the product, than their payments. People making creative 

goods want to express pride, and care for the quality of the product. That is a strength about the 

creative effort, as it is implied that artists and other creators, manage to bring more creativity to the 

product when not thinking solely about income. This is closely related to the property ‘art for art's 

sake’, which means that one does not need a reason to make art other than the beauty of it. The 

beauty of the art should be reason enough to make it, and the art do not need to serve for political, 

religious or economic purposes (Caves 2000, Dictionary.com). 

                                                                                                                                                               

The music industry is an industry within the creative industries. The music industry would not exist 

if it had not been for the creative people making the actual products the music industry is depending 

on, namely songs and albums. The creators behind these actual products, songwriters and singers, 

are going through a creative process every time something new is being composed. Therefore, 

creativity and the creative process is of relevance for the music industry and this thesis.  

 

4.2 Networks  
The following section will describe theories on social networks, as this thesis aims to look at how 

artists can build relationships with their audience, the media and other artists in the digitalized 

society.  

 

The word network has many different meanings. Oxford Dictionary define network, among other 

definitions, as ‘a group or system of interconnected people or things’ or ‘a group of people who 

exchange information and contacts for professional or social purposes’ (2014). These two 

definitions are suitable for the purpose of this thesis, as this thesis aims to look at the relationship 

between music, media and the audience, as well as the interrelations within the music industry in 

the times of digitalization. Furthermore, it is relevant to discuss Manuel Castells’ (2010) network 

society. Castells argues that the network society may be seen as a result of the transformations 

caused by globalization. Moreover, he argues that globalization could not exist without new media 

(Castells, referred to in Siapera 2012).  

 

Siapera (2012) describes a shift from communities based on organic and natural will, such as 

families, neighbourhoods and friendships, to societies based on rational will, such as countries, 
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cities and companies. There has been discussion on whether internet and new media has led to 

further disruption of communities, or if it has led to a resurgence into a new form of communities. 

Rheingold (1993, 5) defines virtual communities as ‘social aggregations that emerge from the Net 

when enough people carry on those public discussions long enough, with sufficient human feeling, 

to form webs of personal relationships in cyberspace’. Although this definition was formed in the 

early 1990’s, and some of the terminology is slightly outdated, the meaning of the definition is still 

relevant for the virtual communities in today’s society. In virtual communities, people can 

communicate without meeting face-to-face, regardless of their geographical location (Siapera 

2012). In the context of the music industry, virtual communities can be used to gather fans from 

several different countries in one space.   

 

Wellman (2001, 227) argues that in redefining communities as networks, communities can be 

described as ‘networks of interpersonal ties that provide sociability, support, information, a sense 

of belonging and social identity’. In the context of the music industry, such networks may be fan 

pages in social media such as Facebook, where fans can gain information and stay up-to-date on the 

latest news from the artists, as well as a sense of belonging to a group of fans. Other ways of 

providing a sense of belonging and social identity may be the participation in fan groups in these 

media, where fans share news articles, fan stories and pictures of their common idol.  

 

Networks can be either formal or informal. Informal networks occur when people get together and 

share ideas as a by-product of their social work and interactions. Formal networks are, on the 

contrary, deliberately set up with the intention of making innovation happen, either in form of a 

new product or new ways of doing things (Tidd & Bessant 2012). An example of a formal network 

is the development of the streaming service WiMP, which was developed as a collaboration 

between Norwegian companies Aspiro, Platekompaniet and Telenor (Aspiro 2010). This thesis will 

mostly focus on the informal networks, the ones that are created based on common interests and 

connections. Such informal networks can be the relationship between fans and musicians, and the 

interrelationship between artists or fans.  

 

The actor-network theory (ANT) can be described as ‘a relational and process-oriented sociology 

that treats agents, organizations, and devices as interactive effects’ (Law 1992, 389). In this 

sociology, humans and non-humans are both nodes in a network. ‘If human beings form a social 
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network, it is not because they interact with other human beings. It is because they interact with 

human beings and endless other materials too’ (Law 1992, 382). This approach to social networks 

is basically saying that social networks need non-human actors in order to exist. This thesis will not 

use actor-network theory to look at how humans interact with technology in order to create social 

networks, but rather focus on the phenomenon of human beings connected through social networks, 

regardless of the media outlet and other materials used to form these networks. This does not mean 

that this thesis disregards the non-human actors as part of social networks; technology and new 

media poses an important part of forming social networks in today’s society. It is, however, the 

social dynamics of networks that are most relevant for the purpose of this thesis, as the thesis aims 

to explore the dynamics between media and artists, media and consumers as well as artists and 

consumers. Social networks can be defined as ‘A network of social interactions and personal 

relationships’ or ‘A dedicated website or other application which enables users to communicate 

with each other by posting information, comments, messages, images, etc..’ (Oxford Dictionaries 

2014). These two definitions of social networks are more relevant for this thesis. 

 

4.3 The experience and the attention economy 
The experience economy and the attention economy are two terms originating from the field of 

business in the second half of the 20th Century. The terms are chosen for this thesis because they 

are both relevant for actors in creative industries, trying to obtain consumers’ attention and fulfill 

their needs for experiences. First comes a section describing the term ‘experience economy’, 

followed by a section addressing ‘attention economy’.  

4.3.1 Experience economy 
Joseph Pine and James H. Gilmore (1998) first created the term experience economy. Hjorth & 

Kostera (2007) describes the concept as primarily deriving from the management consulting 

industry, but claims the concept to be commonly used by researchers and in creative industries.  

 

The experience economy is described as ‘a name for a scientific and management approach that 

deals with business and economic activities related to people’s experiences’ (Sundbo & Sørensen 

2013, 1). As music may be categorized as an experience, the experience economy is thus related to 

the business and economic activities of the music industry. Furthermore, the authors state that 

experience is a mental phenomenon, different from goods and services that concern physical or 

intellectual needs or problems. An experience is impacted by external stimuli, and creates value for 
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the consumer through mental awareness based on previous experiences, mental needs and personal 

strategies. Sundbo & Sørensen (2013) suggest the following definition of experience, in the context 

of the experience economy; ‘the mental impact felt and remembered by an individual caused by the 

personal perception of external stimuli’ (2013, 4).  Furthermore, Pine & Gilmore (1999, mentioned 

in Sundbo & Sørensen 2013) define four different types of experiences: escapistic, entertaining, 

educational and aesthetic. Whether a receiver gets an experience out of the stimuli sent out by the 

provider is dependant on the momentary condition of their experience readiness (Sundbo & 

Sørensen 2013). In relation to music, music consumption may thus be perceived as an experience if 

the consumer is receptive for experience, or it can merely function as background noise.  

 

Experience economy is recognized as a movement within business, with potential for great 

earnings. The concept of experience economy is most spread in Northern Europe and the West, and 

this may relate to the fact that experiences fulfil needs that are not vital to humans; it can be seen as 

a way of fulfilling a self-realization need (Sundbo & Sørensen 2013).  

 

Because consumers are bombarded with such great variety of available experiences, and many of 

them are offered through new technological devices such as smartphones etc., experience industries 

compete to fill out the consumers’ time (Sundbo & Sørensen 2013). This means that all providers of 

experience compete with each other on some level. This is relevant when looking at music 

consumption in Norway, both related to time and money spending on music. This is also related to 

attention economy, which will be described in the following. 

 

4.3.2 Attention economy 
We live in an attention economy; the new economy has an overflow of capital, knowledge, labour 

etc. Starting a business, publishing a song, or creating a website is easy, the factor missing in the 

equation is human attention (Davenport & Beck 2001). Consumers have information available at 

their fingertips, but the information cannot be processed unless the respondent of it have the 

attention to devote to it. Davenport and Beck (2001, 3) call attention ‘the real currency of 

businesses and individuals’, and point out the businesses that manage to get hold of the consumers’ 

attention as the winners; the businesses that do not manage this will fail. Carroll (2014) call 

attention the most important currency we possess at our time. The information overflow has 
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increased with the Internet, but there are also more broadcasting channels, printed media and other 

sources of information available now than previously.  

 

The answer in the attention economy, on how to attract consumers’ attention to one’s information, 

brand etc. is, according to Davenport and Beck (2001), to buy the attention with money. Carroll 

(2014), on the other hand, claims that differentiation is what is needed in order to attract attention. 

The author mentions hit songs as an example; ‘You need the ‘other’, that kink or wrinkle which 

pushes everyone’s button. All great hit songs have a splash of the ‘other’ to them. That’s the kind of 

thing that grabs everyone’s attention and means they hunt you down and seek you out. It’s this 

difference, this quirk, which people need to develop if they want to succeed in the attention 

economy…’ (Carroll 2014). Differentiation in the artistic work may thus be enough to obtain 

attention, but on the greater part, even great artistic work needs promotion to reach out in the 

attention economy.  

 

Attention economy is related to all kinds of businesses, including the music industry. With the 

increase of media outlets, new technology for producing and distributing music, as well as the 

internet penetration, consumers have too much music available to possibly be able to draw their 

attention to all of it. Spotify have, for instance, a catalogue of over 20 million songs (Spotify 

2014).  As previously mentioned, local artists constitute only 12% of streamed music in Norway, 

thus it is relevant for this thesis to look at how Norwegian artists can obtain and maintain attention 

in the attention economy. 

 

4.3.2.1 AIDA  
In order to deliver a message successfully, the message should get attention, hold interest, arouse 

desire, and cause action. This framework is called AIDA (Armstrong et.al 2008), and is related to 

the attention economy. The message can be seen as the the promotional efforts carried out, or 

merely the song itself, that the artist wishes to receive attention from the consumers. The AIDA 

framework is visualized in the figure below: 
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Figure 3: AIDA framework (Armstrong et.al 2008). 

 

The figure shows the path a message needs to go within the receiver in order for it to end with the 

consumer taking the message into action. The model has historically had many previous versions, 

but the concept is the same. Action can be seen as the act of purchasing concert tickets, an album or 

merchandise, or as simple as adding the given song to a playlist on a streaming platform etc.  

 

4.3.2.2 ‘The skip’.  
Lamere (2014) write that there is a 24.14% chance for a song to be “skipped” within the first 5 

seconds on Spotify. This shows that getting attention is not enough for delivering a message 

effectively. Almost 40% of all songs streamed on Spotify are skipped before they finish. On 

mobiles the skipping rate is 51.1%, while it is slightly lower on desktops, 40.1% (Lamere 2014). 

This shows that consumers interact more on mobile devices, taking a more active part in the 

listening pattern and possibly devoting less attention to the music playing because they are 

combining the listening with other activities. It is also worth mentioning that many smartphones 

have earplugs with integrated buttons, meaning that the consumer can skip to the next song even if 

the phone is placed in their pocket.  

 

4.3.2.3 The long tail  
Anderson (2004) predicted a shift in entertainment economy, from mass markets to a market where 

both hits and so-called misses are equally important. The author calls it ‘the long tail’; the hits are 

generating the most downloads or streams, but the large amount of content available is just as 
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important, and the total amount of downloads/streams of the misses are adding up as equally 

important as the hits. In the times of digital cataloguing, the stores do not need to take into 

consideration how many copies they sell of a single song in order for it to claim its shelf space, as 

there is practically no limit for how many songs a single online music provider can offer. The 

reason why stores had to be selective in the past, and merely focus on the best-selling hits in their 

shelves, was that this was necessary in order for them to earn back the space that one album or 

single cost in rent of the physical space (the store). Now, in the digital music stores, there are 

remarkable possibilities for stores to generate an equal share of revenue from the misses as it is 

from the hits (Anderson 2004).  

 

Figure 4: The Long Tail (Anderson 2004). 

 

Figure 4 visualizes an example of Anderson’s (2004) ‘The Long Tail’. The graph shows the ‘head’, 

representing the hits, and the long tail that represents the remaining tracks, rapidly decreasing in 

popularity.  

 

A report from March 2014 shows that the top 1% of artists stand for 77% of the total income in the 

global music industry. The number is even higher in digital distribution, in subscription services the 

top 1% accounts for as much as 79% of the total income. This skew distribution is referred to as 

‘the superstar economy’, and the report is therefore discussing whether the long tail is still relevant. 

The report points out the large amount of music available as a contributor to the superstar economy, 
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as it argues that discovery of new music is even more difficult than before, and consumers are even 

more ‘sheep-like’ and in need of guidance in the digital world as they were in the CD age (Music 

Industry Blog 2014).  

 

4.4 Music and the media  
High connectivity and little control, music provided as a service, and increased amateur creativity 

are three characteristics of the new music economy driven by the development of digital media 

technologies (Wikström 2009). The following section will discuss theory on the distribution of 

music, and how music, media and audience are connected.  

 

4.4.1 The audience-media engine 
The audience-media engine illustrates the dynamics of the audience, the music and the media 

interplay (Wikström 2006) : 

 

 
Figure 5: The audience-media engine (Wikström 2006) 

 

The model illustrates how media presence, audience reach, audience approval and audience action 

interrelates with each other. These different variables will be explained below, followed by a 

summary of the engine’s purpose.  
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Media presence:  

Media presence relates to the amount of appearance in various media outlets during a period of 

time, and this can be influenced by the firm representing the music through publicity and marketing. 

Through the media presence, the music is reaching out to a certain amount of audience; presented as 

audience reach in the model.  

 

Audience reach:  

As mentioned, the audience reach relates to the amount of audience the music is reaching out to 

through media presence. The audience reach is affected by the media presenting the music; a high-

profiled media channel generates higher audience reach than a lower-profiled media channel.  

 

Audience approval:  

Audience approval relates to the audience share that responds positively to the product, i.e. the 

music. Audience approval, again, may lead to audience action.  

 

Audience action:  

Action can be made through purchasing products relating to the one presented in the media; songs, 

albums, concert tickets and merchandise, or by doing online word-of-mouth for the artist. 

Furthermore, top charts and listings are also forms of action. However, such actions are not merely 

affected by audience; radio listings are mainly decided by music editors. Listed songs or songs on 

the top of the charts gain more media presence, and are more likely to lead to audience spending 

money on the artist. Thus, audience action is the variable for profit. Audience action should, in 

other words, be the variable most stressed by artists and their support team. However, as previously 

mentioned, all variables are interconnected, and one cannot have one variable without the others.  

 

The audience-media engine may work in an artists’ or genre’s favour, or it may work against it; it 

may have either a positive or negative effect. The links in the audience-media engine are important 

for the dynamics of the music industry, and must all be taken into consideration when outlining a 

music business strategy. It is important to evaluate which media outlets to use for what purpose; 

certain media outlets may be suitable for promotion, but not bring revenue, and some media outlets 

may serve as the opposite (Wikström 2009). The model gives a good understanding of the dynamics 

of the music industry, and of how both media and audience are vital for the music industry. Media 
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plays an important role in digitalization, and thus it is relevant for this thesis to look into the 

relationship between these different stakeholders.  

 

4.4.2 Connectivity and control  
The following section will look into the crossing point between staying connected, and remaining 

control over the artistic product. Music itself may be considered a non-rival good, as the product 

can be consumed by several people simultaneously. In order to make music into a rival good, it can 

be distributed physically through e.g. a CD or in another physical form. Digitalization is a challenge 

for turning music into a rival good. Although digitalization increases the level of access to music for 

the consumers, it leads to a decrease in control for the legal owners of the product (Wikström 2009). 

In the following comes first a paragraph on audience fragmentation, and what it means for an artist. 

Secondly there will be a section covering the option value of music, and lastly comes a section 

addressing important alterations in the music-media-engine due to digitalization. 

 

4.4.2.1 Audience fragmentation 
The evolution of the digital format has led to an increased access to various media. However, media 

audience have had a somewhat stable time and resource spending. This has caused audience 

fragmentation to occur. The amount of media outlets have increased as a consequence of the new 

technology, and thus the total amount of audience has spread out. This leads to a greater variety and 

less audience reach per media outlet. It is this spreading of the audience that is called audience 

fragmentation. (Wikström 2009). This is relevant to the subject of this thesis, as artists need to be 

aware of and take into consideration that they cannot reach out to their entire target audience 

through one single media outlet. 

 

4.4.2.2 Option value blurring 
Option value is referring to the degree of freedom of which rights owners allow its products to be 

distributed to consumers (Shapiro & Vairan 1999, referred to in Wikström 2009).  Previously, there 

was a separate set of media outlets with the purpose of serving as promotional outlets, and a 

separate set of media outlets ensuring the income. As digitalization has developed, the music firms 

are forced to change their structure. The two types of outlets need different levels of option value. 

In order for the consumers to be motivated to purchase the music, the outlets serving as promotional 

need to differ in the option value scale. The artists need to have consumers’ curiosity triggered 



	   38	  

without giving too much away cost free. Digitalization is blurring the lines for option value in the 

different media outlets, as one media may serve as both a promotional and a monetized outlet. The 

option value may be adjusted within a specific media, making promotion and revenue possible 

within one single media outlet. As a consequence of the increased connectivity, the control of the 

music firms have decreased, and the lines between promotional and distributional media outlets has 

been blurred out (Wikström 2009). Option value is an important concept to explore in this thesis, as 

the responses from the interviewees, and especially artists and managers, give an indication to how 

option value is weighed in the age of streaming and digital distribution.  

 

4.4.2.3 The audience-media engine in the digital world 
Although the audience-media engine is still relevant in the digitalized music industry, the functions 

are somewhat changed. The increase in audience fragmentation is considered as a distinct challenge 

for the music firms, as the marketing of artists and their music must be spread out through more 

media outlets, raising the marketing budget and thus decreasing profit. On the contrary, the 

audience actions have increased, leading the music firms to rely on audience to contribute to the 

online word-of-mouth. This might make up for the audience fragmentation’s impact on the 

marketing budget, by utilizing the media presence produced by fans. Although uploading remixes 

and making streaming of songs available by audience to other fans, do lead to greater access and 

exposure, these efforts do not generate any direct revenue for the artist or the music firm. Thus, the 

increase of exposure through audience action may be considered a double-edged sword. Despite the 

decrease in record sales due to digitalization, other parts of the music industry are growing. Both 

live music and music-licence businesses has experienced growth. Many entrepreneurs have spied an 

opportunity to experiment with business models that combine easy access to music for the audience, 

but at the same time bringing money to the right holders (Wikström 2009). Spotify, WiMP and 

other streaming services are examples of entrepreneurial businesses that have grasped this 

opportunity.  

 

Contrary to Wikström (2009) claiming that audience fragmentation causes the marketing budgets to 

increase, the following examples are presented in order to show that it is in fact possible to achieve 

success mostly by being present in digital platforms. Canadian pop-artist Justin Bieber was 

discovered by what came to be his manager, Scooter Braun, through his YouTube home-videos. 

Although Justin Bieber did not become successful as an artist until he was discovered and pushed 
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forward by his manager, the success would not have been possible unless the manager by 

coincidence had seen Bieber’s videos and approached him and his family. It is not possible to 

obtain numbers showing the marketing budget for Justin Bieber, but both the artist himself and his 

support team have been present in social media since the beginning. Eventually, when Justin Bieber 

grew as an artist, and gained a massive fan base, the fans also contributed by doing online word-of-

mouth (Justin Bieber: Never Say Never 2011). Norwegian EDM (electronic dance music) producer 

Kygo, have also experienced massive success during the spring and summer of 2014. Kygo, or 

Kyrre Gørvell-Dahll as his real name is, became famous through SoundCloud, and have more than 

400 000 followers on his profile. His most famous remix, which is a remix of Ed Sheeran’s ‘I see 

fire’, was uploaded on the platform in December 2013, and as of September 2014 it has more than 

13 million plays (SoundCloud 2014). These success stories are also related to the attention 

economy, as previously addressed. The possibilities for artists in the digital society will be 

addressed further in the analysis of this thesis. 

 

4.4.3 A typology of music distribution models 
Based on the fundamental theories on the music industry by Wikström (2009), Wikström (2012), 

proposes a typology of music distribution models, as a reaction to the current transformation 

process in the music industry. The author stresses the need for a new perspective; although access-

based models are replacing the ownership-models, he argues that these models are not adequate in 

the long-term. Thus, Wikström (2012) proposes a shift towards context-based services where the 

consumers are given the permission to make use of the products (music), as opposed to merely 

accessing them. The author argues that this would serve as the most efficient model for gaining 

economic value. Furthermore he suggests that this would also have a positive impact on the creative 

process for the artists in the creation of music. The three different distribution models will be 

described in the following: 

 

4.4.3.1 The ownership model 
The ownership distribution model relates to music listeners that take pride in possessing music in a 

materialized form; in the form of a physical disc/cassette. Music firms market the music as physical 

products, and consumers take ownership of the purchased goods. This includes digitally purchased 

music, e.g. downloads from Apple’s iTunes store. However, the consumer does not own the music, 

merely the right to listen to it. Thus, the name ‘ownership’ relates to the materialized product 
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purchased by the consumer, and not the actual music itself. The music is still owned by the artist 

(Wikström 2012). 

 

4.4.3.2 The access-based model 
As a consequence of the internet creating accessibility for consumers to download or access music, 

the ownership of music is no longer as relevant, according to Wikström (2012). For the average 

consumer it is not of relevance if he/she owns a song, as long as the songs are accessible at all times 

from everywhere. Spotify and WiMP are examples of platforms using the access-based model for 

distributing music. The author argues that the access-based models have not replaced the ownership 

models. On the contrary, the two models coexist, at least for now. However, Wikström (2012) 

argues that the access-based models will eventually more or less replace the ownership models. 

Nevertheless, the access-based models are not adequate for the long term, as they are likely to 

gradually become commoditized. Thus, the access-based models can be seen as one step towards 

the future distribution model for music, namely the context model, according to Wikström (2012). 

 

4.4.3.3 The context model 
As access-based services may eventually become a commodity, Wikström (2012) suggests a new 

form of music distribution, namely context-based models. By creating services that provide a 

context in which consumers can use the music, participate in the creative process and upload their 

own remixes legally, the consumers are engaging with the product and the artist, which again leads 

to a stronger relationship between the artist and its fans. The context model is facilitating the 

possibility for competitive advantage through innovation and uniqueness (Wikström 2012).  

 

Wikström’s suggestion for the context model as the future of music distribution will be addressed in 

comparison to what the respondents and interviewees provide of insight to their thoughts on both 

current and future possibilities and challenges that come with digitalization.  

 

There are several authors suggesting various future distribution models. It has, however, not been 

possible, when researching for this thesis to define any direct opponents or peers of Wikström’s 

(2012) proposal for the new distribution model. A key finding from the thesis’ conducted focus 

groups and interviews, however, is that the interviewees and respondents do not picture the context 
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model to be the dominant distribution model of the future. This will be elaborately addressed in the 

analysis.  
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5. Methodology  
The following chapter will present the different research methods used to retrieve the data needed to 

do an analysis and come up with a conclusion to the research question of this thesis.  

 

5.1 Philosophy of Science 
‘A method is a procedure, a mean of solving problems and revealing new knowledge. Any means 

serving for this purpose belong in the arsenal of methods’. (Aubert 1985, referred to in Dalland 

2000). This section will explain and justify the methods used and the philosophical view this thesis 

derives from.  

 

Business Dictionary (2014) defines paradigm as an ‘Intellectual perception or view, accepted by an 

individual or a society as a clear example, model, or pattern of how things work in the world.’ 

Guba (1990, 17) refers to paradigm as ‘a basic set of beliefs that guides action..’. The term 

originates from Thomas Kuhn (1962), and can be seen as frameworks for scientific thinking and 

practice. This means that impressions received are subjectively interpreted and understood based on 

personal frames of references  (Guba 1990).  

 

The research in this thesis is built on a hermeneutic paradigm. Hermeneutic methods are used to 

provide increased understanding through interpretation and comprehension. The hermeneutic circle 

can be described as understanding the unknown from one’s own situation, at the same time as the 

perception of one’s own situation is modified from the perception of the unknown. Understanding is 

thus central within hermeneutics. Researchers understand within given frames, within a given 

horizon, meaning an understanding provides a meaningful access to the concept looking to be 

understood. Hermeneutics also relate to the researcher’s ability to draw out the meaning from 

several sources, and explore the phenomenon from their own interpretation and understanding. In 

hermeneutic research, the researcher accepts that he/she is influenced by scientific and personal 

experience, and allows assumptions and reasons to steer actions. The goal is for the pre-

understanding to develop from bias to pure understanding. In light of this, the researcher’s ability to 

interpret and be aware of his/her bias or prejudice determines the understanding and meaning one is 

able to draw out of the interpretations (Ulleberg 2002).  
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In this thesis qualitative research, and more specifically exploratory research, was chosen because 

the authors knew very little about the industry out to be researched, and wanted to gain a better 

understanding of the industry. The aim is to explore, understand and interpret correlations between 

the different actors in- and around the Norwegian music industry. It is interesting to explore how 

the different actors perceive the digital development in the industry and what predictions they have 

for the future (Schmidt & Hollensen 2010). When using exploratory research it is believed that the 

actors from within the industry are able to contribute more to the area of interest. As they have 

deeper insight in the topic one can get closer to reality and produce insightful data (Askheim & 

Grenness, 2008). 

 

A qualitative research goes in depth and give answers to the questions: what, how and why. E.g. 

what the actors within the music industry predict for the future of the industry, how they perceive 

the current situation, and why this might be. Qualitative methods are flexible and there are no rules, 

rather guidelines that should be followed. In addition, qualitative research makes it possible for the 

researcher to understand how consumers and actors within the industry are thinking, what motivates 

them, and generally provide better insight and understanding of how the music industry works as a 

whole (Askheim & Grenness, 2008), (Gripsrud, Olsson and Silkoset, 2008). As explained in 

Schmidt & Hollensen (2010), ‘the purpose of using qualitative research is to find out what is going 

on in a person´s mind’ (89). More complementary knowledge about the music industry can be 

obtained by directly asking people questions. In order to retrieve the data needed to answer the 

formulated problem statement, this thesis will apply focus groups and in-depth interviews (Schmidt 

& Hollensen 2010). By using exploratory research the thesis will be able to find out people´s 

experiences and motivation for doing things. Also, the interviewees can tell their stories with their 

own words, describe their thoughts in detail and go more in-depth (McGivern 2006).  

 

In comparison to quantitative research, the findings from qualitative research e.g. focus groups and 

in-depth interviews might be more useful than e.g. surveys, as the result from a survey might be 

biased. It can be hard to get enough respondents on a survey to rely on it as a representative 

outcome. When doing surveys, open questions are usually not useful, and since the respondents are 

not face to face with the interviewer, they do not have the same respect when answering the survey. 

This refers to completing the survey, as well as honesty and quality of the answers given (Schmith 

& Hollensen 2010). However, one of the main weaknesses when solely using quantitative research 



	   44	  

is that there are relatively few respondents and interviewees. If one were to use quantitative 

research, e.g. a survey, it would have been possible to cover more respondents and reveal more 

varied attitudes and opinions on the topic. In this thesis, however, it is extremely important to go in 

depth with the industry out to be researched, rather than receiving many different opinions. This 

thesis held two focus groups with 15 respondents in total, and interviewed 14 experts with an 

average interview length of 40 minutes. For the purpose of this thesis this was enough to see trends, 

and also get hold of various opinions within the music industry. With a large collection of 

qualitative data with various respondents, the outcome is likely to be both honest and reliable, and 

will provide the thesis with depth as well as give a slightly generalizing picture. It can therefore be 

argued that qualitative research was the best way of collecting data for the purpose of answering the 

given research question. (Askheim & Grenness 2008, Gripsrud, Olsson & Silkoset 2008, Kumar, 

Aaker & Day 2002).  

 

When doing exploratory research, plentiful of data is collected, which requires much analyzing 

(Gripsrud, Olsson & Silkoset, 2008). This thesis seeks to explore digitalization of the Norwegian 

music industry in order to provide useful insight that can be applied as a foundation for further 

research of similar topics/industries (McGivern 2006).  

 

5.2 Choice of Method 
The main focus of this thesis is to get a deep understanding of the music industry. As mentioned 

above it will therefore be based solely on qualitative data, i.e. exploratory research. The main 

purpose for doing exploratory research is to discover ideas and insight, and to provide a better 

understanding of a situation (Brown & Suter 2012). To get hold of various views and different 

perspectives of the music industry, the thesis strived to get focus groups and interviews with a large 

amount of actors from the music industry; artists, managers, consumers, academics, experts, 

workers in the field, etc. As focus groups and interviews are research methods that both have 

advantages and disadvantages, a combination of the two is believed to give a more complementary 

outcome for this thesis (Schmidt 2010). In the following comes a description of focus groups and 

interviews, and it is justified why these two methods are chosen for this thesis.  
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5.2.1 Focus groups 
Focus group is a qualitative research method, and the point of having focus groups in this thesis was 

to generate ideas about how, when and why people listen to music, to get a better understanding of 

the consumers’ vocabulary when describing music, and to reveal consumers’ needs and attitudes 

about music consumption (Schmidt 2010). The thesis wanted to get a wide range of attitudes and 

opinions from the consumers’ points of view (McGivern 2006). In general, it was desirable to get a 

better understanding of the target market as a foundation for answering the problem statement. 

Since the focus groups address themes concerning music consumptions this is not a sensitive 

subject that touches on personal issues. It is therefore not uncomfortable to talk about in a group of 

unknown people. When talking about things like stealing music or piracy, the thesis predicted that 

this would be the most sensitive theme, but the respondents talked very openly around this topic. 

 

The first focus group consisted of 9 respondents; 5 males and 4 females, while the second focus 

group consisted of 6 respondents; 3 males and 3 females. 3 respondents cancelled on the day of the 

second focus group, and it was not possible to gather more participants on such short notice. Both 

groups consisted of a mix of ages from 23 to 30. The respondents were all students with a few 

exceptions of workers. It is therefore important to state the fact that the focus group was done with a 

homogeneous group of people, and might not be representative for the whole population. This 

thesis was therefore not able get a varied discussion showing differences in peoples’ opinion related 

to age, occupation and marital status. Due to time constraints and lack of network within the elder 

segment, this thesis was not able to gather participants with a more varied background, and is aware 

that this has an effect on the outcome from the focus group. Nevertheless, the respondents of the 

focus groups can be said to hold a representative population within the chosen sample. It is 

reasonable to assume that the respondents of the focus groups are representative for Norwegian 

students and recent graduates between 23 and 30 years of age.  

 

5.2.1.1 Advantages and Disadvantages with Focus groups 
There are both advantages and disadvantages with conducting focus groups, and some of the main 

advantages and disadvantages will be addressed in the following. 

 

Advantages are that group interaction may stimulate new thoughts from the respondents, as well as 

clarify and challenge thinking. Typically one person throws out an idea, which triggers another to 



	   46	  

think of something else, and the ball starts rolling. The respondents often feel freer to express 

honest opinions as they are not sitting alone with the interviewer, but rather discussing it with 

‘someone like himself or herself’ who does not care about the outcome. Another advantage is the 

fact that focus groups allow the researchers to observe the group discussion. This way the result 

make more sense to the researchers, as it can be hard for the researcher to understand the statistical 

result of a quantitative research. Also, there are almost no limitations regarding topics to discuss in 

a focus group, and it is possible to use other qualitative techniques to increase the productivity of 

the discussion. The motivator is able to go more in depth with the respondents’ opinions, which you 

are not able to through quantitative methods, such as surveys. Another positive factor about 

conducting focus groups is that a lot of information can be obtained in little time (Kumar, Aaker, 

Day 2002). It also makes it possible to interview people that are hard to interview (Schmidt & 

Hollensen 2010).  

 

On the other hand, there are also some disadvantages with focus groups, like the fact that there 

might not be enough time to go in-depth with each respondent’s meanings. Also, respondents might 

be influenced by the opinions by the other respondents (Kumar, Aaker, Day, 2002). The results 

from a focus group are not likely to be representative of the population of interest. Furthermore, it is 

not possible to ensure that all participants will show up. Another typical problem is that the focus 

group analysts have formed an opinion on the topic before conducting the focus groups. They might 

therefore be actively looking for anything to support their preconceived ideas, whereas opinions 

that go against it can easily be ignored. It is important to watch out for bias, and wait until an 

analyst has interpreted the transcript before converting any impressions to action. Lastly, a focus 

group has high cost per participant, as the moderator needs to get paid, incentive costs like food, 

snacks and drinks, rental of venue and other indirect costs appear (Schmidt & Hollensen 2010).  

 

5.2.1.2 Preparing for the Focus Groups 
An interview guide (moderator’s list) was created as a preparation to the focus group. The main 

theme of the conversation should be people’s consumption of music, their listening habits, their 

ways of consuming music, as well as their relations to artists (Appendix 1). The focus group 

interview guide was tested to eliminate obvious problems (Schmidt & Hollensen 2010). 
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5.2.1.3 Conducting the Focus Groups 
The first focus group consisted of 9 respondents; 5 males and 4 females, all Norwegians, and took 

place at one of the authors’ apartment at Store Kongensgade in Copenhagen, on the 26th of March 

2014, and lasted for one hour and twenty minutes. See Appendix 4 for full transcription from the 

first focus group. The table below shows a list over the participants.  

 

Name Age Occupation 
Hans Iver 22 Student 
Thomas 24 Student 
Rikke 26 Student 
Rune 26 Student 
Sandra 27 Student 
Tonje 28 Student 
Torill 24 Works within shipping 
Magnus 28 Works within shipping 
Jan 30 Student 

 

Table 2: Focus group 1 participant list 

 

The second focus group consisted of 6 people; 3 males and 3 females and were held Tuesday 1th of 

April, also in Store Kongensgade, and lasted for 1 hour and fifteen minutes. As mentioned above 

there was three cancellations the same day, and it was not possible to gather more participants on 

such short notice. See Appendix 5 for full transcription from the second focus group. The table 

below shows a list of the participants.  

 

Name Age Occupation 
Dina 25 Student 
Erlend 25 Student 
Marius 27 Student 
Sara 24 Student 
Cecilie 27 Student 
Per Kristian 27 Student 

 

Table 3: Focus Group 2 participant list 

 

As mentioned above, 15 people participated, in the age group from 22-30, and were all Norwegian. 

As the thesis is looking to study the Norwegian music industry, Norwegian music consumers were 
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an obvious choice. As the table above shows, the respondents were all students except for two of 

the participants whom are employed. It is therefore important to state the fact that the focus group 

was done with a homogeneous group of people, and might not be representative for the whole 

population. This thesis was therefore not able to get a varied discussion showing differences in 

people’s opinions regarding age, occupation and marital status. 

 

The data outcome made the foundation for the expert and artist interviews, in order to look for 

patterns and to get comments from the interviewees on the findings from the focus groups (Schmidt 

& Hollensen 2010). 

 

The author’s apartment was selected as the location for both focus groups because of the high 

standard of the apartment and the good atmosphere that would make the participants comfortable. 

Waffles, snacks and drinks were served to make it more enjoyable and worth the respondents’ time.  

 

Two focus groups were conducted in order to eliminate anything unusual with one of the groups. 

The two groups were found to be in agreement with each other on most topics. However, they had 

some disagreement when talking about how much they go to concerts and how much they listen to 

Norwegian music. In one of the groups the respondents answer that they more often attend concerts 

and seem to listen slightly more to Norwegian music, while in the other it seems as the respondents 

attend concerts and listen to Norwegian music to a slightly lower degree. It is not relevant for the 

thesis’ outcome to elaborate any further concerning this, as the differences were not significant, and 

therefore not important for the outcome of this thesis.  

 

For transcribing purposes both focus groups were recorded. This was agreed upon by all 

participants before starting the focus group interviews. After the focus groups were conducted, the 

total content was transcribed to make the findings easier to analyse. Furthermore, transcription was 

necessary in order to be able to code the findings into a qualitative data analysis coding-program. 

Coding in the qualitative data analysis program MAXQDA was done to get a systematic overview 

over the findings prior to writing the analysis. Appendices 4 and 5 show the full transcriptions of 

both focus groups, and Appendix 20 shows how the coding was done.  
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The information gathered in the focus groups was used when preparing questions for the expert 

interviews. Furthermore, the data from the focus groups serves as a part of the analysis where both 

consumers’ and experts’ points of view are considered relevant to analyse.  

 

5.2.2 Interviews  
Individual interviews can be used as a mean of going in depth with a given topic, with one single 

participant’s point of view. ‘Individual in-depth interviews are non-directive or semi-structured 

interviews in which the respondent is encouraged to talk about the subject’ (Schmidt & Hollensen 

2010, 89). The purpose of having these types of interviews is to understand the nature of - and go in 

depth with - the topic being researched. When conducting in-depth interviews, the possibility of 

asking follow up questions is vital for the outcome and for the information gathered. Quantitative 

research methods on the other hand, do not have the same possibilities when it comes to e.g. 

encouraging the respondents to elaborate on their statements. By asking probing questions, the 

researcher is able to create a better picture of what is going on in the respondent’s mind (Schmidt & 

Hollensen 2010).  

 

The interviewer normally has a list of topics, which he/she strives to fulfil in the best possible way. 

If the interviewee agrees, it is smart to record the interview for later interpretation and transcribing 

purposes. Having an open structure in the interview welcome unexpected facts or attitudes to the 

surface (Schmidt & Hollensen 2010).  

 

5.2.2.1 Advantages and disadvantages with interviews 
There are many advantages with using interviews as a way of collecting data. When doing ‘one-to-

one’ interviews the respondent can express his/her thoughts in a relaxed environment, and not be 

affected by others’ opinions. The respondent will be more likely to share sensitive information in a 

one-to-one interview. Furthermore, the interview is also easier to schedule. As mentioned above, 

one of the core advantages of this method is the fact that the interviewer can probe questions and 

encourage respondents to go more in-depth with the topic. This will help the interviewer get a better 

understanding of the ‘whole picture’. However, ‘one-to-one’ interviews may lack the discussion 

that one can often see in focus groups, where the respondents discuss the given topic among them 

(Schmidt & Hollensen 2010). 
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5.2.2.2 Preparing for the interviews 
Based on relevant theory and the findings from the focus groups, an interview guide was developed 

(Schmidt & Hollensen 2010). The interviewer was trained on asking the questions and conducting 

the interviews (Hair, Bush & Ortinau 2009). 

It was of importance for this thesis to conduct as many interviews as possible, with respondents of 

different backgrounds from within the music industry. This would contribute to getting varied 

approaches, and hopefully see a trend among the different perspectives. Roughly one hundred e-

mails were sent out in order to get respondents for the interviews. 

 

5.2.2.3 Conducting the Interviews 
14 interviews were held, and the table below shows the different interviewee profiles. Except for 

two interviews (done in English and Swedish), the interviews were done in Norwegian. When 

talking their own language it is believed that the participants are more comfortable and can more 

easily go in depth when explaining their thoughts and meanings (McGivern 2006).   

 

Table 4: List over interviewees 

 

As the table shows, three artist were interviewed, three academics, three music journalists, three 

representing the streaming services, one representing a record label, and one manager. A trip to 

Name  Age Role Title Length 

Amdam, Marie  23 Artist Vocalist in Razika 
  
00:42:32 

Bakke, Sven 
Ove  39 Music journalist Digital Project Manager at Dagbladet 00:45:53 

Bendtsen, Aslak  36 Representing a record label Commercial Director in Sony Music 00:55:27 

Bringeus, Axel  31 
Representing streaming 
services Head of New Markets at Spotify 00:36:13 

Maasø, Arnt  50 Academic Associate professor at Uni. of Oslo, Dept. of media and comm. 00:37:30 

Moen, Thomas  31 Academic Chief Brand Officer of the digital marketing platform Fanbooster 00:19:45 

Molde, Audun  48 Academic Head of popular music studies at NISS / Senior Lecturer at BI 00:30:32 
Nilsen, Morten 
Ståle  43 Music Journalist Music Journalist / Editor / Film critic 00:39:46 

Olsen, Andreas  25 
Representing streaming 
services Co-founder and  CEO of feat.fm 00:17:35 

Ose, Bård  54 Music Journalist  Music Journalist / Radio host in NRK 00:56:03 

Pascual, Merete  31 Astist Solo artist Billie Van 00:55:06 

Slette, Kjartan  37 
Representing streaming 
services Head of Strategy at WiMP 00:59:41 

Unstad, Vågard  28 Artist Rapper in A-laget 00:46:42 

Wareing, Chris  38 Manager Partner at Music Artist Drama Entertainment AS 00:47:56 
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Oslo was done to conduct interviews from April 7th to April 10th, 2014. Some of the interviews 

were done face-to-face at a venue of the interviewees’ choice. The interviewees that was not able to 

meet while the authors were in Oslo, and the ones who do not live or work in Oslo, contributed via 

Skype or phone interviews from April through June 2014. The average length of the 14 interviews 

was 40 minutes.  

 

By using in-depth interviews as the main form to conduct data, the interviewer has the possibility to 

react and respond directly to what the respondent is saying. Follow-up questions can be asked 

whenever the interviewer wants to go more in depth on a specific theme. Furthermore, if something 

is unclear there is a chance to clarify any misunderstandings by asking clarifying questions 

(McGivern 2006).  

 

For transcribing and interpretation purposes, all interviews were recorded. This was agreed upon by 

all interviewees before starting the interview. After all the interviews were held, the same procedure 

as for the focus groups was done. All interviews were transcribed in order to be able to code the 

data in the MAXQDA qualitative data analysis program and thus make the data easier to analyse. 

See Appendices 6-19 for full transcriptions from all the interviews. As the interviews were mostly 

conducted in Norwegian, all the quotes stated in the thesis are the authors’ own translations from 

Norwegian to English. 

 

5.3 Validity and reliability 
The following section will discuss the validity and reliability of the thesis.  

 

Validity refers to the extent to which the conclusions drawn in the thesis are true, i.e. whether the 

research design of the thesis delivers clear and accurate evidence to measure the research question. 

Internal validity is concerning the ability of the thesis to deliver credible evidence to answer the 

research question. Furthermore, internal validity refers to the extent to which the questions raised to 

the interviewees are designed to answer the research question. External validity refers to the extent 

to which a sample can be generalized to a greater population or setting (McGivern 2006). This 

thesis includes conducted qualitative data from a representative population within the Norwegian 

music industry in order for it to hold internal and external validity. However, it is important to 

acknowledge that the artists represent a group of young artists that have been emerging along with 
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the digital evolvement. None of the artists interviewed for the purpose of this thesis have been part 

of the ‘CD economy’ of the industry, and their answers are thus a reflection of this. It is likely to 

assume that more established artists would have provided different answers to the questions. The 

same situation goes for the focus group respondents. As both focus groups consisted of young 

adults from 22 to 30 years of age, the answers stated by the respondents are shaped from this. It is, 

however, assumable that both the artists and the focus group respondents form representative 

populations within their age groups. It is relevant to focus on the young population as this group 

represents the future of the music industry, in terms of the future music consumers as well as the 

future artists.  

 

Reliability refers to the ‘consistency of research results’ (McGivern 2006, 337). This means that 

reliable research can be said to provide the same results if repeated or if conducted by different 

researchers. In real-world situations this is very unlikely as results vary within certain limits. When 

preparing the questionnaire and training on how to conduct it, one should focus on aiming reliable 

data.   
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6. Analysis 
The following section will present the findings conducted from the qualitative data research. In 

order to analyse the data, a qualitative data analysis tool called MAXQDA was used. MAXQDA is, 

as mentioned in the method section, a software for qualitative data analysis, where the researcher 

can create own codes for the given research product, and assign chosen sections of data into each 

code. The documents with the transcribed interviews and focus groups were imported to the data 

analysis program (MAXQDA), and thereafter coded according to the sub-questions of the thesis 

combined with the categories from the interview guide (Appendix 3). Both paragraphs, sentences 

and single words of significance were coded in order to provide each segment with the relevant 

data.  

 

As previously mentioned, two focus groups were conducted in order to form a foundation for the 

interview questions for the individual interviews. Both the conducted data from the focus groups 

and the individual interviews are applied in the analysis in order to gain insight from the consumers 

on one side and actors from the music industry on the other side. These two points of view are 

supplementing each other in order to answer the sub-questions and lastly the main research 

question. The main emphasis will be on the conducted data from the individual interviews, and the 

conducted data from the focus group respondents will function as a consumer’s point of view where 

this is relevant for the analysis.  

 

As stated in the problem statement, the main research question of this thesis is:  

 

How is digitalization affecting the Norwegian music industry and the actors within it, and what 

does this mean for the future of the industry?  

 

In order to answer the main research question, three sub-questions were formed: 

 

Sub-question 1: How do consumers and actors perceive the digital evolvement of the Norwegian 

music industry, and how has it changed Norway´s role in the global market? 

 

Sub-question 2: How is the relationship between artists, media and consumers changing in line 

with the digital evolvement of the music industry?  
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Sub-question 3: Which expectations do the Norwegian music industry have for the future in terms of 

structure and distribution models? 

 

The three sub-questions combined are formed to explore findings that lead to a useful analysis and 

eventually a conclusion to the main research question. The main research question is concerning a 

broad topic; digitalization and the Norwegian music industry. Therefore it is important to look 

deeper into relevant aspects of the Norwegian music industry to get a thorough understanding in 

order to answer the research question. The three sub-questions were made in a structured manner 

and contain different components that the thesis find relevant for answering the main question. The 

thesis find it useful to go in depth with consumers’, artists’ and actors’ perceptions, media’s role, 

and lastly look at expectations and possible structure changes for the industry in the future. It is 

believed that these three sub-questions together will make a trustworthy foundation to answer the 

main research question. In the following a more detailed explanation to the purpose of each sub-

question will be given. 

 

Sub-question 1 is exploring the focus group respondents’ and the interviewees’ perceptions of the 

digital evolvement in the Norwegian music industry. Moreover, this question is looking to explore 

how the respondents and interviewees perceive that digitalization has affected Norway’s role in the 

global music market. This includes Norwegian artists’ possibilities to reach audience across 

borders, and also how the Norwegian music industry’s role in the global music market may be 

affected by digitalization, as Norway and Scandinavia is, as mentioned previously, one of the 

leading markets for digital music distribution. Sub-question 1 furthermore addresses the low share 

of local artists in streaming services in Norway, compared to Sweden and Denmark, as it is 

desirable to explore what may be the reason for this.  

 

Sub-question 2 is addressing the way in which artists build relationships to media and the audience 

in the digital music industry. Sub-question 2 seeks to explore the respondents’ and interviewees’ 

perceptions of possibilities and demands for relationship building for Norwegian artists, primarily 

in new media, and also how the dynamics of the audience-media-engine are functioning in today’s 

digital society.  

 



	   55	  

Sub-question 3 is made with the purpose of creating an indication to the future of the Norwegian 

music industry, based on the conducted data. The interviewees’ reflections on the topic include the 

structure of the industry, how music will be distributed, and possible new business models in the 

future. Lastly sub-question 3 will address ways of gaining profit, and the impact digitalization will 

have for music artists as a profession. The reflections stated by the interviewees on the future of the 

music industry are based on their knowledge about the current situation, combined with their insight 

to the digital development of the industry. It is important to emphasize that these are assumptions 

and not conclusive, as they will be used to reflect upon possible outcomes, possibilities and threats. 

 

Following is the analysis and sub-conclusions to each sub-question: 

 

6.1 SQ1: How do consumers and actors perceive the digital evolvement of the Norwegian 
music industry, and how has it changed Norway´s role in the global market?  
 

The first sub-question is made with the purpose of creating a foundational understanding of how the 

respondents and interviewees relate to digitalization in today’s music industry in Norway, from 

both actors’ and consumers’ points of view. Here the thesis aims to look at general perceptions of 

the digital music industry, distribution, the new economy of the industry, listening habits, 

availability, as well as the local streaming share and Norway´s role in the global market. As 

mentioned in the contextual background, digitalization has had a major impact on the music 

industry, not only in Norway, but the entire world. A recurring opinion amongst the respondents 

and interviewees is that digitalization has both negative and positive impacts on the music industry. 

The consumers are generally more positive to digitalization than the actors in the industry, although 

both parties are mostly positive. The negative opinions stated by the interviewees from within the 

industry are mostly concerning attention and revenue; although digitalization has made it easier to 

release music publicly and made the industry more democratic, it is more noise and more audience 

fragmentation, and there has been a decrease in consumers’ willingness to pay for music. This will 

be further addressed later in this section, with opinions from both consumers’ and actors within the 

industry’s points of view. In order to answer sub-question 1, several theories are relevant, such as 

theory on innovation, attention and Wikström’s music-media engine (2009) and typology of 

distribution models (2012).  
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6.1.1 Innovation 
The following section will address and analyse the general perceptions the respondents have of the 

digitalized music industry in Norway, in light of innovation. The section will mostly address the 

experts’ points of view, supplemented by the consumers’ points of view where this is relevant. The 

experts will be weighed the heaviest in this section due to the fact that the consumers seem to, 

understandably, have a more nonchalant relationship to the innovation process digitalization have 

led to in the music industry. The consumers interviewed in this thesis do not talk much of how e.g. 

Napster and Spotify have been great innovations, but merely describe how they have changed their 

listening habits almost un-noticeably. The expert interviewees seemingly have a more conscious 

relationship to the evolvement the music have experienced due to digitalization.    

 

6.1.1.1 4Ps 
Several of the experts interviewed describe the digital development in the music industry as a 

radical innovation. In accordance to Tidd & Bessant’s (2009) 4Ps of innovation space, the experts 

claim that the music industry has been through an innovation process in all ‘Ps’; product, process, 

position and paradigm. The product, i.e. the music itself has albeit not changed radically, but the 

product can here be seen as the format in which the music is distributed. Earlier, the product was an 

LP, a cassette, or a CD, and when going from a physical format such as these, to a digital format 

where the songs are distributed in a non-tangible format, the product is indeed radically changed. 

The way in which music is produced has changed from analogue music recordings to digital 

recordings. This is the process innovation, and although this aspect is not the main area of focus for 

this thesis, this category of innovation is emphasizing the fact that the industry has gone through a 

radical change. Furthermore, some interviewees mention the position innovation as important; 

earlier, only music interests spent money on buying albums. Now, however, music is more 

available and widespread. As Bård Ose, music journalist explains; ‘suddenly the old lady next door 

had a CD player, and she had never been interested in music before’ (Appendix 15, 226). This 

relates to the development in the positioning of music, which is even more widespread since the rise 

of streaming services. Several of the interviewees mention easy access and availability as one of the 

decisive factors for the widespread of streaming. This shows a shift in the way music is positioned, 

according to the interviewees; music is for everyone, and all consumers are welcome in all genres 

of music. The change in listening habits will be further discussed later in this analysis. Lastly, the 

interviewees are all referring to the evolvement in the music industry as a paradigm change, i.e. a 
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change in mentality for how consumers and the industry itself look at music. This paradigm change 

is mostly concerning music no longer being a rival good that one have to pay a relative amount of 

money to obtain. As several of the respondents state, music has lost its exclusivity. Furthermore, the 

artists interviewed in this thesis distinguish a change in their record labels’ demands for how they 

should distribute music as mostly singles as opposed to focusing on entire albums. This new way of 

distributing music leads to a new way of working for artists, the creatives, that may be challenging 

to adjust to. Merete Pascual, artist under the name Billie Van, says that; ‘I am very old-fashioned 

when it comes to all that. I just want to go in the studio and record an album’(Appendix 16, 254). 

Furthermore she explains that it can be challenging for the creative process to distribute music in 

the digital streaming economy, because it does not correlate with the way she prefers working. As 

theory supports, this new way of working might challenge the creative product; Caves (2000) 

argues that artists manage to bring more creativity to the product when not thinking solely about the 

income. The high focus on singles is related to artists’ ability to gain more attention, which again 

leads to higher income. It seems as the artists emphasize the importance of the creative process, as 

Marie Amdam, lead singer in the girl band Razika, says that one of the reasons for having a 

manager is that it gives the band more time to focus on the creative stuff (Appendix 6). 

 

6.1.1.2 Disruptive innovation  
Some interviewees even describe digitalization of the music industry as a revolution - starting with 

Napster, followed by illegal downloading and later payment based downloading, and eventually 

streaming. This revolution may more precisely be called a disruptive innovation. As stated in the 

theory, disruptive innovation is defined as ‘the phenomenon by which an innovation transforms an 

existing market or sector by introducing simplicity, convenience, accessibility, and affordability 

where complication and high cost are the status quo.’ (Clayton Christensen Institute 2012). Napster 

was indeed a disruptive innovation, completely redefining the industry. In fact, the majority of the 

interviewees in this thesis mention Napster as the turning point for consumers’ listening habits, 

economical shifts and innovative thinking. For the consumers, Napster was the first platform that 

gave access to millions of songs, and the platform that changed the way they looked at paying for 

music. In the years that followed after Napster was forced to shut down, the respondents from the 

focus groups still downloaded their music illegally up until Spotify was launched. The experts 

interviewed in this thesis affirm this finding; a bubble had burst in the wake of Napster, and there 

was no way back to the pricing level prior to Napster’s disruptive occurrence in the industry. Based 
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on the reflections from the respondents and interviewees, follows a timeline of the digital music 

evolution: 

 

 
Figure 6: the respondents’ and interviewees perception of the music industry’s evolution in Norway 

 

The timeline above is visualizing the focus group respondents’ and interviewees’ general 

perceptions of the evolution of the music industry in Norway from approximately year 2000 up 

until today (2014). Napster replaced the CD, and when it was shut down, the respondents went over 

to other illegal downloading services, here represented by The Pirate Bay. iTunes was launched 

shortly after illegal downloading was widespread (Apple 2003), and the (r)evolution has 

preliminary ended with Spotify and other streaming services, according to the respondents. The 

interviewees’ conjectures for the continued evolution of the industry will be discussed under sub-

question 3, later in the analysis.  

 

Based on the conducted research, it can be concluded that the music industry in Norway has been 

through a radical change when going from analogue to digital distribution of music. Although most 

interviewees mention Napster as the disruptive innovation that redefined the music industry and 

shook the ground under the industry’s feet, the majority are nevertheless positive to the direction 

the industry took in the years to follow. The shift in the way music was distributed did indeed lead 

to a decrease in revenue for several years. However, when the industry comprehended that this was 

a change that had come to stay and complied with this as opposed to working against it, the 

development took a positive turn, according to the interviewees. Furthermore, Norway and 

Scandinavia are leading countries for innovation in the digital music industry. As Kjartan Slette, 

Head of Strategy at WiMP Music, says; ‘Norway is.. or Scandinavia, Northern Europe is a very 

exciting place to be for innovation within music’ (Appendix 17, 242). Norway’s role in the global 

music market will be further explored later in sub-question 1.  
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6.1.2 Digitalization and streaming services 
This thesis aimed to explore the interviewees’ and respondents’ opinions about digitalization in 

general, and their perception of the streaming services, as two separate contexts. Early in the 

process it was noticed that all interviewees and respondents more or less automatically started to 

talk about streaming when asked about digitalization. This was an on-going trend both when 

interviewing consumers, artists and other actors from the industry. It was therefore decided to 

analyse the two concepts together as they are perceived almost mutually exclusive by the 

respondents and interviewees. 

 

In the following section the analysis will address various perceptions the respondents have about 

digitalization and streaming. Firstly, consumers’ perceptions will be addressed; furthermore artists’, 

and lastly the various experts’ opinions on the topic will be discussed. Some of the main findings 

out to be analysed are the interviewees’ and respondents’ positivity about digitalization and 

streaming in general. Streaming services are described as being user friendly, having access to 

everything, containing good applications, and having a good payment method. Regarding how this 

affects the industry, there are different opinions; some criticize the low income for artists from the 

streaming services, while others emphasize the increased revenue for the industry as a whole the 

last couple of years. Another main point to be analysed is the noise in the market and the lower 

scarcity that comes as a result of the high diversity in today's music industry.  

 

6.1.2.1 Consumers’ perception of digitalization and streaming 
The consumers’ perception section will focus on the main findings from the focus groups 

concerning digitalization and streaming services. As stated above it was hard to separate the two 

concepts as the respondents relate them with each other. In the following the consumers’ thoughts 

about digitalization, streaming and the changes in the industry will be discussed, together with their 

opinions about downloading versus streaming. Moreover, it is interesting to look at how the 

consumers use the streaming services and how it has changed their listening habits. 

 

As stated in the contextual background, Hesmondhalgh (2007) suggested that the music industry 

had two main challenges regarding digital distribution in 2006. These were; ‘preventing customers 

from reproducing infinite copies of digital files of music’ and ‘finding a payment method for music 

that consumers felt happy about’ (253). When respondents in the focus groups were asked about 
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digitalization and the digital evolvement in the music industry, the conversation amongst the 

respondents automatically shifted to talking about streaming services, and more precisely Spotify. 

This is the digital innovation most associated with digitalization and the music industry for the 

consumers in the two focus groups. They talk about this platform in a very positive manner, which 

indicates that streaming might be the solution to Hesmondhalgh´s (2007) defined challenges.  

 

Besides the use of streaming services, the consumers also mention that they use YouTube to watch 

music videos, and to find live versions of old songs. Another important factor mentioned is the fact 

that digitalization has made music available on a smartphone, 24 hours a day, everywhere one goes, 

regardless of which platform one chooses for listening. Everything is much more accessible now, 

and it is easier to use and find whatever you are looking for, wherever you are.  

 

When discussing streaming services with the focus group respondents, it was found that the 

majority were Spotify Premium users. It is clear that the ones using Spotify are pleased with the 

product and talk about it in a very positive manner. As mentioned above, the majority used Napster 

when it first arrived to the market, when it was locked down there was a period of illegal 

downloading, and now the majority have started paying for music again, through Spotify and 

similar services. The respondents argue that the user friendliness is an important factor, and maybe 

the factor for stopping with illegal downloading. ‘Spotify was simple to use, for a reasonable price’ 

says one of the respondents (Appendix 5, 158). Another respondent adds: ‘Earlier it was more of a 

hassle. First you had to download the file in a torrent, then you had to start it through another 

program ... it was inconvenient’(Appendix 5, 158). A third person elaborates further: ’...if you want 

to listen to a song, you want to hear it right away. You don't want to start downloading, and then 

you realize ‘that´s how it goes’ ... Discovering new music that way is not easy, because you have to 

download a lot, and then you realize you don't like it afterall’ (Appendix 5, 158). The 

abovementioned statements emphasize the positive attitude the consumers have towards the 

streaming services.  

 

When asked about reasons for using Spotify, several factors were mentioned by the respondents. 

The opportunity to discover new music was mentioned together with the convenience of having 

practically all the music in the world in one place, and the possibility to access everything from 

everywhere. Moreover, it is clear that the less hassle the music consumer have to go through to 
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listen to music, the better. It was found that the respondents are very fond of ready-made playlists, 

and the fact that they can ‘just press play’. ‘On Spotify you get everything served, that is so nice!’ 

says one of the respondents (Appendix 5, 155). Besides this, the browse, radio and discover 

functions are mentioned as great ways to discover new music. Furthermore, the respondents like to 

follow friends’ and others’ playlists, and they say that Spotify is a great tool to have at a party. The 

fact that the streaming service is a legal form of listening to music, does not seem to be of any 

importance for the consumers; ‘We still download movies , so it has nothing to do with that. It is 

just worth the money because it is so user friendly!’ (Appendix 5, 158). The other respondents agree 

to this statement, which shows that the consumers do not choose streaming services due to justice or 

feeling guilty for stealing music, but due to practical reasons and convenience.  

 

When asked about the use of iTunes Store and other music downloading platforms, all respondents 

agree that streaming is a better alternative than downloading. ‘I think I bought an album there many 

years ago, but then Spotify arrived, and there was no more iTunes.’ one respondent says (Appendix 

5, 157). The other respondents agree that streaming is a better alternative, which once again 

emphasize how much the respondents like streaming services. The AIDA theory states that a 

message is successfully delivered when the message gets attention, holds interest, arouses desire, 

and causes action (Armstrong et.al 2008). In the case of streaming, it is obvious that streaming has 

caught the consumers’ attention, as they both have desire and interest in the product, and has 

therefore taken action and started to use the streaming services permanently.  

 

In relation to the use of the streaming services, the respondents were furthermore asked about 

changes in their listening habits regarding time spent on consuming music, fragmentation of artists 

listened to, as well as potential changes in their music taste. Almost all focus group respondents 

agree that they now discover and in average listen to more music than they did before. ‘I feel that I 

in general listen to much more music now. I spend much more time on music now than I did before’ 

states one respondent (Appendix 4, 151). The others agree and explain that they find new artists and 

songs through the different applications (radio, browse, discover, etc.) on Spotify. The respondents 

explain that they start listening to many new artists and songs by accident when browsing through 

various ready-made playlists. ‘Everything is much more available now, it is easier to listen to 

something new.’ says one of the respondents (Appendix 4, 151). Several of the focus group 

respondents also stress the fact that the music interest across genres has become more varied than 
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before, when they bought CDs or downloaded music within one specific genre. ‘... My music 

interest has spread … I listen to all sorts of music now. I did not do that before, because I did not 

bother downloading so much different stuff … Now I listen to whatever, depending on what mood I 

am in, everything from classical music to heavy rock.  Earlier I listened more to one genre.’ 

(Appendix 4, 150) explains one of the respondents with consent from the other respondents. This 

shows that the respondents spend more time on listening to music in general, as well as being open 

for more varied genres.  

 

Based on the abovementioned statements and explanations about the digital evolvement, and more 

specifically the streaming services, it is likely to assume that the reason why the respondents have 

embraced this, is mostly due to the user friendliness of these platforms, the convenience, and the 

fact that the respondents have access to everything in one place. The respondents do not seem to 

care about the fact that they in the access-based model merely ‘borrow’ the songs, and do not own 

them. This also verifies Wikström’s (2012) typology of distribution models, where the author 

claims that the ownership model for music is out-dated, and that the access-based model is more 

appropriate in today’s industry. The respondents do not, however, agree with Wikström’s (2012) 

proposal to the future distribution model, namely the context model. The respondents say that this 

model does not apply to them, because it is too much of a hassle to partake in the creative process, 

and the experts agree that this model is merely applicable for hard-core fans. This shows, yet again, 

that convenience is of high importance for the average music consumer. Wikström’s typology of 

music distribution models will be further addressed in sub-question 2, where the relationship 

between artists, media and consumers will be discussed. 

 

6.1.2.2 Artists’ perception of digitalization and streaming 
Three artists from three different bands were interviewed for the purpose of this thesis. Their 

perceptions of digitalization and streaming will be addressed in this section. The perceptions 

include thoughts about the payment distribution, the variety within music and their chances of 

reaching out to the audience (audience reach). All three artists are relatively young, between the 

ages of 22 to 31. As mentioned in the methodology, the artists do not represent the entire population 

of Norwegian artists. They do, however, represent a group of young, emerging artists that have 

evolved with the digital development.  
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The artists’ opinions about the digital evolvement, downloading and streaming services were more 

or less congruent. When asked whether they perceive the digital change as positive or negative, all 

three artists explain that they consider it mostly as a positive evolvement for the industry, 

themselves as artists included. They mention factors such as audience reach, the fact that they are 

now able to reach out to a broader audience, and how they can publish music without great effort. It 

is worth mentioning here that none of the artists interviewed have really practiced as artists in the 

CD age of the industry. Therefore, they cannot draw comparisons to themselves as artists in the CD 

age and now, but merely explain how they perceive the music industry today and the later years.  

 

One of the artists interviewed, Merete Pascual, gave an example of a positive consequence of 

digitalization; ‘When I released the music video to ‘On my knees’, which became available in the 

whole world, I got a request from Australia asking if they could use my video in some commercial. I 

do not believe that would have happened 10 years ago.’ (Appendix 16, 229). This example shows 

how a relatively small Norwegian artist can earn money in untraditional ways through the Internet 

in the digital age. This also stresses the importance of letting one's work be available for everyone 

on every platform on the Internet. ‘As an artist, what I am happy about regarding streaming and 

digitalization, is that you reach out to more people because everything is so accessible.’ (Appendix 

16, 229) Pascual elaborates. This also relates to option value; ‘the degree of freedom of which rights 

owners allow its product to be distributed to consumers’ (Shapiro & Vairan 1999, referred to in 

Wikström 2009).  

 

In the interviews the artists were asked about the streaming services and the payment distribution 

model in these services. All three artists state that they strive to have their music available on as 

many different platforms as possible; they give the music high option value. They stress the fact 

that they do not earn much money as a direct result of streaming, but they see the streaming 

platforms as a great arena for marketing themselves. It is a recurring opinion among the artists 

interviewed that they do not receive significant sums from the streaming services in the initial phase 

right after a release, but in the long run they do earn some money on streaming as well. Pascual says 

about streaming that ‘...what is really nice about everything that has happened, is that it is legal, 

and people do not sneak around and download music illegally.’ (Appendix 16, 229). This also 

indicates that young artists in 2014 realize that the alternative would have been illegal downloading 

- not CD sales, as the predominant mean of listening to music prior to streaming was playing 
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illegally downloaded files, not CDs. ‘Our main audience use streaming services when listening to 

music’, (Appendix 6, 173) says Marie Amdam. This shows that Amdam understands and 

acknowledges the importance of keeping their music available on the different digital platforms. 

Amdam furthermore talks about concerts as the main area for revenue; ‘Of course we would have 

loved it if every click on Spotify could benefit us more, but we have reconciled with the fact that we 

do not earn as much on digital distribution… our main income comes from live jobs…’ (Appendix 

6, 174). All the artists interviewed focus on sharing their music on as many different platforms as 

possible because they believe this will lead to more people attending their concerts and buying their 

merchandise. This is also related to Wikström’s (2009) audience-media engine. The audience-media 

engine illustrates that audience reach might lead to audience action, which the author explains is the 

variable for profit for the artists.  

 

The different artists interviewed were asked about the pro-rata distribution model applied in the 

streaming platforms today, i.e. whether they think revenue is being distributed correctly on the 

different streaming services. Based on the interviewees’ reflections on the topic, it can be concluded 

that the three artists have settled with the current situation and the earnings on the streaming 

services. ‘When I think about it, I think per click is the most fair way to pay artists, actually. If I 

make a shitty song, it is not fair that I should get as much money as a person who made a good 

song.’ (Appendix 16, 231) says Pascual, while Vågard Unstad, rapper in the rap group A-laget, 

affirms with ‘Just make sure people listen to you, then there will be money!’ (Appendix 18, 249).  

 

When discussing how the artists feel about the larger artists, primarily from the United States, 

taking the largest ‘piece of the cake’ in the streaming services, the answer is clear from Unstad: ‘It 

is the large artists that draw people to the services!’ (Appendix 18, 249) explaining further that 

consumers would not pay to access Spotify if it had not been for the larger artists. The small 

Norwegian artists are functioning more like a bonus for the consumer when they are already using 

the services. Unstad also points out the fact that some people think 15.000 streams is the same as to 

sell 15.000 songs, which he claims is a wrongful picture. CD sales may be considered as a 

prepayment for all future listening, while streaming is a ‘pay-as-you-go’ model. Unstad further 

explains that today people can listen to various music without being strongly connected to all of it. 

‘A girl from the upper class would not buy our CD before, but she listens to some of our best songs 

on Spotify’, says Unstad, and elaborates with another example:‘...people listen to more diversified 
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music.. When I was young people listened to one genre. You had a period where you listened to 

rock, and one period where you listened to hip hop or electronic music… And then there were 

different people who listened to the different genres. It is much more fragmented now, you can 

discover more music, and it is more socially accepted to listen to more varied music.’ (Appendix 

18, 196). These statements emphasize the increased versatility and the broader listening range 

among today’s digital music consumers. Unstad is positive towards the broader listening range as 

the example given above, where he emphasizes how the diversified listening could benefit him and 

his band. Unstad’s statements also correlate with Wikström’s (2009) audience fragmentation, where 

the author suggests that the new technology has lead to a greater variety. 

 

In summary, this section dealt with artists’ opinions about the digitalization and the evolvement in 

the Norwegian music industry. Key findings from the artists’ perception are that they are generally 

positive to the digital evolvement. The artists state that they wish to earn more money from the 

streaming services, but claims that they have settled with the fact that this is a way to reach out and 

promote themselves, as their main income comes from live music. Furthermore, the artists are 

happy that piracy has decreased and that they might benefit from the increased variety of listening 

habits among the consumers.  

 

6.1.2.3 Experts’ perceptions of digitalization and streaming 
This section will address the expert interviewees opinions about digitalization and the digital 

changes in the music industry in general. The different experts interviewed brought up many 

different angles and opinions on the topic, both positive and negative. In general, most of the 

attitudes and thoughts were of a positive character, but the interviewees also had some concerns 

about the subject. The interviewees often argued from both the consumers’ and the industry’s points 

of view, e.g. mentioning how they see an element as positive for the consumers, but possibly 

challenging for the rights holders. As the discussion about digitalization and the music industry 

automatically turned into a discussion about streaming services when interviewing experts as well, 

it is therefore hard to separate the two areas from each other. It is obvious that streaming is the most 

associated topic when the interviewees were asked to reflect upon digitalization’s impact on the 

music industry. First comes a section where the interviewees’ concerns about the topic will be 

addressed, followed by a section of counter arguments stating possibilities and positivity towards 

digitalization and the music industry. Main points out to be discussed are; ‘the streaming bubble’, 
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artists’ survival, the high level of noise in the market and lower scarcity, and decreasing piracy in 

Norway.  

 

When reflecting upon what digitalization means for the consumers, it has been stated from almost 

all the experts that it is solely positive. However, some of the interviewees have some worries about 

artists’ survival in this digital evolvement. Social Media and Digital Marketing expert, Thomas 

Moen, says: ‘The fact that music is accessible everywhere is an advantage for the consumers, but a 

disadvantage for the artists, because if they are not good enough, or good enough at building 

relations, they will disappear in the noise.’ (Appendix 11, 207). This highlights the fact that the 

consumers are the winning part of the digital evolvement. Often when discussing how the artists 

and other actors in the industry are being affected by digitalization in the music industry, it is 

mentioned that consumers are the winners, and the artists are the ones ‘suffering’. Most of the 

negative elements mentioned was concerning one specific theme, namely a perception about low 

settlements for artists in the streaming services. ‘If you are not an artists like Muse or Jay-Z, who 

has millions of streams on Spotify, you earn almost nothing. So we have to find a business model 

that works, and digital distribution has made this really hard… A lot of artists are protesting 

against the distribution model on the streaming services.’ (Appendix 14, 218-219) says Andreas 

Olsen, Co-founder and CEO of feat.fm - a web platform for live streaming of concerts. Olsen 

elaborates further ‘...it may be good for distribution of music, but it is still not ideal considering that 

they need to be able to make money from it’ (Appendix 14, 219). These statements are reflecting the 

opinions amongst some of the experts on this topic. There is a common agreement on the fact that 

there is finally a payment method that consumers feel happy about. Another important factor is that 

almost all interviewees automatically starts discussing streaming when asked about digitalization of 

the industry in general. This emphasizes the important role streaming services have in the 

Norwegian music industry. This is expressed through various statements, and the viewpoint is a 

clear trend among the interviewees. It is easy to interpret this as streaming being in the 

interviewees’ ‘top-of-mind’ when talking about major changes in the industry.  

 

Some also believe that the ‘streaming service bubble’ will burst, as they do not see how streaming 

will bring sufficient amounts of money into the industry. ‘I think that some of the large artists will 

get some ‘second thoughts’ about this… Was this a smart deal for us? If you look at it that way, 

streaming is a problem affecting large and small artists. I am very doubtful about this. I cannot see 
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how this business model where I pay NOK 99 a month and get access to all the music in the world 

will last in the long run. But, I might be wrong…’ (Appendix 13, 217) says Morten Ståle Nilsen, 

music journalist, expressing his critique about the platforms. ‘I think that the ones actually making 

the creative, artistic content should be able to make a living out of it’ (Appendix 13, 218) Nilsen 

adds.  

 

As shortly mentioned in the beginning of this paragraph, another factor that was mentioned by some 

of the experts was the noise in the market. Digitalization has made it harder for artists to reach out 

through the high level of noise because of the low chances to get noticed amongst millions of other 

tracks fighting for the same audience. This means that the more artists the consumers have access 

to, the lower chances are for each artist to be listened to. ‘Of course, the challenge is, and I’m sure 

other people have said this before, the world is a much more noisy place now, than it was before’ 

(Appendix 19, 258) says Chris Wareing, Manager at Made Management. Only the minority of the 

respondents and interviewees mention this as a negative factor; although it can be too much for a 

consumer to ‘take it all in’, it also means more choices for consumers. The noise makes it harder for 

artists to reach out, but on the other hand everyone have the same chances of gaining success.  

 

More noise in the market and diversity of music in the market is closely related to lower scarcity, 

meaning that the music in many situations lose its uniqueness with today’s accessibility. Arnt 

Maasø explains it like this: ‘If you have access to the candy shop all the time, it will lose its 

attractiveness and become less special. Digitalization has many consequences, both positive and 

negative for a consumer. The access is positive, but at the same time it makes music less exotic and 

special. It becomes more ordinary, more trivial.’ (Appendix 10, 201). As theory suggests, today’s 

cultural businesses are part of the experience and the attention economy. This new economy is 

characterized by businesses fighting for the consumers’ attention and spare time, which may make 

it more difficult for artists to reach out to their audience, as the consumers have access to 

‘everything’ and are facing countless choices everyday (Sundbo & Sørensen 2013, Davenport & 

Beck 2001).  

 

Besides being concerned about the artists’ income and reaching through the noise, one of the music 

journalists interviewed also explains that he in periods could partly not make a living out of 

working as a music journalist. He further explains that many of his friends and colleagues have lost 
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their jobs through this period of digital evolvement in the industry. ‘Many people I  know in the 

music industry have lost their jobs, and many artists cannot make more than 5 cents from their 

music. There are some obvious disadvantages with this as well. I think that is a bit sad’ (Appendix 

13, 215) says Morten Ståle Nilsen, Music Journalist. Media’s role in the digital society, with main 

emphasis on media’s role in relation to the music industry, will be addressed further in sub-question 

2.   

 

The abovementioned opinions and perceptions reflect upon some of the negative thoughts the 

different expert interviewees have regarding digitalization and the music industry. However, the 

experts have more perceptions of the positive effects of the digital evolvement. To emphasize their 

positive perceptions, this paragraph starts with a statement from Audun Molde, musicologist: ‘I 

generally perceive the digital evolvement as a fantastic development! Solely positive I would say. 

One of the largest revolutions in the music industry since the phonograph was invented in 1877’ 

(Appendix 12, 208). Several of the interviewed experts have similar opinions and thoughts around 

the digital evolvement and they highlight the greatness of this evolution on different levels. ‘I think 

the digital development is very exciting! Ever since Spotify came to the market, a lot has happened - 

fast… It is positive that there are less and less boarders limiting the access to music between 

countries…’ says Thomas Moen, Social Media and Digital Marketing expert (Appendix 11, 205).  

 

As stated above, some of the experts are concerned about low income for artists on the streaming 

services. On the other hand, some of the other experts came with statements expressing the 

opposite. Aslak Bendtsen from Sony Music says the following: ’Artists must look at streaming over 

a longer period of time… We are working a lot with this, to make our Norwegian artists understand 

this. Yes, it is a low amount right after a release, but they have to look at things over a longer 

perspective.’ (Appendix 8, 188). To underline his point, Bendtsen furthermore explains this by 

giving an example from one of the artist he works with. This artist released an album in September 

2013, and received a lot of attention around the release with interviews, performing on TV-shows, 

etc. Also a lot of money were spent on marketing right after the release. In January 2014 the album 

had been streamed 600 000 times on Spotify. The number of streams on Spotify went from 600 000 

to 1,2 million in the period from January to April, even though there was little buzz around the artist 

in this period, except for one single release to radio. With Bendtsens’ statement and example he 

emphasizes the importance of looking at streaming over a longer period of time. He explains further 
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that revenue from a CD is paid once, while a stream continues to live, and it is therefore important 

for the artist to keep visible and relevant all the time. Bendtsen’s example is closely related to 

Wikström’s (2006) audience-media-engine. As explained in the theory section, the audience-media-

engine provides useful insight to how music, media and audience interrelate. In Bendtsen’s example 

the artist had much media presence at the time of the release, which most likely lead to great 

audience reach. This again most likely led some audiences to respond positively to the album 

(audience approval) and thus took action by streaming the album on Spotify.  

 

Some critics furthermore express an assumption concerning the ‘streaming bubble’ to burst. As 

opposed to these speculations, Kjartan Slette, Head of Strategy at WIMP, stresses the fact that 

streaming has made an upturn for the economy in the music industry. ‘Now the turnover is on its 

way up again, there has been an increase two years in a row’ (Appendix 17, 238). Among others, 

Arnt Maasø also claims the same thing: ’...money has been coming back into the Norwegian and 

Swedish music industries the last couple of years … there has been a decrease in the revenue since 

year 2000, but this is changing now.’ (Appendix 10, 199). This fact is, as mentioned in the 

contextual background, confirmed by statistics. At first glance, one can easily draw positive 

conclusions when being confronted with numbers showing the reliability in these statements. 

However, it is important to take into consideration that there are more artists striving for their share 

of the money today. This might indicate that coming back to peak in regards to total revenue in the 

industry will not mean the same today as it meant in year 2000, as there are a lot more artists 

publishing their creative work today. This leaves the authors wondering: Can all artists make a 

living out of making music? Slette thinks not: ‘Money is coming back, that I can guarantee you. 

The big difference is that there are a lot more artists that has to share the money…. I would argue 

that the distribution model is fair, but this means that not everyone can make a living out of music’ 

(Appendix 17, 238-239). Slette also states that piracy has gone from over a billion files a year to 

210 million, which shows that piracy is nearly gone in Norway. One can easily draw parallels 

between the death of piracy, and the streaming services that have conquered the Norwegian music 

market. Piracy is no longer a threat in the Norwegian music industry, partly as a result of these new 

digital streaming platforms. This means that the majority of consumers that downloaded illegally 

before, now use streaming services instead. Again, as stated in the contextual background, 

Hesmondhalgh (2007) claimed in 2006, that the music industry had to come up with a payment 

method for music that consumers felt happy about and prevent customers from reproducing infinite 
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copies of digital music files. As mentioned earlier, much indicates that the revolutionary streaming 

services is an answer to this problem statement.  

 

To sum up, this section has addressed experts’ opinions about the streaming services, artists’ role, 

how it affects the Norwegian music industry as a whole, in terms of turnover and decreased piracy, 

and also the noisy market and low scarcity. The key finding is that the majority of the experts 

interviewed rather look at digitalization as a positive change with possibilities, than focus on the 

downside of this evolution.  

 

6.1.3 Norway’s role 
The first sub-question is furthermore concerning how the interviewees and respondents perceive the 

digital evolvement to have affected Norway´s role in the global music market. As previously 

mentioned, Norway has a unique prevalence of digital technology, and may be considered a 

frontrunner in the digital music market. It is therefore of undeniable importance to examine the 

respondents’ perceptions on Norway’s role globally. The findings on this subject will be discussed 

in the following, with responses mostly from the expert interviews, complemented with the 

consumers’ and artists’ perceptions of the situation in Norway as of 2014. Furthermore comes an 

analysis of how the interviewees perceive Norwegian artists’ role in the global music market, 

followed by the interviewees’ and respondents’ reflections upon the low share of local artist on 

streaming services in Norway.  

 

Firstly, it is vital to take into consideration the fact that Norway has been, and still is, unique in 

terms of digital distribution of music. Both the industry itself and the music consumers are, as 

mentioned in the digitalization theory section, interested in new technologies. The Norwegian 

government believe that increased focus on internet is the key to future welfare and growth and is 

therefore investing a lot of money into making internet access available for everyone - at a high 

speed (Solvik-Olsen 2014). This is one of the factors contributing to Norway being  one of the 

countries in the world with the highest percentage of digital distribution of music. The fact that 

Norway was an early adopter to the digital music distribution services, has contributed to changing 

Norway´s role in the global music market. This is confirmed by Aslak Bendtsen, Commercial 

Director in Sony Music Norway, who says the following: ‘5-6 years ago, when I was sitting with 

my Nordic colleagues on music meetings in Berlin and London we usually did not have any 
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contributions to the meeting, but today everything is happening first in Scandinavia, and that is 

really exciting for everyone involved.’ (Appendix 8, 185). This example partly shows how 

Norway´s position has been strengthened in the recent years, due to Scandinavia's innovative and 

creative way of thinking. Both when it comes to embracing new technologies and thinking ahead, 

and seeing solutions for an industry that needs to change in order to survive, Scandinavia is in the 

lead. Furthermore, Bendtsen is positive to the highly influential headquarters of the global music 

industry, London and New York taking interest in the debates taking place in the Norwegian music 

industry; ’We are lucky to be able to set some precedence for many of the debates that would 

usually belong to other continents, we are allowed to lead the way in Norway. When I send reports 

about discussions in the Norwegian music industry to my managers in London and New York, they 

listen to it’ (Appendix 8, 193). Moreover, Bendsten is mentioning Norway’s influence in the 

ongoing debate about the financial distribution model in the streaming services, that was inter alia 

discussed in 2014’s South by Southwest Music Conference and Festival (SXSW); ‘Kjartan (Slette) 

.. was at South by Southwest 2-3 weeks ago, and led a discussion about a new payment model. 10-

15 years ago, it would have been completely unthinkable that a Norwegian professor (Arnt Maasø), 

that he was there with, could stand there on South by Southwest and attract so much attention 

around it.’ (Appendix 8, 193). This last quote, alongside with the rest of the section, suggests that 

Norway has gained a higher standing in the international music industry.  

 

6.1.3.1 Scandinavia as a digital distribution pioneer 
Several of the interviewees also mention that Norway, together with the rest of Scandinavia, and 

particularly Sweden, is giving a good indication to how the music industry will look like in a global 

perspective some years from now, and may be called a digital distribution pioneer. This role will be 

discussed in the following. 

 

As mentioned in the introduction of this thesis, the global music market may be categorized in three 

different markets; 1. the Northern European market, where streaming and subscription services are 

dominating, 2. the European and North American market, where streaming is increasing, but 

downloading still is making the fundament, and 3. the highly populated countries with small 

markets in fast digital growth, such as Mexico and Brazil (IFPI 2014). Many of the interviewees 

emphasize repeatedly that the Scandinavian music market is unique, and that it is important to keep 

this in mind when looking at the global music industry as a whole. Musicologist, Audun Molde for 
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instance says that, ‘...Norway and Sweden, or Scandinavia, is very different from the rest of the 

world’ (Appendix 12, 212). Commercial Director in Sony Music Norway, Aslak Bendtsen, points 

out the fast development of digital music in Norway; ‘In 2007, 90% of the revenue in the 

Norwegian music industry came from physical sales. However, in 2013, 83% of the revenue came 

from the digital segment … No other markets see such a significant and fast change’ (Appendix 8, 

185). Bendtsen elaborates on how unique the situation is in Norway; ‘You don’t have to look further 

than Germany, where 90% of the revenue is still from physical sales’ (Appendix 8, 188). Head of 

New Markets at Spotify, Axel Bringeus elaborates further: ‘Generally speaking, Norway and 

Sweden are the countries in the world where streaming is most widespread.’ (Appendix 9, 194). 

However, Kjartan Slette, Head of Strategy in WiMP Music, suggests that the situation in 

Scandinavia is demonstrating what will happen globally in the years to come;  ‘...it is not isolated, it 

is a forecast to what will happen in other countries as well. I imagine that is quite easy to 

substantiate’ (Appendix 17, 237). Furthermore, Bringeus, also brings up the  way  streaming is 

being embraced in Northern Europe as an indication to what will eventually happen in the rest of 

the world; ‘In Scandinavia the artists have stopped commenting on low payouts because they are 

now making a lot of money on Spotify. Artists in Holland, Germany, Belgium etc. should watch and 

learn, as Northern Europe predicts how the music industry eventually will look like in the rest of the 

world’ (Appendix 9, 197). As previously mentioned, the Norwegian artists seem to have come to 

terms with the new situation in the industry, as they have lived in this new economy for some years 

already. In Bringeus’ statement he claims that Scandinavian artists have stopped complaining, 

which may help artists in other countries to realize that the development may actually be positive. 

Shortly summarized, this section suggests that Norway and Sweden  gives a good indication to how 

the music industry will look like in the rest of the world some years from now.  

 

6.1.3.2 Norwegian artists in the global market 
Furthermore it is interesting to look at what digitalization and the digital distribution of music has 

done to the way Norwegian artists can reach out to a worldwide audience, according to the 

interviewees. As explained in the theory section, audience reach interrelates with media presence, 

audience approval and audience action. Digitalization has made it easier for artists to ‘reach out’ on 

every level. Firstly, regarding media presence, Norwegian artists can reach out to a global audience 

through numerous media channels and social media platforms. This has become easier with the 

digital changes in the industry. ‘...artists are competing on an equal basis with artists from the 
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entire world, they can come from anywhere. It is not a sensation that Lorde is from New Zealand or 

Justin Bieber is from Canada’, explains musicologist Audun Molde (Appendix 12, 209). 

Furthermore, Molde points out the availability of Norwegian music internationally; ‘...the 

distribution issues we had previously have been eliminated. Earlier it was a problem that there 

were no CDs to buy in Mexico, but if you are on Spotify or iTunes, and they are in Mexico - you are 

there’ (Appendix 12, 209). This relates to media presence and option value; allowing the music 

high level of freedom in order for it to reach out to the global audience. It is, however, worth 

mentioning that the industry has become more fragmented, and everyone has a chance to publish 

their music through new music sharing platforms. This may make it harder to be seen and 

discovered, due to audience fragmentation. Arnt Maasø, explains it like this; Now the ‘eye of the 

needle’ is gone in the sense that you have the possibility to reach out, but now it is attention deficit, 

meaning that you have an information overflow, that may cause you to drown in the crowd 

(Appendix 10, 203). Despite the increased amount of music being uploaded in the digital music 

industry, there are examples of Norwegian artists succeeding abroad, to varying degrees. As 

mentioned earlier in the analysis, Norwegian artist Pascual was offered money to have her music 

featured in an Australian commercial, after uploading her music video on YouTube (Appendix 16). 

The Norwegian band Lemaitre has had a digital and international career since day one, explains 

manager in Made Management, Chris Wareing. Elaborately, Wareing explains that he likes taking 

emerging artists ‘off the street’ and help them building their career internationally; ‘...if no one in 

Oslo likes your music, that’s fine, maybe someone in LA likes your music, or Seattle or New York or 

you know, Mogadishu’ (Appendix 19, 258).  

 

Sven Ove Bakke, music journalist, is agreeing that there is a large market for music internationally; 

‘...you can advantageously go abroad, there is a much bigger market abroad than in Norway. And 

you do not necessarily have to be too hung up in England and the US, there are great markets in 

Japan, Germany, South America, anywhere’ (Appendix 7, 181). Musicologist Audun Molde, 

elaborately states that the revenue show a significant increase in income from other countries; ‘... 

especially from Germany, France and Great Britain. The tour routes for many bands go over 

several countries in Europe. Many artists have gigs abroad’ (Appendix 12, 209). Social media and 

digital marketing expert, Thomas Moen, use the term ‘international citizen’ to describe any internet 

user, including musicians; ‘As long as you are on the internet, you are an international citizen in my 

eyes. Then your thoughts and your art are able to be spread over country borders without a 
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problem ... and that is a huge advantage for talented musicians who are distributing digitally and 

wants to reach out to a much wider audience’ (Appendix 11, 205). As explained in the theory, the 

term ‘glocalization’ may be applied in this regard, as the term is defined as ‘The practice of 

conducting business according to both local and global considerations’ (Oxford Dictionary 2014). 

Music distributed digitally can thus be said to be a glocal product, provided by an international 

citizen.  

 

To summarize the findings related to Norwegian artists in the global market, the main expressions 

are that digitalization leads to great opportunities. The interviewees state that digital distribution 

makes it possible to attract fans worldwide, as artists no longer rely on being physically present in 

local record stores in order to have their music purchased. Instead, consumers can access their 

music from anywhere. Furthermore, the findings indicate that all artists have the same possibilities 

to succeed, no matter their country of origin, as all tracks available on the major streaming services 

are competing with each other on an equal basis.  

 

6.1.3.3 Local share on streaming services in Norway  
When researching the topic for this thesis, it was discovered that local artists hold only 12% of 

streamed music in Norway, whereas local artists in Denmark and Sweden in comparison hold 

approximately 40% of streamed music in the respective countries. Paradoxically, Norwegian artists 

release twice as much music as Swedish artists do yearly, explains Audun Molde in an article in the 

independent online newspaper about the music industry, Ballade.no. Especially in comparison to 

the Swedish market, this is remarkable, as Sweden has nearly twice the population of Norway, and 

much higher export of music (Molde 2014). This situation was found to be interesting to discuss 

with the interviewees of this thesis, as the difference in local share is of such a significant matter. 

Although it is hard to come up with one right answer to why the local share is so low in Norway, 

the respondents were asked to reflect upon this fact, because it is interesting to hear their expert 

opinions on the topic. All interviewees and respondents were therefore asked ‘why do local artists 

hold only 12% of streamed music in Norway?’. Their contemplations about this topic will be 

discussed in the following. The main emphasis will be on the expert interviewees’ perceptions on 

the subject. However, in closing the responses from the two focus groups will be analyzed to verify 

or dismiss the initial deliberations.  
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As mentioned above, the answer to why the local share is so low in streaming services in Norway is 

complex and indefinite, as it is difficult to measure valid, causal explanations. The interviewees had 

many different reflections upon the topic. However, there were a few recurring observations that the 

majority agreed upon as possible explanations. The explanations that stood out was; 1. continued 

state grants and decreased media coverage, 2. quality and commercial value of the music produced, 

3. actual listening differs from merely purchasing music. The section is therefore categorized 

according to these three trends in possible explanations stated by the interviewees.  

 

6.1.3.3.1 Governmental and journalistic support 
In Norway the Arts Council provides funding through grants and scholarships to the cultural sector, 

and is financed by the Ministry of Culture (Arts Council Norway 2014). The possibility to apply for 

such financial support is mentioned by many of the interviewees as an important contributing factor 

for the large amount of Norwegian music being produced each year. There is a trending negative 

attitude towards these grants and scholarships, because ‘everyone’ can apply for financial support. 

Although the interviewees are obviously positive to the government backing Norwegian culture, a 

recurring opinion is that it may lead to an overflow of produced music without commercial value. 

Musicologist, Audun Molde says that ‘...we have sort of an overproduction of professional culture 

products in Norway’ (Appendix 12, 210) and several of the other interviewees are mentioning the 

same phenomenon. Commercial Director in Sony Music Norway, Aslak Bendtsen, also mention the 

governmental funding as negative for quality; ‘Another reason is that we have very good funding in 

Norway for Norwegian music. It is very attractive to release music, so there might be many ‘kitchen 

bench records’ that release their albums because they have the right to do it, and they forget to 

think commercially...’ (Appendix 8, 187). Music journalist, Sven Ove Bakke, realize that the new 

economy may be difficult for Norwegian artists, that have been protected by governmental support; 

‘If you ask the small artists, that in a way have lived protected in a sphere of state grants for 

concerts and tours in a quite unique Norwegian CD economy, this is hard. In the streaming 

economy, these artists do not achieve the amount of streams that can replace the revenue from 

previous CD sales.’ (Appendix 7, 180). On the other hand it is also mentioned by some experts that 

the Norwegian radio channels are not pushing Norwegian music enough, as radio channels have a 

huge influence on what music consumers listen to. The commercial aspect of Norwegian music, 

which is related to financial support, will be addressed next.  
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6.1.3.3.2 Quality and commercial value 
When reflecting upon the low share of local artists in streaming services in Norway, many 

interviewees mention poor quality and lack of a commercial aspect, as two contributing factors. 

Thomas Moen, Social Media and Digital Marketing expert says that ‘Norwegian artists are doing a 

poor job. They do not build relationships, and they do not make good enough music, that people 

want to listen to - as simple as that’ (Appendix 11, 206). Moen is receiving pursuance from several 

of the other respondents. Andreas Olsen, CEO and Co-Founder of feat.fm, adds; ‘I am thinking that 

the obvious reason may be that other countries are better at making music that Norwegian 

consumers like. The market for digital music is great. I think I read somewhere that 78% of all 

income in the Norwegian music industry come from digital music, so the problem is not whether 

Norwegians stream or not. I think the problem is laying in that other countries, especially Sweden, 

are better at making commercial music’ (Appendix 14, 219). In relation to the abovementioned 

statements, the interviewees furthermore suggest that good songs will be noticed and listened to, no 

matter the artist’s nationality. As theory suggests, songs on a streaming platform are pieces in an 

attention economy, that strive for the consumers’ attention. The factor that differentiate one song 

from the 20 million other songs is the uniqueness, the small twists that makes a song stand out from 

the crowd (Carroll 2014). Furthermore, the AIDA framework suggests that attention is not enough 

to win over the consumers. Once attention is attained, the consumers still need to get interested in 

the track, the track needs to arouse desire within the consumer, and this may end with the consumer 

taking action. Action can here be seen as merely listening to the entire track before skipping to the 

next song, but preferably for an artist, action leads to the consumer adding the song to a playlist or 

save it as a favourite track, or even take action by purchasing concert tickets and/or buying 

merchandise. Listening to an entire track is mentioned in this relation, because as stated in theory, 

Lamere (2014) suggests that 40% of all songs on Spotify are skipped before they finish.  

 

Commercializing Norwegian music is partly related to the governmental support, according to 

several of the interviewees. The policies for state grants to cultural projects is a matter of 

governmental politics, they are unique in a global context, and vital for facilitating production of 

Norwegian art and culture.  However, some interviewees suggest that there need to exist some 

requirements for artists to qualify for such financial support. As of today, ‘almost anyone’ can apply 

for, and be granted support. Manager in Made Management, Chris Wareing suggests that ‘maybe 

we are artificially keeping a lot of Norwegian artists alive that don’t really deserve it, because there 

is nothing commercial behind it’ (Appendix 19, 260). Therefore, the interviewees suggest that the 
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ones thinking commercially about their art, should be the ones being rewarded with financial 

support from the government. Head of Strategy in WiMP Music, Kjartan Slette claims that 

‘something probably needs to be done with the way we support culture production. We need to 

support the ones that are doing business and not just culture’ (Appendix 17, 240). In a 

macroeconomic perspective, this would likely be more beneficial for Norway as a nation, as the 

state grants would possibly function as an investment in national wealth creation. On the other 

hand, Caves (2000) claims that one does not need a reason to make art other than the beauty of it. 

He further states that the beauty of the art should be reason enough to make it, and that it does not 

need to serve for political, religious or economic purposes. 

 

6.1.3.3.1.1 ‘Law of Jante’  
The commercial value is connected to the traditions for music in Norway. Some respondents 

mention Sweden as a more hit-oriented music industry, where the popular music genre is much 

more appreciated than it is in Norway. In Molde’s (2014) article on Ballade.no, mentioned above, 

he furthermore states that commercial pop-music has a higher standing in Sweden than in Norway, 

where the critics seem to favour rock, folk songs, metal, electronica and jazz. Commercial Director 

in Sony Music Norway, Aslak Bendtsen explains it as a matter of attitude in the Norwegian society 

in general; ‘It is not typical Norwegian to say that: “we are going to be the best”. The Swedes are 

much better at that, as they are worshipping hit making. Norwegian artists should preferably be an 

artist on the piano or guitar, singing about being dumped. That is what Norwegians like best, it 

works and it breaks through well. If you are differentiating from that, you do not get the same 

backing’ (Appendix 8, 187). Chris Wareing, Manager at Made Management, is British but have 

lived in Norway for 13 years, and points out the Norwegian mentality as ‘weird’. He mentions the 

famous ‘Law of Jante’, a set of ‘rules’ for group behaviour made famous by Dano-Norwegian 

author Aslak Sandemose in 1933, which is basically saying that no one should think that they are 

special or better than anyone else (The Great Norwegian Encyclopedia 2009). ‘The Swedes and the 

Danes say that they have the ‘Law of Jante’, but they don’t. Not compared to Norwegians’ ….. ‘I 

think there is this weird mentality in Norway which is that you’re only really allowed to be 

successful by accident. We are so sceptical to anyone who comes out and says ‘I want to be the 

biggest, I want to be the best’’ (Appendix 19, 260).  

 



	   78	  

6.1.3.3.3 Purchasing music ≠ listening to music  
Several of the interviewees point out the difference between purchasing music in the CD economy, 

and actually listening to music. Some say that there might have been artificially high numbers in 

sale of Norwegian music in the CD economy, because Norwegian consumers wanted to support 

local artists, and because the Norwegian record stores held many Norwegian artists in their 

catalogue. However, the consumers might have just listened to the album once or twice, and then 

placed the album in a shelf never to be listened to again. There was no way of measuring how many 

times a consumer listened to an album in the CD age. Aslak Bendsten, Commercial Director in 

Sony Music Norway, is calling the situation ‘sensational - because in the CD age, the Norwegian 

share was around 50 to 60%’  (Appendix 8, 187). Music journalist, Sven Ove Bakke, says ‘We 

purchased a lot of Norwegian music, but it does not necessarily mean that we listened to that much 

Norwegian music’ (Appendix 7, 184). Elaborately, Bakke adds; ‘In the streaming services you are 

measuring actual listening, and therefore it is assumable that the Norwegian share was artificially 

high earlier, for CD sales. The record buyers were very supportive with Norwegian music, and 

Norwegian music received a lot of attention in the media. Together it generated some sort of a 

bubble that burst with the streaming economy’ (Appendix 7, 180). These statements correlate with 

skipping rate, as explained in the theory in relation to attention. As stated by Lamere (2014), 

24.14% of all songs on Spotify are being skipped within the first five seconds. These trends were 

not measurable in the CD age. There is no way of concluding that because a consumer purchased a 

CD, they listened to it any more than they listen to Norwegian music today.  

 

To summarize the interviewees’ reflections upon the share of local artists in streaming services, 

they generally state that there are too many Norwegian artists, and that the multitude of artists in 

general does not focus enough on delivering commercial products of high enough quality. 

Furthermore, the interviewees state that the local share might be so low compared to the 

neighbouring countries due to state grants, which again leads to an overproduction of Norwegian 

music. Moreover, the findings indicate that it may be wrong to compare the local share in streaming 

services to the local share of CD sales, because the numbers from CD sales may have been 

artificially high due to Norwegians’ desire to support local artists by purchasing their albums in the 

CD age.  
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6.1.3.3.4 The consumers’ reflections on the local share in streaming services 
Based on the findings from the two focus groups conducted for the purpose of this thesis, the 

respondents can be said to form a representative group in accordance to the statistics on local share 

in streaming services in Norway. The recurring opinion from the respondents regarding the 

consumption of Norwegian versus international music, is that they do listen to some Norwegian 

music, however they mostly stick to international artists. The respondents give various reasons for 

favouring international music in the streaming services. One respondent says; ‘I like Norwegian 

music, but it is easier to get access to international music. If I listen to Norwegian music, it is much 

easier to listen to old, familiar songs, I do not bother looking up new, Norwegian artists’ (Appendix 

5, 160).  Moreover, the respondents discuss a concern for Norwegian music not keeping the same 

level as international music; ‘What I feel about Norwegian music is that I am afraid that it is not 

exciting enough. Therefore, I listen to more international music, because it has a greater width - at 

least one assumes that. So when I listen to Norwegian artists, it is mostly the largest ones, the large 

and familiar.’ (Appendix 5, 160). Furthermore, the respondents discuss reasons for not listening as 

much to Norwegian music as related to how they discover music. They are more often exposed to 

international music in various media outlets, in nightclubs, TV, shopping malls etc., and hence they 

tend to stick to international music in the streaming services as well. However, some respondents 

mention that if they are already streaming Norwegian music, they might discover other Norwegian 

artists that appear in the ‘related artists’ function. Some respondents say that they enjoy listening to 

artists singing in Norwegian, while others say that Norwegian lyrics become tiresome after a while, 

and they therefore prefer when Norwegian artists sing in English. Thus, it cannot be concluded that 

the language used by Norwegian artists in their music is a decisive factor for opting out local artists. 

The overall finding is that exposure of Norwegian music is not sufficient enough for the 

respondents to perceive Norwegian music as desirable compared to international music.  

 

6.1.4 Conclusion to sub-question 1 
Based on the findings from the conducted data in this thesis, it can be concluded that the 

evolvement in the music industry has included some radical changes and disruptive innovations. 

The respondents and interviewees are predominantly positive to the digital evolvement of the 

Norwegian music industry. The consumers interviewed are solely happy about the digital 

evolvement as they associate it with streaming, which they embrace. Key words mentioned here 

are: less hassle to access music, choices, user friendliness, great payment methods (worth the price), 
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etc. Artists also have a positive perception in general, as they point out the possibility to reach out, 

decreased piracy and that they might benefit from the increased variety of listening habits. They do 

however mention low payment on the streaming services as a negative factor, but stress the fact that 

they have settled with the way it is. Regarding the experts interviewed, a positive factor being 

pointed out is that money is coming back into the industry, as there has been two years in a row 

with increasing income. They also mention the increased possibilities in the market, decreased 

piracy, and democratic streaming services as positive factors. However, some are concerned about 

low payouts to the artists through streaming services and the high level of noise in the market, 

which makes it harder for artists to reach out and possibly difficult for consumers to take it all in.  

 

In regards to Norway’s role in the global music market, the interviewees mention a digital and 

global music industry, where all artists have the same starting point with equal possibilities to 

succeed internationally, regardless of nationality. Furthermore, the experts mention that the 

Norwegian representatives now have influence on the global market, and are leading in several 

ongoing debates about the current and future situation of the digital music industry. These findings 

suggest that Norway has gained a higher standing in the global music market. Furthermore, the 

findings indicate that since Scandinavia is a leading market for digital music distribution, it is likely 

that the rest of the world will follow in the same direction, namely towards a market where 

streaming is dominating. Regarding the low local share in streaming services, it can be concluded 

that there are three main factors affecting this; 1. continued state grants and decreased media 

coverage, 2. quality and commercial value of the music, and 3. actual listening differs from merely 

purchasing music.  

 

6.2 SQ2: How is the relationship between artists, media and consumers changing in line 
with the digital evolvement of the music industry? 
 

Sub-question 2 is concerning the ways in which artists, media and consumers are interrelating in the 

digital music industry, with emphasis on the primary changes digitalization has led to in this regard, 

according to the focus group respondents and interviewees. The focus group respondents of this 

thesis have discussed the ways in which they interact with, and obtain information about their 

favourite artists, as well as how they use social media to share their experiences on e.g. concerts and 

festivals with their online networks. The experts have discussed how artists should best use new 
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media to connect with their fan base, and how the role of traditional media is changing in line with 

the digital evolvement in the music industry and the society in general. This chapter will discuss 

artists’ presence in the media, and reflect upon the respondents’ and interviewees’ perceptions of 

the music-media-audience interrelationships in the digitalized music industry. The chapter is 

divided into sub-categories in order to structure the various factors impacting the relationships 

between artists, media and consumers in the digitalized music industry. First comes a section 

addressing virtual communities, followed by attention, visibility, continuity and self-promotion, that 

are all important concepts related to building relationships and networking in the new media. 

Wikström’s typology of distribution models will furthermore be reflected upon, in light of 

relationship building. Media’s role also plays an important part, as the media are also affected by 

digitalization, and the relationships between media, audience and consumers are changing. Thus, 

media’s role in the Norwegian music industry will be addressed lastly in this sub-question.  

 

6.2.1 Virtual communities 
The following section will address relationship- and network building in the digital music industry, 

between artists and their audience. Based on the findings from the conducted data, relationship- and 

network building will be seen in relation to the theory about the topics previously mentioned. As 

stated in the theory, communities as networks may be defined as ‘interpersonal ties that provide 

sociability, support, information, a sense of belonging and social identity’. Virtual communities 

make it possible to create these ties through online platforms. This definition can be related to both 

music-media networks, as well as consumer-artist networks.  

 

The interviewees and focus group respondents generally express that today there are higher 

demands for the artists in terms of interacting with their audience. A number of the interviewees 

mention network building as crucial for any artist wanting to attract and maintain a fan base. The 

interviewees emphasize that artist-fan relationships have always been important. However, in the 

digital age it is expected of an artist to form a virtual community and communicate more directly 

with their fans. Several of the interviewees mention a shift in branding of artists; whereas it was 

previously ‘men in suits’ who had the main responsibility for branding and marketing of an artist or 

a band, the artists must now take a much greater part in their own brand building. Social media and 

digital marketing expert, Thomas Moen, explains that ‘for the first time in many years, the artists 

are involved in their own brand building and marketing. They have been let off easy previously, by 
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having men in expensive suits doing all that for them, but I think that by doing what they do now, 

they get a much closer temperature, feedback and relationship with the ones enjoying their music.’ 

(Appendix 11, 206). Some of the focus group respondents mention that they appreciate when artists 

are personal on their social media platforms, e.g. that they share ‘behind-the-scenes’- and everyday 

pictures, and in other ways connect with their fans in a personal tone. When discussing the topic 

with the focus group respondents, the respondents express several different reasons for wanting to 

follow their favourite bands and artists in various social media platforms; ‘I’m just following them 

because I think they are cool’ (Appendix 4, 146) says one respondent, ‘it is fun to follow their lives’ 

(Appendix 4, 146) says another, while a third respondent mention social media as a tool for staying 

up to date on tour dates; ‘I also do it to see when they post lists over concerts. It is very practical’ 

(Appendix 4, 146). Several of the respondents are furthermore mentioning that they follow various 

music blogs and online music magazines on social media platforms such as Facebook, and that 

these sources provide useful information about new album releases, sometimes even prior to the 

artists’ own announcements. When deliberating on the effort that needs to be laid down in social 

media, Thomas Moen explains that ‘whether you are sharing a song, a picture or an experience 

with your fans, you have a completely different emotional connection to your fans now than you 

were able to before, and it can be upscaled quite drastically’ (Appendix 11, 206). Furthermore, he 

mentions Lady Gaga as the perhaps best of the larger artists when it comes to creating a relationship 

to fans. Moen furthermore states that the amount of work is the same for Lady Gaga and any 

Norwegian artist, ‘...you will not have more to do if you have a million fans, even if you have 100 

fans it is still the same things you need to share’ (Appendix 11, 206). Virtual communities, 

providing fans with insight to the artist’s life, work and releases, is in other words important for 

today’s artists - no matter the size of the artist’s fan base.  

 

6.2.2 Attention and visibility  
As mentioned in the theory section, the music industry is part of an attention and experience 

economy. Attention and visibility, primarily in social media, will be addressed in the following. The 

section will explore the interviewees’ perceptions of how artists can obtain attention and stay 

visible, in relation to building relationships to consumers and media, as well as for promotional 

purposes.  
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6.2.2.1 Visibility 
Visibility is mentioned repeatedly by the expert interviewees as vital for any artist wanting to 

succeed in today’s music industry. This section will thus address the interviewees’ points of view 

regarding the importance for artists of staying visible in various channels. Furthermore, the section 

will address the attention economy and the experience economy in relation to visibility in social 

media. Head of Strategy in WiMP Music, Kjartan Slette, is clear on the demands placed on artists in 

today’s digital society; ‘Artists have to be active and build up their own Facebook page. They need 

to have a website where they communicate with their fans, they have to be on Twitter and 

Instagram, they have to be present on the services and use them for all it’s worth. Just sitting and 

waiting for things to happen, that is at best naive’ (Appendix 17, 241). Much responsibility lies on 

the artists, as they need to engage in the social media activity in order for it to result in attention 

from the audience. Moreover, Commercial Director in Sony Music Norway, Aslak Bendtsen, 

explains a new reality for artists; ‘Streaming requires that consumers constantly have you in their 

‘top-of-mind’, and that demands much more of you as an artist. You have to be active all year in all 

types of social media, communicate with your fans, show that you are there and refer to your songs. 

It is much harder being an artist today, you basically have to be visible, because you are fighting 

for attention against so many other things.’ (Appendix 8, 190). This relates to Slette’s statement; 

artists need to be present on the platforms at all times, and know how to use them in order for social 

media to affect the bottom line. Artist Merete Pascual confirms that being visible in social media is 

vital for her, among other things as a marketing channel; ‘If you just bother being a bit annoying, 

and post something all the time, people will notice it. I played at ‘Gamla’ last Friday, and I am 

noticing that there are more people checking the Facebook event, for the time and date, what it 

costs and so on, than going to the venue’s website’ (Appendix 16, 230). The potential audience 

reach is almost unlimited on Facebook, but as Pascual suggests, it takes plentiful of work for social 

media to succeed as a platform for promotion. Morten Ståle Nilsen elaborately reflects upon the 

time and competence needed in order to make the effort in social media useful; ‘Of course, it 

requires a high degree of competence on Twitter, Facebook, Instagram and stuff like that. It is a lot 

of work if you choose to look at it that way. Not everyone thinks it is fun to do it. It takes a lot of 

time, and what does it take time away from? The artistic? I don’t know, but the possibilities are of 

course plentiful and exciting, many are extremely good at it, but far from everyone.’ (Appendix 13, 

215). To sum up, the section has addressed the interviewees’ reflections on staying visible in social 

media, stating that it requires much more from the artists today than previously.  
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6.2.2.2 Attention and experience economy  
As mentioned in the theory chapter, all providers of experiences compete with each other on some 

level (Sundbo & Sørensen 2013). Moreover, businesses fight for the consumers’ attention, artists 

included. Davenport and Beck (2001, 3) call attention ‘the real currency of businesses and 

individuals’. For musicians this means that they are competing not only with providers of 

experiences, but with basically all other businesses wishing for their message to be heard and to 

make consumers spend their money on them. Naturally, the main competitors for an artist are other 

artists, but in terms of e.g. selling concert tickets there are many providers of experiences aiming to 

attract consumers, such as cinemas and theatres, online movie streaming services, fitness centres, 

shopping malls, etc. Music journalist, Sven Ove Bakke is also mentioning attention economy as an 

important factor; ‘it is connected to a total attention economy, what are we spending our time on?’  

(Appendix 7, 184). Furthermore, he gives an example of the challenge of the experience economy 

from his own daily life; ‘There is always an evaluation connected to my precious time when the kids 

are asleep, what do I spend it on?’ (Appendix 7, 184). As can be seen from Bakke’s expressions 

about the topic, the attention economy and the experience economy are both strongly 

interconnected, and connected to music as a consumer product. Furthermore it is connected to 

visibility; as the interviewees explain, one needs to work hard and do a great amount of work in 

order to stay visible and attract and maintain the consumers’ attention.  

 

6.2.3 Continuity  
Several of the interviewees mention continuity as an important keyword for building relationships 

as an artist. As previously mentioned, artists need to create a virtual community. However, as the 

interviewees state, the community needs constant follow-up. Continuous relationship-building and 

networking will therefore be addressed in the following.  

 

The overall implication in terms of continuity is that no artist can ever lean back and think that their 

brand is ready built, because it needs constant grooming. Social media and digital marketing expert, 

Thomas Moen explains that ‘artists have to focus on building relations and focus on building 

loyalty. They have to stop thinking that once they have ‘made it’ as a musician, they can lean back 

on the tour bus, write music and not talk to anyone. You are depending on showing yourself off and 

engaging in your own community in order to succeed’ (Appendix 11, 207). Furthermore, Moen 

suggests that every major fan base needs to start small, and gradually grow; ‘Seth Godin, a great 
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hero of mine…. I am not sure that he is the one behind the saying, but he says that what you need is 

‘a thousand true fans’, you need a thousand people that are willing to spend NOK 500 on you 

during a year. As an artist you then have to find out how to obtain that money from the ones that 

really love you. Then you just have to upscale the people who love you step by step.’ (Appendix 11, 

207). Vågard Unstad confirms that a fan base needs to grow organically; ‘We have built up that fan 

base, it is just like a snowball, we have spent so much time rolling it that it has become really big.’ 

(Appendix 18, 252). The two preceding examples are reinforcing the argument that an artist’s brand 

is a  gradual and continuous process. They are moreover verifying the suggested definition to 

virtual communities stated in the theory; ‘social aggregations that emerge from the Net when 

enough people carry on those public discussions long enough, with sufficient human feeling, to 

form webs of personal relationships in cyberspace’ (Rheingold 1993, 5). To briefly sum-up the 

section, building relationships need to be a continuous task for artists, and the virtual communities 

need constant grooming to remain relevant and interesting for consumers.  

 

6.2.3.1 Requirements to self-promote 
The following section addresses the interviewees’ reflections upon the increasing demand for self-

promotion of artists. Although there is a common agreement among the interviewees that artists 

need constant focus on building relationships and promoting their music in social media, some 

mention that this may be challenging for many artists. Morten Ståle Nilsen describes it as followed; 

‘I think it is being set really high demands for self-promotion, which not all artists are that good at. 

I don’t think all artists is that good on promoting themselves, I think many of them are reserved 

people who find it a bit vulgar having to promote themselves at all hours. And, I think there are 

some that are very good at it, using new media etc.’ (Appendix 13, 214). Nilsen is touching upon an 

important issue, namely that not all artists are ‘born’ marketers or promoters. Marie Amdam and 

Merete Pascual partly affirms Nilsen’s reflections on the topic; both artists are connected with 

promoters that help them with pitching their music to radio channels, create ‘Facebook events’ for 

concerts etc. Amdam explains that her band Razika receive valuable help from their record label 

with promotion; ‘At least now that streaming have become so important, you need people who are 

great at promoting you online, using the right channels for reaching out to people. That was one of 

the reasons why we wanted a larger record label, that could do that job as neatly as possible. That 

way we could just hand over the product to them like we want it, and they could stand for 

promotion, making good deals with TV, radio, and all that stuff we could not have done ourselves.’ 
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(Appendix 6, 174). Moreover, Amdam explains that she and her band members think it is nice to 

have someone doing all that for them, so they can focus on the creative instead of all that 

administrative work (Appendix 6). Merete Pascual shares Marie Amdam’s opinions on the 

advantage of having professionals helping with promotion; ‘It is very hard to promote oneself, it is 

much better to just hire someone else to do it.’ (Appendix 16, 229). However, despite appreciating 

receiving help with the promotional part, both Amdam and Pascual emphasize that they enjoy 

connecting with their fans through social media, replying to inquiries and in other ways interacting. 

Pascual explains that she is sharing the administrative responsibility with her promo team; ‘It is 

50/50, we both have log-in to the Billie Van-page on Facebook, but not on Instagram, I publish 

everything there myself.’ (Appendix 16, 230). Amdam is moreover explaining that her band, 

Razika, stand for the majority of the content in social media, where the band members publish posts 

regularly, on ‘everything from humour to political views, or just silly stuff. But of course, we also 

use it to promote concerts and songs and other things we do.’ (Appendix 6, 175). Vågard Unstad 

explains that he and his band like doing their promotional work themselves, but that they have a 

large network of other artists and bands that promote each other in various social media channels; 

‘With internet and the digital word, with so many actors, it is very helpful to be part of a gang.’ 

(Appendix  18, 249). In summary, all three artists seem to understand the importance of taking part 

in their own viral communities, even if two out of three of the artists interviewed receive help with 

the promotional part in social media.  

 

6.2.4 Typology of distribution models 
Based on Wikström’s (2012) typology of distribution models addressed in the theory section, the 

focus group respondents and interviewees were asked to reflect upon how music is being distributed 

today, and whether or not they agree with Wikström’s proposal to a new distribution model, namely 

the context model. Wikström (2012) is mentioning three examples of artists that have successfully 

provided services where they have involved their fans in the creative process, namely Robyn, 

Imogen Heap and Björk. This shows that the context model have the potential to function well, and 

as Wikström (2012) explains, the model may lead to a tighter relationship between an artist and its 

fans. The context model will therefore be addressed in the following, in light of relationship 

building.  
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6.2.4.1 Possible outcomes for the context model 
When asked to reflect upon the different distribution models, the majority of the interviewees were 

hesitant to the context model’s likeliness to becoming the leading distribution model, as they do not 

believe in the consumers wishing to involve in the creative process. The general opinion was that 

the context model would be a nice supplement to the access-based model, but that it would first and 

foremost be relevant for fans that are above averagely interested in the artists and their music. 

However, the interviewees commonly agree that a context model for distribution may in fact 

contribute to creating a closer relationship to the most dedicated fans. Some add that although the 

mere use of the context model is mostly relating to the hardcore fans, it may have an effect on brand 

building for other fans as well; despite not having any interest of participating in taking use of the 

music themselves, fans in the periphery may still notice the initiative as positive. Thomas Moen see 

the context model as just one way of connecting with one’s fans; ‘I think it depends on what type of 

music the artist have. I think it is important, let’s say a fan suddenly is part of their hero’s music 

video, that is a massive relationship-building tool. I think the more things an artist does to include 

their fans, no matter which way, the better it is.’ (Appendix 11, 207). Vågard Unstad, is on the 

contrary quite sceptical to the context model for distribution; ‘No! We are the skilled ones, you 

listen to us because we are good. I mean, Zlatan does not ask his fans how to score goals.’ 

(Appendix  18, 247). Unstad is, in other words, not interested in including the audience in the 

creative process. Elaborately, Unstad is claiming that ‘it is people who misunderstand Internet and 

interactivity that do stuff like that.’ (Appendix 18, 248). Although the other two artists interviewed 

do not share Unstad’s undivided negative attitude towards the context model, they do not encourage 

their fans to partake in the creative process. They are, however, positive to try it in the future if a 

situation occurs, where they see this as beneficial. 

 

6.2.4.2 The context model as differentiation?  
Despite somewhat disagreeing about the future prevalence of the context model, the majority of the 

interviewees do agree that Wikström (2012) is touching upon an important topic when suggesting a 

new distribution model. Wikström (2012) suggests that the access-based distribution models will 

become commoditized. Several of the interviewees partly share some of Wikström’s (2012) ideas; 

with the increasing number of songs available at the different streaming platforms, as well as the 

level of noise in social media, it takes greater measures to differentiate oneself as an artist, and 

building a loyal fan base. CEO and Co-founder of feat.fm, Andreas Olsen, mentions the Norwegian 
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band, Casa Murilo as an example of a group that is succeeding in forming a unique band to their 

relatively small fan base; ‘1: they are good at social media and making people react there. 2: they 

are good at coming up with cool stuff that make their closest fans feel seen and liked by Casa 

Murilo. For instance, they have something called Golden Tickets, where the best fans get to buy 

cheaper tickets to concerts etc. Stuff like that make the ones who are really fond of them feel like 

they mean something and are buddies with them. If you manage to form a group like that, the fans 

will recruit other people.’ (Appendix 14, 220).  Thomas Moen is moreover mentioning Nine Inch 

Nails as an example of a band that is successful in spotting their audience’s wishes and demands, 

and providing them with those ‘extras’ that may help to form a stronger relationship; ‘The challenge 

will be that you will make less and less money unless you work hard to build relations to people 

who are willing to give you money. Nine Inch Nail for example, have been great at testing and 

experimenting with selling special DVDs, signing this and that, really finding out what the fans 

want.’ (Appendix 11, 207). This corresponds with the theory on attention economy previously 

explained; Caroll (2014) mention differentiation as the best way of obtaining attention. The 

examples of Casa Murilo and Nine Inch Nails, mentioned by Olsen and Moen are both representing 

how differentiation is advantageous for building relationships to fans and maintaining interest.  

 

The focus group respondents of this thesis are not particularly active in social media, when it comes 

to interacting with their favourite artists. The majority state that they do ‘throw in a ‘like’ here and 

there’, and that they appreciate being able to stay up-to-date on concert dates and the everyday life 

of their favourite artists, but they explain that they rarely interact beyond ‘liking’ posts. Some say, 

however, that they have tried writing directly to artists on Twitter, Facebook or Instagram, but after 

not receiving any response, they have omitted to try this again. The focus group respondents 

furthermore state that none have used music in the context model, as Wikström (2012) proposes, 

nor do they picture themselves doing so in the future. This helps to substantiate and summarize the 

findings from the expert interviews, namely that the context model is not likely to become the 

dominant distribution model in the future music industry.  

 

6.2.5 Media’s role in the Norwegian music industry  
As already discussed, the media is closely connected to the music industry, as artists are relying on 

some sort of media presence, and of communicating with their fans and build their brand as an 
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artist. This section will thus cover the role of the media in the Norwegian music industry anno 2014, 

according to the interviewees and focus group respondents of this thesis.  

 

6.2.5.1 Changes in the media industry 
Digitalization has not only affected the music industry. The media industry has been through 

extensive changes during the last 20 years, among other things due to new technology (Ministry of 

Culture 2014). Music journalist Morten Ståle Nilsen sees the evolvement as a ‘work-in-progress’; 

‘When it comes to my own industry, if I say it is the media, which it primarily is - this is a period of 

trying and failing.’ (Appendix 13, 217). When asked to reflect upon the evolvement of the digital 

evolvement of the music industry, Nilsen expresses a certain scepsis; ‘I am always sceptical, 

especially to music journalists, who embrace this mindlessly and think this is great, because we are 

in the same boat ourselves. We do not know how we are supposed to make money any more, either. 

Insofar we make money, it is a lot less than what we once made.’ (Appendix 13, 213). Music 

journalist, Sven Ove Bakke, partly affirms Nilsen’s statement, saying that ‘the access to media is 

perhaps substantially lower now than it was ten years ago, and that sort of affects it all’ (Appendix 

7, 179). In accordance to the audience-media engine by Wikström (2009), explained in the theory 

section, the ripple effects of a decrease in media access may include less traditional media presence 

for the artists. 

 

6.2.5.2 Media as a part of the attention economy  
The following section addresses media as a part of the attention economy, as a decrease in media 

presence may lead to lower audience reach in traditional media. It goes without saying that media is 

also a part of the attention economy, which is emphasized by Nilsen. He is pointing out that 

journalism is competing with all other media outlets, and that the traditional media do not have the 

same audience reach as they once did. This has lead to a shift in the way musicians and record 

labels are taking use of the media; ‘I am noticing that some years ago the record industry were 

pushing their artists on us journalists to a greater extent, that is not as important anymore. There is 

not one single media that is capable of ‘breaking’ an artist. There are too many voices.’ (Appendix 

13, 214) says Nilsen. This relates to audience fragmentation, and demonstrates the importance of 

fragmenting promotional efforts into several media channels, based on the target market. Aslak 

Bendsten, Commercial Director in Sony Music Norway, underlines how media fragmentation can 

be tackled in terms of marketing, due to new technologies and analytical tools; ‘Today we hardly 
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spend any money on TV campaigns. We analyze; first we analyze the artist, we find their primary 

target audience, their secondary target audience etc. Then we find these people’s and consumers’ 

media habits, how they consume media and their music etc., and then we find exactly the channels 

they are using - and spend the money there. Also there are the old methods that have been there in 

all times, as long as music have existed; trying to get interviews, press, national press, local press, 

radio stations, local radio and of course TV shows etc.’ (Appendix 8, 192). This shows how 

digitalization facilitates the possibility to adjust marketing efforts to smaller segments rather than 

merely spending large sums on TV or newspaper advertisement. Moreover, it shows that artists still 

strive to gain media presence through traditional, editorial media. It may therefore be summarized 

that although the role of traditional media has changed, and the audience is more fragmented, some 

of the fundamental dynamics remain the same. 

 

6.2.5.3 Media-artist-consumer relationships 
Several of the interviewees mention a shift from a relationship to journalists, to a relationship to the 

consumers directly. The following section will therefore address the dynamics of this media-artist-

consumer interrelationship in the digital society. ‘You can say that artists have historically had to 

form relationships to journalists, as they are the ones that have met them and asked and given them 

feedback on their art. Whereas now, they can actually go directly to their customers and have a 

relation that way’ (Appendix 11, 206), explains Thomas Moen. Furthermore, Sven Ove Bakke adds 

that artists traditionally needed admittance from several gatekeepers in order to reach out to a mass 

audience, whereas in the digital industry, one does not necessarily need those functions in order to 

succeed; ‘It was sort of a common talent hunt effort, between record labels, potential managers and 

media. That balance is changing now, with the digital evolvement. It basically means that you can 

record your own music and reach out to a mass market without both media and record labels. A 

good YouTube video may be enough to achieve some sort of attention that you could otherwise just 

dream of, and that demanded great, great resources and a huge media penetration ability earlier.’ 

(Appendix  7, 180). Of course, one needs to keep in mind the abovementioned required measures 

needed for reaching out through the noise and obtaining attention, but theoretically speaking, 

anyone can achieve success without record labels and the media. As previously mentioned, 

Norwegian electronic dance music producer Kygo, has made a name for himself solely through 

SoundCloud and Spotify. Furthermore, Chris Wareing mentions Lemaitre, which he works as a 

manager for, as ‘a Soundcloud band, basically’. (Appendix 19, 257). Lemaitre have more than 1 
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million followers on SoundCloud as of September 2014, while Kygo has more than 400 000 

followers. However, Lemaitre released their first songs on SoundCloud in 2010, whereas Kygo first 

uploaded his music in 2013, which shows a fast increase in his fan base (SoundCloud 2014). Both 

artists can be seen as examples of successful in terms of obtaining attention directly on the 

platforms used by the consumers, without the use of traditional media or record labels from the 

beginning, although they have both eventually signed with record labels.   

 

6.2.5.4 Curating of music  
Recommendations, or curating of music, are mentioned as important with the bewildering amount 

of music available digitally. This relates to the AIDA framework as stated in theory, in relation to 

the attention economy. Curating of music will be briefly addressed in the following, as a way of 

reaching out to the audience. Musicologist Audun Molde emphasizes the increasing importance of 

being guided by trustworthy sources in order to discover music that one might like; ‘I think being 

recommended things is at least as important now as it has ever been. Curating of streaming 

services such as WiMP, is very important I think. Recommending things through social networks, 

social media, finding things that is recommended and that you trust. Either by their friends or by 

people in media that are trustworthy.’ (Appendix 12, 208). This is, again, connected to forming 

virtual communities with loyal fans that can pass on an artist’s music to their respective online 

networks. Furthermore, it gives an indication to a change in media power - consumers want a 

trustworthy source for music recommendations, and will not necessarily take journalistic reviews 

and other media coverage at face value at the same level as earlier. Recommendations are also 

mentioned as important within the actual music streaming platforms, as Molde is mentioning, here 

exemplified by WiMP Music. The focus group respondents of the thesis repeatedly mentioned that 

they often seek to discover new music in the streaming platforms, and that they appreciate being 

served ready-made playlists and suggestions to new music suiting their taste and preferences; ‘You 

can just click on a playlist and go by your mood or what you want. It is more tailored, you don’t 

have to do so much work, yet you still have the possibility to discover new things’ (Appendix 5, 

154). This contributes to verifying that the consumers appreciate curating of music, and that the 

streaming platforms have high credibility among the respondents, providing useful suggestions to 

relevant new releases, and making it easy to find music based on the mood and situation of the 

consumer. 
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6.2.6 Conclusion to sub-question 2 
Based on the findings from the conducted data of this thesis’ interviewees and focus group 

respondents, it can be concluded that building and maintaining a relationship to fans is more 

important than ever. The findings show that there are higher demands for self-promotion among 

artists in the digital music industry, and that it is vital for any artist wishing to make a living of their 

music to continuously stay visible and available in social media, in order to remain in the 

consumers’ top-of-mind and attain streams in the streaming services. Moreover, the findings show 

that the majority are positive to new models for business and distribution supplementing the access-

based model, not replacing it, as long as the focus is on enhancing the artist-audience relationships 

and brand building.  

 

Furthermore, a key finding is that traditional media’s role has changed, as the media are also 

affected by digitalization, and do not hold the same market power as previously, due to audience 

fragmentation. According to the findings from the data conducted, the artist-fan relationships are 

more valuable than the relationships to journalists and the media. However, there is still a need for 

promotion in traditional media such as talk shows and other mainstream shows with substantial 

audience reach on TV and radio. This is again related to constantly staying visible.  

 

Curating of music is also found to be of increased importance in the digitalized music industry, as 

the consumers today have unlimited choices. Being provided with relevant recommendations from 

trustworthy sources, are thus important in order for the consumer to discover music. 

 

6.3 SQ3. Which expectations does the Norwegian music industry have for the future in 
terms of structure and distribution models? 
 

The last sub-question is made with the purpose of creating an indication to how the Norwegian 

music industry will look like in the future. Both consumers’, artists’ and experts’ opinions on how 

the future will look like is out to be explored. One of the main points that will be discussed in this 

chapter is the future of music distribution. Furthermore, the chapter addresses possible outcomes in 

terms of structure, new business models, revenue and piracy in the Norwegian music industry. Will 

there be any change in the way the industry is structured, regarding the different new business 

models and the different actors’ roles? Will the access-based models continue to dominate, or will 

the context model replace them? Could the economic distribution model in streaming services be 
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organized differently? Will artists be more independent, promote each other and build more 

networks, and how will they be able to earn money in the future? What is expected from the artists 

in the future? These are some of the questions ought to be answered throughout this chapter. 

Relevant theories addressed in the chapter include innovation and creativity, the typology of 

distribution models, experience economy and attention economy, the long tail and networks. The 

thesis aims to reflect upon these questions based on the conducted data, the already mentioned 

theories, together with the historical background mentioned in the contextual background of this 

thesis. 

 

6.3.1 The future of the Norwegian music industry 
This section will start by reflecting upon the future of the music industry, and the ways in which it 

will be structured in the years to come. The analysis and assumptions drawn regarding this theme 

will mainly be based on the interviewees’ expectations to the future of the industry, combined with 

relevant theory. Some of the main points that will be explored here are streaming services and 

possible new business models in the market, together with how consumers will access music in the 

future.  

 

6.3.1.1 New business models  
The vast majority of respondents and interviewees argue that the streaming services have come to 

stay. As stated in sub-question 1, the focus group respondents embrace streaming. Artists are also 

starting to accept it, as they are positive to something replacing illegal downloading. Among the 

experts, the opinions vary to some extent, as some are more positive than others. The ones negative 

to streaming being the future business model are doubting it because they argue there is too little 

money coming into the service to make it viable in the long run. On the other hand, most of the 

experts are very positive and argue that the streaming services have definitely come to stay, and will 

be a part of the future music industry. To support the positive findings, this paragraph will begin 

with a statement by Axel Bringeus, Head of New Markets at Spotify, who says; ‘What we have seen 

in the recent years is how streaming has taken over, and it is obvious that streaming is the future 

model, not downloads … Apple just bought Beats, a competitor of ours, which also is a streaming 

service. The fact that Apple buys a streaming service is the ultimate proof showing that streaming is 

the music model of the future.’ (Appendix 9, 194). Bringeus’ message is clear, as he further states 

that iTunes is declining, while streaming is on its way up. Bringeus is not alone in his beliefs, as 
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several of the other interviewees are supporting his statement. ‘The total turnover in the music 

industry, and what this means to the market, is hard to classify as anything else than a great 

opportunity’ (Appendix 17, 238). states Kjartan Slette, Head of Strategy at WiMP Music, and 

further suggests; ‘I think the music services are going to be more effortless in the years to come. A 

lot of people just want to press a button, and have relevant music come out. I think we will see more 

of the ‘radio typed’ streaming services … but still primarily within the access-based model’. 

(Appendix 17, 244). It is important to take into consideration that both Bringeus and Slette 

represent commercial streaming platforms, but a variety of the interviewees share their positive 

attitude toward streaming. Musicologist, Audun Molde is suggesting a great potential for streaming 

services, yet to be fulfilled; ‘when all the 70 year olds are using WiMP, imagine how the revenue 

will rocket. We might be there in 4-5 years’ (Appendix 12, 212).  

 

Although there is much positivity around the future of the streaming services, some of the 

interviewees are sceptical about this being the future business model in the Norwegian music 

industry. The main factors pointed out in a negative manner are concerning low payouts to the 

artists on the different streaming platforms. ‘I have problems picturing that this business model 

where I pay NOK 99 per month, and get access to all the music in the world, will function in the 

long run. But I might be wrong...’ (Appendix 13, 217) states Nilsen. Andreas Olsen agrees to 

Nilsen’s concerns about the business model’s likeliness to survive in the long run, as he does not 

see how the artists will earn enough money this way.  

 

6.3.1.2 A typology of distribution models 
When discussing Wikström’s (2012) suggestion that the future of the music industry will change 

from the access-based to the context model, the majority of respondents disagree. Firstly, the 

consumers reject the context model as they do not picture themselves taking part in the creative 

process of an artist. As mentioned earlier, the focus group respondents prefer to press one button 

and be served relevant music. They all explain that they do not take part in the creative work for 

artist today, and states that it is unrealistic that they would do so in the future. This is supported by 

Maasø who says; ‘I find it hard picturing that the context model will be a dominant model in the 

future, as it requires too much from the consumers’ (Appendix 10, 202). Maasø is not the only 

interviewee doubting Wikströms (2012) theory. ‘I believe the context model and access-based 

model will live parallelly and in harmony… I think the access model will be the most important one 
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economically, that will lay as a foundation, and then you will find different varieties on top of it.’ 

(Appendix 17, 244), states Slette, and explains further; ‘Some people might get a close relationship 

to one artist, maybe two, where they might take part, and get that extreme passionate relation, but I 

don’t think this will apply to all.’ (Appendix 17, 244). Nilsen agrees with Slette and adds the 

following; ‘Some of us will probably make remixes and play around with songs, and upload 

YouTube videos to that song, but I have problems picturing that this will be the future model.’ 

(Appendix 13, 217). These three experts, among many others, reject - or partly reject - the future of 

the context model. There will always be some exceptions, but in the bigger picture the access model 

is believed to be the future model.  

 

6.3.1.3 Streaming of live concerts  
Andreas Olsen is CEO and Co-founder of feat.fm, a streaming service where consumers can stream 

live concerts. He claims that the streaming models that are available today, such as Spotify, is not 

viable; ‘Discovering and finding music has become so easy that people do not see the value in 

paying much for music … this gives room for actors that manage to find viable business models … 

but the business model Spotify uses is not viable, because artists hardly earn anything.’ (Appendix 

14, 218). He elaborately says that he believes more in a model where the payment is settled per 

user; a user-centric distribution model. One challenge with a user-centric model is some extra work 

concerning contracts etc., but if someone can make it work this seems to be the best business 

model, according to Olsen. On the other hand, Olsen adds that artists must realize that the purpose 

of being available on streaming platforms is not to make money. He rather suggests that streaming 

services are supposed to ‘make the consumers enthusiastic about the artist’s music, so that they get 

interested in spending money on listening to them performing live … so what we are trying to do 

now is to give the consumers something in-between, where they do not have to leave the house … 

they can sit at home and get the live-feeling. We think this can be a solution, but time will show.’ 

(Appendix  14, 220). Olsen is suggesting that platforms like feat.fm, which he is Co-founder of, is 

an alternative to the regular streaming services, as the artists may gain more profit this way. 

Although Slette believes today´s regular streaming services to be a viable business model, he also 

mentions streaming of live concerts as a way of distribution that might be more widespread in the 

future. ‘I think the access model…will be there as a foundation, and then you will find different 

variations on top of it. When your credit card information is saved in the service, which everybody 

has, it is very easy to sell other types of services as well. Let’s say you get a pop-up saying 
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‘Beyonce is performing in Oslo Spektrum tonight, if you click here you can watch the concert for 

NOK 30.’ I believe there is a low threshold for a consumer to do that, and NOK 30 goes to 

Beyonce.’ (Appendix 17, 244). These statements, and the fact that live concerts are the main income 

source for artists, indicate that it is likely to predict that streaming of live concerts will take a bigger 

part of the Norwegian music industry in the future.  

 

6.3.1.4 Economic distribution model in streaming 
This section will address possible new ways to distribute the income from the streaming services in 

today’s Norwegian music industry. In the following comes a discussion on the different outcomes 

of the pro-rata model being used today, versus a possible user-centric model.  

 

6.3.1.4.1 Pro-rata model versus user-centric model 
As previously stated in the contextual background, there is an ongoing debate about the payout 

model used in the streaming services. The discussion includes whether the streaming services 

should stick to the pro-rata model being used today, or change to a user-centric model. In the 

following discussion it will be addressed what impact a shift to the user-centric would have for the 

artists.  

 

As stated in the contextual background, Arnt Maasø did a research project on the given topic; ‘What 

we found out is that a user-centric model will give higher payouts to local artists’ (Appendix 10, 

200) he explains. Furthermore, he describes the reason for this outcome more detailed; ‘...if you 

have a close connection to an artist, and your time spent on music goes to artists near you; those 

you have a fan-relation to, a user-centric model will generate payouts to those artists, regardless of 

how much you listen to music.’ (Appendix 10, 200). It is therefore understandable that local artists 

will get a larger share of the cake in the user-centric model, as consumers often have a close 

relationship to the local artists. However, in the pro-rata model, for consumers that are not the most 

active listeners, most of their money goes to the larger artists on the platforms, as these artists 

generate the most overall traffic. Maasø elaborates; ‘...if you are an extremely active listener, your 

listening pattern will have a bigger impact on where the money is going than if you listen to music 

on an average level or less. So if you listen to five artists during one month, they would probably 

not get that much money, and that is a bit strange with current model. The relation between artist 

and fan is not as direct as it would be in a user-centric model.’ (Appendix 10, 201). Several of the 
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other experts interviewed support Maasø´s findings and claims the same thing. When talking about 

the effects of a user-centric model Slette supports Maasø statement; ‘If one were to settle per user, 

there would be a more direct relation between consumer and artist, and I believe that is good.’ 

(Appendix 17, 239) he says, and continues; ‘It is also good for the consumer to know that the music 

they actually listen to, and the money they spend, goes to the music they actually like, and not to 

something else.’ (Appendix 17, 239). These statements show some of the upsides about a user-

centric model, and might indicate that this is a relevant model in the future. Slette is undecided upon 

whether one of the models are more fair than the other, but states that it is a case worth discussing 

in the future as the user-centric model has some clear advantages. Also Bendtsen has some opinions 

to add on this topic. ‘We should be a bit careful with stating that we agree upon the new model 

100%, but it is not far from it! Because we are looking for a model that makes the distance between 

artist and fans as near as possible… We work very hard with analysis around the world, where we 

put the different scenarios up against each other, the old versus the new model, and then we look at 

the outcome.’ (Appendix 8, 186). As stated it becomes clear that central actors in the music industry 

work hard to find the most fair- and best possible model for the whole industry. They all emphasize 

the importance of having as a direct relationship between artists and fans as possible, which the 

user-centric model might contribute to, as discussed in sub-question 2. Bendtsen explains that some 

of the analyses made to predict the outcome from the user-centric model show that ‘hit-machines’ 

like Pitbull and Avicii will see a noticeable decrease in their income as a result of a possible change 

of models. On the other hand will iconic artists like Bruce Springsteen and Rolling Stones benefit 

more from a user-centric model. This is an interesting discussion, which seems to engage all the 

involved parties. It is likely to assume that the music industry will take a stand in this discussion 

sometime soon.‘We need more numbers before we actively go in and change the model… the 

streaming actors are the ones who need to do the changes… This is a discussion we should be able 

to find a solution to together, maybe by the end of year 2014.’ (Appendix 8, 187) claims Bendtsen. 

It seems as the actors in the industry are eager to find a better solution than the one existing today. 

However, they want to be certain before making such a drastic change in the structure of the 

services. Common for the ones actively discussing the possible new user-centric model, is that they 

argue that this will be an even more democratic model than the current pro-rata model.  

 

Besides Maasø, Bendtsen and Slette, the discussion about the distribution model in the streaming 

services was briefly discussed with the remaining interviewees and focus group respondents. 
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However, the discussion is complex and requires a certain insight in the dynamics of streaming 

services and the way in which they are administered. The expressed opinions about the topic may 

therefore be seen to be lacking some substance, as the discussion is most commonly familiar among 

particularly interested parties. It was therefore not possible for the remaining interviewees to 

elaborate further on the discussion as they do not know which consequences it is likely that this will 

have on the future of the Norwegian music industry. However, when they were presented with more 

information about the user-centric model, the interviewees expressed positive opinions about it.  

 

6.3.2 The future for artists in the Norwegian music industry 
The following section seeks to reflect upon the artists’ role in the Norwegian music industry, how 

the structure changes in the industry may affect them, and how artists will be able to earn money in 

the future. As already mentioned, listening habits have gone from album-listening to single-song 

listening, which might change the structure of how artists work, and how an artist is being built up 

today by record labels. This again affects other actors and parts of the industry that work in close 

connection with- and rely on the work of the artists. 

 

As mentioned in sub question 2, today there are much higher demands for artists regarding building 

relations with the audience, as there are a lot more artists fighting for the same attention than earlier. 

This can be seen in close relation to the singles replacing the album model as well. The listening 

habits have changed from listening to one album by one artist, to listening to many different artists 

and fewer songs per artist, and this affects the relationship consumers get with the artists. ‘An 

average WiMP-music consumer listens to 100 different artists in three months… you will not have a 

strong relationship to all those artists…’ (Appendix 10, 202) says Maasø. The fact that an average 

consumer listens to 100 different artist in three months, emphasizes that the listening habits have 

changed. Nilsen also gives an example showing the structure change: ‘I remember when I got my 

weekly allowance, I was able to buy one LP a week, then I listened to it until it was broken. That 

way you got a very close relationship to that artist… it is a bit sad if young people don’t get the 

same relationship to music.’ (Appendix 13, 216). His statement is supported by Bakke, who adds; it 

will be interesting to see if the album format, as an artistic unit will be weakened as a result of the 

fact that we live in a ‘playlist world’ instead of an ‘album world’ (Appendix 7, 179). Several of the 

interviewees and respondents state the same, which makes it assumable that this is the direction in 

which the future of the music industry is heading. More artists will appear to the market, which 
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means that the consumers have less time to spend on each of them. ‘It exists more artists that 

nobody have the time to listen to’ (Appendix 13, 213) Nilsen laughs. This perception is also an 

interesting one to discuss further as the music industry today holds too many artists. When looking 

solely at the Norwegian music industry, it is, as mentioned previously, an overproduction of music, 

as Norwegian artists only stand for 12% of streamed music in Norway. Artists today and in the 

future have to decide whether they want to do music as a hobby or make a living out of it. As the 

eye of the needle is getting smaller and smaller, it gets harder and harder for artists to make it 

through it. It is likely to assume that only the most talented artists will make it in the future. They 

have to be creative, work hard and deliver products of high quality to win the audience attention.  

 

The singles replacing the album format is also closely related to lower scarcity, as mentioned in 

sub-question 1. This means that when people listen to more differentiated music, and more various 

artists, they do not have time to go ‘in depth’ with one artist. Unstad explains it like this; ‘...people 

will listen to much more different music and get more impressions, but on the other hand consumers 

will have problems with going in depth with individual work the way they did before.‘ (Appendix 

18, 254). For the artists this means that they have a more fragmented fan-base as ‘everyone’ now 

listen to all sorts of music. 

 

6.3.2.1 Building up an artist today and in the future  
This section will discuss the way an artist is ‘built up’ today, and how this might change in the 

future regarding single releases versus albums, and also the growing importance of music videos. 

Both the experience economy and attention economy theories will be applied in the following. 

 

In earlier years the main emphasis was on releasing albums, often with one single beforehand. All 

three artists interviewed for this thesis are fond of the album format and prefer recording one album 

as a whole. Merete Pascual explains that she just had a meeting with her contact person in 

Universal, who told her that she should focus more on releasing singles now, and argues that this is 

the new way of working for commercial artists. ‘The way many labels are building up commercial 

artists now, is to come out with a new single all the time. Show that something is happening all the 

time... Singles are of higher importance now, and albums are not quite as important anymore.’ 

(Appendix  16, 234). She further explains that her record label knows better than her what works 

and not. She assumes that they would want her to record two songs every third month, and that all 
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these should preferably be ‘hit-songs’. ‘I have not decided if I want to work that way, because for 

me it’s not the most preferable way to work’ (Appendix 16, 235) Pascual says. Unstad and Amdam 

are agreeing with Pascual’s statement; although they both release singles from time to time, their 

main focus will still be on the release of their album, as they like to build them up with leitmotif. ‘I 

think we as a band will hold on to the album format, we love to record an entire album and release 

it as one unit, complete with a cover and photos inside, so we will keep doing that.’ says Amdam 

and adds: ‘...in our case, a single is a way of promoting the album, more than just releasing single 

songs’ (Appendix 6, 178). Unstad claims the same thing: ‘We are old fashioned, so we like the 

album format very much… the way in which the songs are ordered is not a coincidence’. (Appendix 

18, 248). Although all three artists are more fans of the album format they all release single songs 

from time to time as they see this as beneficial, or when a song does not fit with the rest of the 

album.   

 

6.3.2.2 Music videos 
In relation to the release of a new song or an album, both Amdam and Pascual are mentioning the 

increased importance of having a good music video in order to get more attention from the 

audience. As stated in the theory section, Davenport and Beck (2001, 3) call attention ‘the real 

currency of business and individuals’ and point out that the ones who manage to get hold of the 

consumers’ attention are the winners, while the ones that do not manage this, will fail. ‘Music 

videos have become hot again! (Appendix 16, 232) It is easier to show a whole side of an artist 

through videos… also live videos. You get a better perception of who the artist is, compared to 

earlier when you sent a CD in the mail.’ Pascual claims (Appendix 16, 229) while Amdam 

elaborates further: ‘...the last two years we have really noticed the demands for a good music video 

… it becomes an expansion of the expression … people wish for something more than just the song 

… this is concerning once again how much attention the album is able to generate.’ (Appendix 6, 

177). These statements by Amdam and Pascual emphasize the importance of having an interesting 

music video in addition to the song, in order to give something extra to the audience. Also the focus 

group respondents say they use YouTube in addition to the streaming services to watch music 

videos and live performances. For the artists, this requires being creative, providing the audience 

with something exciting in order to win their attention. As stated in the AIDA theory, first you need 

to get the consumers’ attention, then they might get interested and desire you, before they in the end 

take action and spend money on you, in this case by streaming your music, attending your concerts, 
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and/or buying your merchandise. As stated above, all artists say that their main income is live 

music. They all have a common understanding of the importance of being seen in order to win the 

consumers’ attention, as their income is depending on consumers to attend their concerts and buy 

their merchandise.  

 

6.3.2.3 Live music  
Artists’ main income today comes from live music. The live market is, as stated in the theory 

section experiencing growth. As streams do not give the same instant income as CD sales, much 

indicates that live music will be the best source of income for the artists in the future as well. The 

factors that might change are the processes around it; how artists work together with other artists, 

how artists promote themselves, and how they are building up/planning towards releases of singles 

and albums to generate the most attention possible, which again, hopefully will make consumers 

attend their concerts. In the following these factors will be discussed more detailed.  

 

6.3.2.4 Artists and managers 
In the earlier years, artists were depending on a label to sign them and give them a record contract. 

Today everybody can upload their music on the Internet for free, or for a low fee, depending on 

which platform one wants to share their music on. What this thesis find interesting to address is 

how the artists possibly can survive without a manager, and whether or not this would be beneficial 

for the artist. ‘You don’t need the old promo channels any longer, you don’t need that dull manager, 

you don’t need all those people to tell you things like: ‘this quarter you have to release your song 

within this and that date to hit the right radio listing timing.’ (Appendix 18, 251) claims Unstad, 

rapper in A-laget. Furthermore, he states that he is not very fond of the ‘increasingly less necessary’ 

music industry, and states that he and his band run their own record label. This is also according to 

Bård Ose a smart way to run business; ‘Make something yourself, and then you establish your own 

publishing company, because then you own your own song, and the publishing company which 

owns your song… artists should be very careful when making deals with record labels before a 

manager or a lawyer has had a look at it.’ (Appendix 15, 225). While Unstad claims that a manager 

is unnecessary, Pascual and Amdam on the other hand think that having a manager is beneficial for 

them. ‘We think it is nice that someone does everything for us, so we can focus on the creative 

process instead of all the administrative stuff, which we think is a bit boring.’ (Appendix 6, 174) 

says Amdam, and points out the importance of focusing on the creative process. As stated in the 
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theory, Caves (2000) claims that the creative artists care more about the originality displayed and 

their skills showed through their product than the payments. Despite that Amdam and her band 

could save some money on doing the administrative work themselves, they rather focus on bringing 

more creativity to the product. Caves (2000) supports this as he claims that artists manage to bring 

more creativity to the product when not thinking solely about the income.  

 
6.3.2.5 Artist cooperation 
The following section will address how artists’ ways of working have changed in line with 

digitalization. The main focus in this paragraph will be on artists cooperating with each other and 

building networks. Network theory and attention economy are both relevant theories to address in 

this section.  

 

All three artists interviewed say that they cooperate with other artists one way or another. They all 

claim that this is beneficial for them in regards to gaining higher income. As stated in the network 

theory, network may be defined as ‘a group of people who exchange information and contacts for 

professional or social purposes’. When Pascual was asked about her cooperation with Jonas Alaska 

and Mikhael Paskalev (her boyfriend and her best friend, which are both musicians) she says: ‘...we 

have always done that...Jonas and Mikhael know that it is very helpful if they post something about 

me, because they have a lot of fans who crave everything they do… When we performed in 

Fredrikstad it said Billie Van with Jonas Alaska and Mikhael Paskalev on the poster… the venues 

use it as an attraction.’ (Appendix 16, 236). Marie Amdam confirms that they operate the same 

way: ‘We have a lot of friends who also play in bands, so we are always very good at promoting 

each others’ concerts, typically on Facebook, we help each other sell merch from time to time as 

well.’ (Appendix 6, 176). Vågard Unstad from A-laget is possibly the best example showing that 

artists prefer working like this. He and his band is part of an artist community called ‘NMG/G 

Huset’, which is also a record label. NMG/G Huset started as a collaboration between some friends; 

‘It is practical to be a part of a group like this, Lars is a large artists, he breaks through, he 

introduces us, we become large artists, we introduce Jonas V, he becomes a large artists… All of us 

turn out to be large artists because we are part of a whole package. With internet and the digital 

world with so many actors, it is very helpful to be part of a gang... We include each other in our 

songs, and mention each other in our songs…and everybody writes about it in all different social 

media platforms.’ (Appendix 18, 249). These statements from all three different artists interviewed 
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show that they emphasize the importance of being part of a network, where they promote other 

artists, that will promote them back. This shows, as explained in the network theory, that artists are 

helping each other both for professional and social purposes. Being part of a network and 

promoting each other is something that became more convenient as Internet and mainly social 

media arrived. The artists explain being in informal network with each other, as a way of showing 

their fans what they do on their spare time and who they support. It is clear that the artists do this 

out of economically beneficial purposes, as promotion goes hand in hand with winning the 

consumers’ attention. Attention is, as mentioned in the theory section, the most important currency 

we possess at our time, according to Carroll (2014). In the long run, artists have understood, as 

mentioned in the answer to sub-question 2, that promotion and interaction with their fans leads to 

more attention, which again leads to people attending their concerts and buying merchandise. Some 

would say that the high focus on cooperation between artists, make them less dependent of a 

manager. Artists can, if they are willing to spend time on it, do all the administrative work 

themselves today.  

 

6.3.3 Conclusion to sub-question 3 
Based on the findings from the conducted data in this thesis, it can be concluded that the future of 

the music industry is likely to be within the access-based model. Although there are pros and cons 

concerning the streaming services, most signs indicate that these services have come to stay. As 

stated in the contextual background and by some of the interviewed experts; the industry has had 

two years in a row with an increase in the total turnover. This proves, among other things, the 

positive effects of the streaming services. However, the findings suggest that new platforms will 

arrive; not necessarily replacing the current ones, but within the same category with expanded 

choices and functions that live up to the consumers’ increasing demands. Feat.fm, the live concert 

streaming platform previously mentioned, is an example of platforms that are likely to have a more 

important role in the future of the music industry. The conducted data, theories stated and the 

contextual background, indicate that the user-centric model will be the future economic distribution 

model in streaming. The key finding is that this model will create a more direct economic 

relationship between artists and fans. When talking about structure change in the industry due to 

different actors’ roles, one can conclude that artists in theory can make it without a manager today. 

However, most findings indicate that this could still be beneficial and convenient for the artists 

aiming for success. 
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Regarding how artists are supposed to earn money in the future, the findings indicate that live 

performances will be the main source of income in the future as well. If the indications about live 

streaming of concerts taking a greater part proves to be accurate, artists will probably earn more 

money through streaming services this way. Moreover, artist cooperations are likely to grow bigger 

as more and more artists seem to understand the economical benefit they gain from it. Also, there 

are generally higher demands for artists to focus on singles more than the album format, and most 

preferably make ‘hit-songs’, with a conspicuous music video to complete the artistic expression.  

 

When looking at streaming in the long run, different factors are indicating that artists probably will 

earn more money than what it looks like right now. 
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7. Discussion 

The following chapter will highlight some of the topics found to be the most interesting for further 

discussion, based on the findings addressed in the analysis.  
 

Accessing and paying for music 

Through the conducted data it became clear that the focus group respondents were willing to pay 

for access to streaming services, although they had previously acquired the habit of downloading 

music for free for many years. The willingness to pay derived from the large amount of content 

available, and the fact that all the content is gathered in one place. However, as some of the 

interviewees pointed out, the willingness to pay for a single song or album has decreased. The data 

is indicating that audiences demand more content for their money, as the taste in music is more 

varied now than before. The consumers’ willingness to pay for music is thus influenced by the 

perceived value for money.  
 

There has also been a discussion about a potential new model for economical distribution in the 

streaming services. The current model is the pro-rata model where the money is distributed by the 

amount of total streams, based on all paying users. In the suggested new model, the user-centric 

model, the money would go directly to the artists listened to by the given user. This was stated in 

the contextual background, and served as a part of the interview guide in the individual interviews. 

The outcome for the suggested new distribution model suggests that local artists would receive 

higher payout, whereas large hit-making artists would see a decrease in payouts from the streaming 

services. This could possibly lead to the mainstream artists withdrawing from the streaming 

platforms. Then again, where would they go? To online music stores? The consumers are as 

mentioned above willing to pay NOK 99 per month because this amount give them access to all the 

music they desire. Would they pay extra to download the songs they could not access along with the 

rest of the songs? The data made it clear that the discussion is complex and difficult to enter without 

significant background knowledge about the topic. However, the readable data point out that a user-

centric distribution model leads to a closer relationship between artists and fans. From this it can be 

discussed whether a new distribution model would lead ‘sceptical’ consumers and artists, primarily 

from the older age segment, to embrace streaming to the same extent as younger artists and 

consumers. The willingness to pay for a subscription service would perhaps increase for the 

consumers that are concerned with their favourite artists’ earnings. It could also lead to more artists 
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entering the services, as the data shows that the user-centric model is considered as more fair than 

the pro-rata model.  
 

As mentioned, a shift in the economical distribution model might be beneficial for local artists. The 

data pointed out that another way for local artists to benefit more from streaming, might be a 

change in the algorithms that the suggestions for ‘related artists’ and ‘music you might like’ are 

based on. If possible, the algorithms could be altered so that they were more geographically 

adjusted, leading to more focus on local artists. This is, however, up to each streaming service to 

decide.  
 

It was furthermore desirable to discuss the streaming services as merely access-based models where 

consumers pay to access a database of music, in comparison to a context model where consumers 

are allowed to take use of the music, in order to dismiss or verify Wikström’s (2012) typology of 

distribution models based on the sample. It was assumed that there would be a slightly more 

positive attitude towards the context model than what the data expressed; the context model was 

dismissed as an isolated model for distribution. Through the analysis of the conducted data, it 

became clear that the context model for distribution is not viable for the mass markets, but will be a 

positive addition to the access-based models. The data pointed out that consumers in the digital 

society are demanding; they appreciate being given something extra, a need the context model may 

fulfil. The main issue is to find those ‘extras’ that the consumers are willing to pay for on top of the 

NOK 99 they pay to access streaming, and to succeed in engaging them to take a more active part, 

in order to gain more profit and form stronger relationships.  
 

Can all artists expect to make a living out of music? 

Can all artists expect to make a living out of making music? This is a question worth discussing 

further as the authors have some additional thoughts on this theme. It became clear in the analysis 

that the interviewees had several different opinions concerning payouts for the artists, and whether 

artists should be able to make a living with the new business models in the market. This is closely 

related to discussions about whether the distribution of revenue is fair or not. 
 

As stated in the analysis, some argue that the streaming services are fair, but as a result of this 

business model, not all artists will be able to make a living out of music. On the other hand, some 

argue that all artists should be able to make a living out of their creative work, as it is being pointed 
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out that the payment on the streaming services is to low. The majority, however, argue that the 

streaming service model is democratic, although some point out that something needs to be done 

with the low payments for the artists.  
 

On streaming services where artists are paid per click, this is obviously affecting the ones getting 

the least streams on the service. Some state that artists earned much more in the CD age, and use 

this comparison as an argument to why the streaming service is unfair. Well, in this case, one could 

say that streaming is ‘the hard truth’, showing just how popular you are as an artist. When talking 

about the CD age it has been stated by some of the experts that sales numbers were artificially high 

due to governmental support. The data point out that the artists might have been ‘lucky and 

overpaid’ in a ‘protected’ Norwegian CD economy. Thus, one can argue that streaming is more 

democratic as the artists are paid when someone actually listens to them, compared to the CD age, 

where one never knew how much the consumers actually listened to one CD after they bought it. 

Still, some of the interviewees are mentioning that the streaming services are not viable in the long 

run, as they are concerned about the low income for the artists. Maybe the artists are not good 

enough, and that they should do music as a hobby? Some of the interviewees also emphasize this; 

artists need to know when to stop. This is closely related with them argumenting that the A&R 

function is still necessary as someone needs to do the ‘filtering’ of the artists. Maybe streaming 

services are functioning as an A&R, letting the consumers decide whether the given artist should be 

able to make a living out of music or not. Kygo, the Norwegian Electronic Dance Music producer, 

is a good example here. Kygo had already gained a huge fanbase with 400 000 followers on 

SoundCloud when signing with a record label. That way the record label already knew that there 

was a demand for his work. Everyone can publish their music on the services, and that gives 

everyone possibilities, but only the best ones will get noticed, and the best ones will be able to make 

a living out of it. It became clear that some artists still complain about the payouts on the streaming 

services, these artists might have gained an artificially high CD income. For these artists it might be 

a good solution to have a regular job on the side, as the music industry is a risky business. It was 

found that one of the artists interviewed in this thesis had a job on the side even though he is able to 

make a living out of music. He points out the ‘nobody knows’ property, and the smartness of having 

a backup. It could be argued that the artists not being able to make a living out of streaming are not 

making good enough music that Norwegian consumers want. The really good artists are making 

good money on streaming services as well. It is a matter of supply and demand; if no one wants to 
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spend money on what you have to offer, you are not offering the right product, and should consider 

doing something else for a living.  
 

To nuance this point, an example from another industry will be used to explain this further. If one 

look at music as a personal interest, something you do because you think it is fun and because you 

have skills within this area to some extent, one know that the best ones can make a living out of it, 

and the very best ones even get rich from doing it. This can somehow be related to sports. Sport is 

like music when seen as an interest and something a person likes to do. If you realize at an early 

stage that you are very talented within your field of sports you might upscale the amount of time 

spent on it to try and be the best. Football is a good example as ‘all’ young boys want to be a 

professional football player, and dream of being like Christiano Ronaldo when they grow up. When 

they realize that they are not good enough, or do not work hard enough, they give up. Still they are 

skilled to some extent, and like with all other hobbies, they can play football with their friends on 

their spare time, or play in the business league or in the lower divisions. They do it for the fun of it, 

because they have a desire for it. They have a regular job on the side, as only the best ones can 

make a living out of it, while only a few people in the entire world manage to get rich from doing 

their hobby.  
 

An important thing to remember is that the artists often have an internal motivation for releasing 

music. The artists do it because they have a desire and often a need to express their thoughts. It is, 

however, possible to combine being an artist of relatively small size with a job on the side. The best 

ones will get noticed, and the best ones will gain enough money and be able to make a living from 

their music. Again, Spotify and other streaming services can be seen as ‘the hard truth’ showing 

artists their popularity and telling them how much consumers actually listen to them. If you do 

however, concentrate on music, and want to make a living out of it, it is important to look at it like 

business and not hobby. You have to think commercially and focus on making music that people 

like. In this regard, the Norwegian government should have a higher focus on supporting the ones 

making commercial music, as opposed to favouring merely the ‘art for art’s sake’ artists. In other 

words, the government should focus more on ensuring the quality of the granted artists’ work, and 

that the artists actually spend the money on useful purposes.  
 

Another factor about streaming, which the complaining artists seem to forget, is that streaming is 

something they have to look at over a longer period of time. The income gained right after a release, 
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is not as high compared to a physical CD release. The main point here, which is important to 

understand, is that people might listen to your streams 5, 10, or even 50 years from now. CD sales 

you get paid for once, while a stream lives ‘forever’. It was clear from the data that consumers 

between 20 and 30 often prepare for concerts by streaming songs from the given artist. Backstreet 

Boys is a boyband from the 1990s which could be a good example demonstrating this; the boyband 

recently had a ‘comeback tour’, and it is likely to assume that their fans from the 90s streamed their 

songs prior to the concert rather than listening to the old CDs. This example shows that artists from 

the CD age also benefit from being on streaming services; even though they had their CD sale 

income many years ago, streaming can still bring revenue. It is not likely that Backstreet Boys’ 

target market would dig out the old CDs; they listen to the songs on streaming platforms, as this is 

more convenient.  
 

Interaction with artists 

When analysing the conducted data, it became clear that participating in virtual communities is 

important for artists in the digital music industry, in order to build relationships to their audience. 

These new ways of interacting and communicating with the audience will be discussed in the 

following. What does this mean for the artists’ workload and the relationships between artists and 

consumers? Should all artists promote themselves, although it is not necessarily in their nature to be 

outgoing and share from their personal lives?  
 

The research uncovered that artists often find it hard having to promote themselves and sell 

themselves as an artist; a commercial brand. However, it was at the same time pointed out that such 

activities are vital for any artist wishing to succeed in gaining attention and a loyal fan-base today. 

Artists wishing to make a living out of their music, must therefore ‘deal with’ this and step out of 

their comfort zone, as relationship- and brand building is of such high importance. The artists 

finding it uncomfortable to promote themselves can use the traditional functions of promoters in 

order to market themselves, but they need to be present and give of themselves in addition to this. 

Media presence is key; being present in both social media and traditional media is important to 

constantly remind the consumers about one’s work.  
 

It was pointed out from the focus group respondents that they do not interact much with their 

favourite artists. Some pointed out that they had tried asking questions directly to artists in various 

media platforms, without receiving any answers. This led to the respondents not wanting to try 
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contacting the artists again, as they saw it as unlikely that the artists would bother responding. The 

workload for the artist is the same whether they have 100 or 1 million fans, in terms of the content 

they need to share with the audience. The workload is, however, significantly higher if the artists 

are to actually interact with the fan base. It is evident that one person cannot reply to thousands of 

comments on a picture they publish, at least not without compromising the time spent on the 

creative work. It can, however, be helpful for relationship- and brand building to reply to some of 

the comments or ‘like’ some of the tagged posts, as other fans may notice this and see it as positive 

initiatives. In regards to shy artists not wishing to share too much of their personal life, it is 

important to emphasize that one does not need to share pictures of one’s private home, children and 

other family; being personal is possible by sharing pictures of band members, small updates on the 

progress of the new album, release dates etc., and other anecdotes from their lives.  
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8. Conclusion 
The conclusion will provide an answer to how digitalization affects the Norwegian music industry 

and the actors within it, and continuously add conclusions on the future situation.  
 

It can be concluded that streaming services have made illegal downloading less attractive, and thus 

the number of illegally downloaded files has decreased dramatically in Norway during the recent 

years. Money is coming back into the industry, with increased revenue the last two years, due to the 

streaming services in the market and an increasing demand for live concerts.  
 

Digitalization is positive for the Norwegian music consumers, as user-friendly streaming services 

provide them with access to a large database, where all the content is gathered in one place. Being 

provided with relevant recommendations from trustworthy sources, are thus important in order for 

the consumer to discover music. It can be concluded that the consumers are the only actors within 

the industry affected solely positively by digitalization.  
 

The Norwegian artists on the other hand, have been affected both positively and negatively by 

digitalization. They have greater possibilities to reach out (audience reach), social media makes it 

easier for them to promote themselves, and piracy has decreased. At the same time, it can be 

concluded that there is a sharpened competition on gaining attention and audience action, and not 

everyone can expect to make a living out of making music. In regards to social media and 

promotion in these channels, today it requires more from the artists themselves compared to earlier. 

  

Streaming has also changed the ways artists have to structure their work, as it has made a shift in 

listening habits from album to single-song listening. This means that artists need to stay visible all 

year around and constantly keep up the audiences’ interest, to generate as high number of streams 

as possible. Building and maintaining a relationship to fans is more important than ever. Artist 

cooperations are also found to be of higher importance, as artists can take use of each other’s fan-

bases in social media, which may lead to increased income (primarily from concert tickets).  
 

In the discussion on access-based versus context models, findings show that the context model will 

not replace the access-based model, as it mostly applies to hard-core fans. Economic distribution on 

the streaming services is to some extent challenging for the artists as it gives little instant payouts 
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immediately after a release. However, as streams live ‘forever’, artists need to look at streaming 

over a longer period of time before one can say anything about the income generated from a given 

song or album. In other words, the artists could look at being on the streaming services as a lifelong 

investment. It is therefore inconclusive whether the revenue from the streaming services is too low 

or not, as streaming still is relatively new to the market. It can, however, be concluded that 

streaming services have come to stay, with the access-model as the dominating model in the future. 

Although the access-based model will be the dominating model, new variations are likely to occur 

on top of it. As it is evident that live performances will remain the main source of income for artists, 

streaming of live concerts are likely to be an additional service in the future, as this also will benefit 

artists more in regards to profit in the future. 
 

In the economic distribution model discussion (pro-rata model versus user-centric model), it can be 

concluded that a user-centric model will create a more direct connection between artists and fans, as 

the artists get paid directly from the consumers who actually listen to them. It can be argued that the 

user-centric model is most democratic, and therefore the model of the future.  
 

Digitalization has moreover affected Norwegian artists in that sense that Norwegian consumers now 

have access to more music, providing them with the possibility to opt out Norwegian artists and 

rather listen to more international artists. It can be concluded that too many artists in Norway 

receive state grants, and that this affects the overall quality of Norwegian music. Furthermore, it is 

possible to measure actual listening through streaming, which was not possible in the CD age, and 

thus are the numbers from CD purchases and streaming of Norwegian artists not comparable. 

Moreover, media does not have the same resources as before, and this affects the media coverage of 

Norwegian artists. Traditional media is, namely still playing an important part as a tool for the 

promotion of artists.  
 

Norway’s role in the global music market was found to have changed due to digitalization, as 

Norway can be considered as a frontrunner in digital music distribution and consumption. It became 

evident that the Norwegian market is indicating how the future for digital distribution and 

consumption of music, gradually will play out in the rest of the world. Norwegian artists’ position 

in the global music market was also stated to have strengthened, as a consequence of digitalization; 
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all artists have the same possibilities to reach out to a global market if the quality of the music is 

good enough and appealing to the mass markets.  

  



	   114	  

9. Future research  

This thesis was written with little prior knowledge about the music industry, but the authors gained 

insight and learned much along the way. The aim was to explore the dynamics of the music industry 

in the digitalized society. The thesis may therefore serve as a starting point from which other studies 

may depart, and provides insight to the industry as of 2014, for researchers wishing to go in depth 

with one or several of the topics addressed. Many new research topics have arisen through the 

process of writing this thesis that might be interesting to explore further. The following section 

suggests topics for further studies, based on the information gained through the process of 

immersing in relevant theory and the conducted data.  
 

As the thesis found that there is clear consensus on NOK 99 being too low for the streaming 

services to maintain the same price level in the future, a relevant study would be to research the 

price sensitivity of the streaming services. Such studies should aim to come up with a price that is 

ideal for all parties; how much would the consumers be willing to pay for music access?  
 

As stated in the analysis, streaming of live concerts is mentioned as a possibility for increased 

revenue in the future. A study on the viability of this type of streaming would be interesting to 

conduct; is there a market for it, and are the consumers willing to pay for it? Furthermore, a study of 

this might reveal whether or not consumers would see streaming of live concerts as a sufficient 

alternative to being present at the actual concert.  
 

In order to explore which efforts in social media that generate the most, in terms of ‘likes’, 

feedback, streams etc., it would have been interesting to do a netnographic study in collaboration 

with an artist or a band. This would require the artist or band to give the researchers insight to their 

social media profiles. Facebook, for instance, have a tool for insight on the level of reach each post 

is gaining. Other analytical tools can also be applied in order to track the promotional efforts online. 
 

As stated in the ‘appliance of the thesis’, a study of digitalization in the music industry in Norway is 

applicable for other creative industries as well. In the contextual background of the thesis it is 

explained how the music industry was the first creative industry to be affected by digitalization, and 

thus a study of this industry may be used as an example of which challenges and opportunities other 

industries may encounter, and not least the possibilities arising from digitalization. As the music 
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industry belongs to the creative industries, similar studies can be made on e.g. the book industry and 

the movie industry, as these industries are likely to be facing many of the same challenges and 

possibilities as the music industry. In this regard it would be interesting to address topics such as 

tackling piracy, willingness to pay, online access-based models and user friendliness.  Moreover, it 

would be interesting to compare the three industries, to look at how the different industries have 

tackled digitalization in different ways, and possibly come up with main success factors from each 

industry that can be applied in all three industries.   
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