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ABSTRACT 

 

This thesis aims at investigating how the brand identity and brand image of the digitally present 

musician are constructed through use of social media. The research performed is constituted by a 

case study regarding the musician Heidrik a Heygum (HH). A qualitative research method is applied to 

the case study. Thus, interviews with both key actors in HH’s career and music consumers are 

conducted, as well as social media observations, in order to gain a well-rounded perspective of brand 

identity and brand image considerations. The thesis finds that the musician’s brand identity is 

influenced by a co-creation and negotiation process between the musician, manager and majors. In 

addition, there are factors indicating that the notion of being a digitally present musician increases 

entrepreneurial pressures for the unsigned artist. With regards to the brand image, this thesis 

proposes that the level of authenticity concerning the musician, affects the way music consumers 

perceive the brand image, due to concepts relating to support and feelings of direct interaction. 

Another key finding is that music consumers carefully select which artists to follow on social media 

due to considerations regarding their own social network. Additionally, it is found throughout the 

research, that the relationship between the brand identity and brand image is an interesting area of 

investigation. Social media is identified as a digital stage, which enables a link between artist and 

target groups, as it creates an artistic space. Here, everyone is allowed to have subjective experiences 

with the art and interact with the musician. Furthermore, the digital stage inherits multi-media 

characteristics, enabling the artist to use emotional branding as a tool for storytelling and thereby, 

assist in the construction of the brand experience. However, one problematic notion of the digital 

stage is identified as the crowded newsfeed, where the musician might experience problems with 

reaching aimed target groups, due to inflation of other musicians’ presence on social media. 
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CHAPTER 1: INTRODUCTION 

“Thanks to the amazing technology of the Internet, the audience for recorded music is 

fast-expanding across the world. Artists who might not otherwise find a way to make their 

music available can take advantage of the new ways to distribute music the Internet 

offers” 

Plácido Domingo, Chairman, IFPI Report 2012 

As the statement indicates, the Internet and its possibilities have transformed the way music is 

produced, distributed and consumed. The Internet has provided a space for social media interaction 

to take place, for private persons and for musicians’ in a mutual collaboration of the art form. The 

recent development of social media has radically changed the process in which musician’s gain 

mainstream success. Today, it is crucial to build up an audience online before pursuing mainstream 

success among major record companies (majors), which is exemplified by the famous case of Justin 

Bieber who reached a high level of popularity online before eventually being signed to a record deal 

(Lavaveshkul, 2012). He is currently one of the most successful pop stars in history (Euromonitor, 

2011).  The concept of the unsigned and digitally present musician searching for mainstream success 

is the main focus of this thesis. A background to the research question will be further explored 

below.  

1.1 State of the Art in the Field of Music 

The music industry has over the past decade been facing shifts in consumer culture and artist 

development. The reason for the shift seems to be related to the breakthrough technology of the 

Internet. Vaccaro and Cohn (2004:46) state that “… since 1999, the Internet has drastically altered 

the production, distribution and consumption of music”. Previous business models of the more 

traditional kind, such as business-to-consumers (B2C) have been replaced by a peer-to-peer concept 

(P2P) where people share music files illegally.  Consequently, the music industry has been forced to 

adapt to the new condition in various ways. One emerging trend is the importance of music videos, 

which is a widely popular concept on a global scale with successful examples as VEVO leading the 

way for visual consumption of music (IFPI Report, 2012). The above-mentioned aspects are not only 

having an effect on the music industry as a whole, it is also deeply affecting the artists within the 

field, i.e. the musicians.  
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1.2 The Musicians’ Perspective 

Firstly, the whole process of production and promotion has changed radically for musicians, which is 

described by Hughes and Reiner Lang (2003:184) as;  

“… the basic effect of the transformation of music from an analog to a digital entity has 

been a shift in power from the large and established music industry institutions to 

individual technology users, both as artists and as consumers, and to new businesses, 

which support such users”  

Thus, the development and evolution of the current digital music industry has provided musicians 

with the possibility of reaching music consumers directly and personally. However, the music 

consumers in the modern environment can be demanding. Browne (2012) claims that “… to satisfy 

fans, who've grown up with the Internet, musicians are expected to churn out new material as 

quickly as possible”. Hence, the pressure of speed of productivity and creativity is increasing for 

musicians as the music consumers’ demands are influential and heard. However, the Internet also 

provides the opportunity for unsigned musicians, meaning independent artists who are not signed to 

a record label, to reach specific niche markets (Hughes & Reiner Lang, 2003). This is indicating that it 

is possible for the musician to create a fan base and career even without being signed to a record 

label. The phenomenon, of unsigned musicians trying to create a fan base, is found frequently on 

social media.  

1.3 The Role of Social Media 

The Internet has established the base for social media platforms. Social media is defined by Kaplan 

and Haenlein (2010:61) as “… a group of Internet-based applications that build on the ideological and 

technological foundations of Web 2.0, and that allow the creation and exchange of user generated 

content”.  One example of social media is Facebook, which is based on connecting people with their 

social network. Facebook’s users create all content available by sharing it with their social network. 

Furthermore, Facebook also enables the concept of “liking” personally selected fan pages in form of 

“professional profiles” for companies, artists, musicians, actors etc. (Schonfeld, 2009) where direct 

interaction with “fans” or “followers” is possible. Thus, the social media user is in control of how 

information is generated, created, organized, and shared (Thackeray et al, 2009). This is the case for 

both the creators of “fan pages” as well as the regular users.  

Social media inherits the capabilities to directly engage consumers, facilitate increased viral 

marketing, and reach wider audiences at an increased speed (Thackeray et al, 2009). Hence, social 

media has created a space for individual musicians to promote their own music and have direct 
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interaction with music consumers, allowing them to reach a wide audience rapidly. There are several 

examples of musicians who have initiated their careers through amateur uploads on platforms such 

as YouTube or MySpace and through these forums, musicians have a chance to create their own 

audience, or fan groups, whilst gaining attention of key music industry stakeholders (Elliot, 2011). In 

turn, the possibilities of social media have enabled music consumers to grow increasingly 

sophisticated with their demands; in terms of selection, interaction, ways of consuming and 

discovering and collecting new music at a fast pace (Boyd Meyers, 2011).  Having the musicians’ 

situation in mind along with the recent developments of networking technology, there are increased 

demands on the musician to differentiate from the rest of the music selection and repertoire. 

Branding is one function that can enable the musician to do so.  

1.4 The Purpose of Branding 

As reported in an interview at Politiken.dk, Rex, a researcher at Roskilde University has investigated 

musicians’ conditions in the digital world. He states that it is more important than ever to stand out; 

“The ones who are good at telling stories and capturing interest are doing well, while the ones who 

are 'only’ good at writing songs are struggling” (Vuorela, 20131). In the context of marketing, this is 

what is called the process of branding.  

One definition of branding is that it functions as ”… a means to distinguish the products or services of 

one company from those of another” (Kotler et al, 2009:425). In the case of this thesis, it is not 

branding in a company context, rather at an individual level of differentiating from other musicians 

that will be of focus. Additionally, it is important to distinguish between two additional brand 

concepts; brand identity and brand image. Brand identity is the way the subject matter aims at 

identifying or positioning themselves, while brand image represents the way the consumers actually 

perceive the aim (Kotler et al, 2009). As previously identified, social media allows for direct 

interaction with music consumers and can therefore also assist in the process of communicating 

brand identity as the perceived brand image becomes visible through the interaction.  

1.5 Problem Area: The Musician’s Use of Branding through Social Media 

The framework of this thesis consists of three main topics and how they are interconnected, namely 

production and consumption of music, branding and social media. Firstly, the production and 

consumption of music will be investigated in order understand the forces influencing musicians and 

music consumers. The music industry is going through a tumultuous period, where old business 

models are not applicable in the modern digital society. The new and current social media tools 

                                                           
1
 Translated to English from Danish 
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provide a set of new opportunities for musicians and fans. Therefore, the concept of branding will be 

explored in order to gain knowledge on how it is possible for musicians’ to differentiate themselves 

in a fast-paced environment where it is difficult to gain exposure. More specifically, it is online 

branding that will be the main focus. By investigating social media, knowledge with regards to how 

the musicians can enable the branding process for the purposes of reaching an interacting with music 

consumers, will be provided. This will be exemplified through the case study of a specific musician 

and how his brand identity is constructed and how the brand image is received by the fan group 

through social media. This will provide an updated perspective of how the musician can use social 

media for self-branding purposes and will further explore the implications of the new technology for 

both the musician and the fan base. 

1.6 Research Question 

This paper will aim at investigating the following research question:  

How are the brand identity and the brand image of the digitally present2 musician constructed 

through social media? 

The research paper will take point of departure of the investigation of these concepts through the 

examination of the artist Heidrik a Heygum (HH). HH is a 29 year old musician from the Faroese 

Islands and he has been digitally present since the year of 2006. To this day, he is digitally present 

and has built and established an audience through his social media efforts. He is currently active on a 

broad range of social media platforms. Moreover, he is presently signed to a management company 

in Berlin, Germany. His management is currently in negotiations concerning a record contract with 

Universal Music and Sony Music (majors). Thus, this is a case of a musician who has started out as an 

amateur by sharing music online, and who now has the potential of becoming a professional 

musician through the use of social media where he shares his brand identity. The case will also be 

investigated from a music consumption perspective, in order to understand the brand image 

considerations from the music consumers’ perspective.  

With the above aspects in mind, the research paper will be built upon a number of supplementary 

research questions which aims at supporting the main research question, stated above. The 

supplementary questions will be presented below.  

                                                           
2 The term “digitally present” refers to musicians who are initiating and performing their creative activities 

online for distribution of their music.  
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What factors might influence HH’s brand identity? 

As a musician solely responsible for the transmission of the brand identity, it is highly relevant to 

explore potential pressures that might have influence of the musician’s brand identity, as it also 

might affect the perceived brand image.  

What factors might influence HH’s brand image? 

From a music consumption point of view, it is relevant to investigate factors that might have an 

influence on the perceived brand image.  

How does HH, the musician, use social media? 

This complementary question will aim at understanding the social media activities performed by the 

musician, in order to gain knowledge of the extent of interaction between the musician and the fans.  

How are HH’s brand identity and brand image interconnected? 

This question will enable an understanding of how the “sent” brand identity and the “received” 

brand image are interconnected from a relationship point of view.  

Finally, this thesis also finds it relevant to achieve a critical approach to the case, and is therefore 

aiming at exploring the potential consequences in the musician’s use of social media for branding 

purposes.  

With the aim of answering the stated research questions, qualitative research methods will be used 

to serve as primary data. The qualitative method will include interviews with key actors, such as the 

artist, managers, producer and fans, involved in HH’s music career in order to gain valuable insights 

of the specific situation. Furthermore, social media observation and secondary data collection will be 

performed in order to retrieve additional data.  

1.7 Delimitations  

Branding is a general term within marketing studies, and can be used in many ways in the context of 

the music industry. However, this thesis will focus on the concepts of brand identity and brand image 

rather than other brand concepts such as brand equity. This is due to the fact that the thesis will 

provide a sender and receiver perspective on the brand efforts, rather than a focus of economic 

factors or values.  

Moreover, this thesis will be further delimited with regards to social media, as only the social media 

platforms most crucial to the case study will be explored. HH is active on several different social 
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media outlets; however, during the research process it became evident that the primary social media 

channel used is Facebook. The primary use lies in Facebook’s ability to connect several different 

forms of social media in one place, such as posts including YouTube videos on the musician’s 

Facebook wall.  

The case study is delimited to the key actors in HH’s career. Consequently, neither previous nor 

future stakeholders will be interviewed. Thus, the focus lies upon people who are currently in first 

degree interaction with HH. This active decision has been made in order to fully commit to the 

investigation of HH’s situation and artistic efforts, in addition to the ones closest to him.   

1.8 Structure of Thesis 

Here I will briefly define the structure of the research paper in order to ease the understanding of the 

individual sections. The research paper will be divided into seven main parts. Chapter 1 consists of 

the previous sections, constituting the Introduction, where the background and purpose for the 

research paper has been explained. Furthermore, the chapter has provided the research questions 

that will constitute the backbone of the entire research paper. Chapter 2, the Theory, go on to 

present the theoretical framework used for the research paper, which is presented as a literature 

review. The chapter will finish with a concluding model, which will take all theoretical considerations 

into account. Chapter 3, the Methodology, consists of descriptions of the concepts of ontology and 

epistemology, research design, research methods and validity/trustworthiness, utilized in the paper, 

with the purpose of explaining how research has been performed and why it should be considered 

valid and trustworthy. Chapter 4 presents the specific details of the Case Study with the aim to 

present all relevant key actors interviewed for the research paper, as well as providing an 

understanding of the relevance of the case. Chapter 5, the Analysis, presents the empirical data 

gathered for the project, and will provide the reader with key insights found through the coding 

process. The Analysis will serve as the basis for Chapter 6, the Discussion, which will take all the key 

findings from the Analysis and discuss these alongside the findings from the theoretical framework, 

in order to establish new findings based of this research paper. Finally, Chapter 7 is constituted by 

the Concluding Remarks, with the purpose of offering answers to the research questions stated in 

the introduction.   
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CHAPTER 2: THEORETICAL FRAMEWORK  

Chapter 2 will aim at investigating the relevant theories concerned with the outlined research area. 

This theoretical framework revolves around the production and consumption within the field of 

music, the process of brand identity and brand image, and finally the emergence of social media. The 

chapter will be concluded by a constructed model, which will aim at clarifying the connections 

between the different theoretical concepts. The knowledge obtained in the following chapter will 

assist with answering the previously stated research question. 

2.1 Creative Industries and Creative Goods 

The field of music is often incorporated in the umbrella term creative industries, which is defined by 

Caves (2000:1) as “… industries supplying goods and services that we broadly associate with cultural, 

artistic, or simply entertainment value” and incorporates industries such as film, fashion and 

performing arts to name a few. The output in the field of music, what has been briefly referred to 

previously as creative products, could be considered to be a cultural good or the term which will be 

used in this paper, creative good. The term is defined by Hirsch (1972:641-642) as “’non-material 

goods directed at public consumers for whom they generally serve as an aesthetic or expressive, 

rather than clearly utilitarian function”. In the field of music, this could be for example songs or music 

videos. The production and consumption of creative goods will be explored below. 

2.1.1 The Field of Music – Production of Creative Goods 

With regard to the music industry, Hracs (2012) states that it is a creative industry in transition. This 

statement is founded on the notion that the music industry has been undergoing fundamental 

changes in recent years, due to technology developments and the digitalization of music. This is 

based on the notion that the digital technologies have democratized the innovation process, for both 

firms and individual consumers, meaning that they are free to innovate for themselves (Von Hippel, 

2005). This makes the production of music, which traditionally has been expensive and required 

specialized activities, accessible to a wider range of musicians (Leyshon, 2009). Thus, musicians are 

no longer dependent on collaborating with record companies, as they are free to create their art 

under their own premises. Hracs (2012:443) claim that “… technology has created a new structural 

and spatial order of independent music production in which individual musicians can make and sell 

music from anywhere”. It is not only the production process that has changed within the field of 

music, it is also related to the musician’s own ability to market and distribute music (Hracs, 2012).   
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The above stated changes have had implications on the role of the musician. Hracs (2012) claims that 

there has been a shift for musicians; from artist to entrepreneur, as they need to fill several functions 

of what Caves (2000) referred to as the notion of requirement of diverse set of skill. Thus, the shift 

from dependent to independent artist means that the artist gets into a more entrepreneurial role 

and that these new skills required must be paired with those of a legal expert, a financier, a manager 

to name a few (Greffe, 2004).  This is further elaborated by Hracs (2012) who divides the 

independent musician’s work tasks in to creative tasks, such as song writing and performing, and 

non-creative tasks, such as website maintenance and marketing, promotion and branding.  

The characteristics of consumption in the creative industries play a vital role with regards to 

understanding the supply and demand interaction which constitutes and determines the market size. 

This will be explored below.  

2.1.2 The Field of Music – Consumption of Creative Goods 

Creative goods are sometimes also classified as experience goods that are perceived subjectively by 

cultural consumers and cannot be accurately assessed until it has been consumed (Caves, 2000). This 

is questioned by Molteni and Ordanini (2003) who support the notion of experience goods. However, 

they claim that not even after the consumption of the creative good is it possible to fully assess it, 

due to quality uncertainty. Quality uncertainty entails that there are no accurate parameters for 

measuring the quality of the cultural goods. Rather, they are an expression of basic socio-cultural 

values among people with the value of the goods deriving from their subjective meanings, often 

difficult to measure as there is no standard reference in comparing taste. This is a concept brought 

up by Bordieu (1984) who claims that the interrelation between taste and cultural consumption 

fulfills a social function which, in turn, legitimizes social differences.   In other words, by consuming 

creative goods, in this case music, people express who they are and what social group they belong to, 

and what their identity is (Dolfsma, 1999). Furthermore, creative goods are usually consumed in 

social contexts and the “buzz” becomes a determining factor for success rates (Caves, 2000). Hence, 

the social word-of-mouth (WOM) effect becomes a crucial factor in consumption of music. This is 

also explored by Molteni and Ordanini (2003:391) who claim that due to the previously mentioned 

quality uncertainty, “people prefer what other people prefer”. They further stress the importance of 

the socio-network effect, which is built around the notion that tastes for creative goods are 

essentially group-based and built around clusters or profiles of consumption. Thus, how consumers 

act, what they consume, and how they respond to novel opportunities is highly dependent on 

observation of others reactions. This is what Caves (2000) call herd behavior which is when the 

consumer looks to see what everybody else is doing. Thus, consumption of music is a highly social 
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process, dependent on closely linked networks. This is grounded in the fact that people value 

conversations about creative goods, which is one of the key triggers for WOM transmission of 

information. This creates a social contagion process among consumers (Molteni and Ordanini, 2003) 

where individual tastes are in continuous interaction with tastes of those of others. Molteni and 

Ordanini (2003) further state that social spaces that facilitate interaction therefore act as an 

important factor in the case of music, where music consumers can meet and explore  each other’s 

tastes. Examples of this social interaction are found in music fanzines and Internet user groups.   

The tendency of music consumption being closely knit with the notion of expression of identity is 

highly related to the concept of branding. Thus, in order for the music consumers to want to be 

identified with a specific musician, and by doing so creating their own brand, the musician need to 

have a strong brand in the first place.  These aspects will be explored below.   

2.2 Branding 

Branding can be defined as the sum of the functional and emotional characteristics, both tangible 

and intangible that a consumer attributes to a product or service (de Chernatony and McDonald, 

1998). Additionally, Kotler et al (2009:426), states that “… in a consumer culture people no longer 

consume for merely functional satisfaction but consumption becomes meaning-based and brands are 

often used as symbolic resources for the construction and maintenance of identity”. Hence, 

consumers use brand attributes to create their own identity and therefore one can conclude that the 

brand is only as strong as it is in the minds of the consumers.   

2.2.1 Consumer Influence 

The nature of consumers’ behavior has evolved and developed over the past few years. Prahalad and 

Ramhaswamy (2004) declare that in the present environment, consumers are informed, networked, 

active and global. They further claim that these informed, empowered and active consumers are on 

the verge of learning that they can extract value from traditional offering relationships. One of the 

reasons for this could be due to increased consumer-to-consumer (C2C) communication which 

enables interaction and dialogue between consumers. Therefore, the consumers have an alternative 

source of information and perspective, not only from the subject with the offering. Hence, 

consumers are able to choose which offerings they think fit best with their expectations of how value 

should be created for them, subjectively.  

The way that offerings often are communicated to consumers is frequently through marketing 

efforts. One strategy that is globally accepted and widely used to enhance and maintain well-

functioning customer relations is the concept of emotional branding.  
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2.2.2 Emotional Branding 

Branding research has confirmed the importance of the previously mentioned experience goods, as 

the consumers are no longer only interested in purely functional products and services. Rather, the 

concept of emotions has become a key function in branding strategies, as they play an important role 

for consumers in terms of selection, satisfaction and loyalty towards the brand (Morrison and Crane, 

2007). Emotional branding is defined as;  

 “…engaging the consumer on the level of senses and emotions; forging a deep, lasting, 

intimate emotional connection to the brand that transcends material satisfaction; it 

involves creating a holistic experience that delivers an emotional fulfillment so that the 

customer develops a special bond with and unique trust in the brand”  

(Morrison and Crane, 2007:410) 

Thus, emotional branding is a long-term approach to closely knit the brand inside the consumers’ 

emotional space in order to gain sustainable loyalty. Duffy and Hooper (2004:9-10) further underline 

the importance of emotional branding and state that “…marketers need to focus on gaining ‘share of 

person’ as opposed to ‘share of wallet’ as well as considering how to best embrace the hearts, minds 

and souls of the consumers that they are marketing their products and services to”. Furthermore, 

they go on to claim that if the emotional branding is performed accordingly by brands, the brands 

will gain a high degree of loyalty from the consumers. Consequently, this will turn in to long-term 

value and possible profits. However, it has been introduced by Scolari (2008) that brands are not able 

to directly express values, rather they present narratives; the brand is the route to which the values 

can be shared with the consumers through the use of “possible worlds” that the consumer can be a 

part of. 

2.2.3 Personal Branding 

It is crucial for the sake of the research purpose, to bring up the notion of personal branding, which is 

a concept widely used among musicians. Similar to product- and corporate branding, personal 

branding is about capturing and promoting an individual’s strengths and uniqueness (Sheperd, 2005). 

The reason for personal branding varies, including gaining employment, self-expression and 

establishing social relations (Sheperd, 2005). Furthermore, Montoya (2002) suggest that personal 

brands typically are built around an area of specialization, for example by ability, by lifestyle, by 

mission etc. In order for the brand to grow strong, the person needs to focus solely on the chosen 

specific area of specialization.  
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According to Peters (1997) the concept of personal branding rests on the assumption that everyone 

can be their own brand and a person’s main job is to be their own marketer. This is closely connected 

to the concepts Goffman (1959) presented, stating that all humans have a “front stage” and “back 

stage”, where the things we show in the front stage are carefully selected. Thus, “… people’s identity 

is like a mask: the conceptions individuals have of themselves, the self they would like to be, and the 

self they wish other to perceive” (da Silveira et al 2011:4). Thus, when establishing a personal brand, 

one must consider which qualities and characteristics that will be visible and which ones to cover. 

This is also closely related to the concepts of brand identity and brand image which will be 

investigated below.  

2.2.4 Brand Identity and Brand Image 

Brand identity is defined as how a brand source seeks to identify itself, and, as the uniqueness and 

essential idea of the brand (Margulies 1977, da Silveira et al 2011). Thus, it is through the brand 

identity, the brand source seeks to convey its distinctiveness and individuality to all of its audiences. 

Brand image is defined by Kotler (1988) as “… the set of beliefs held about a particular brand” (in 

Nandan 2005:266). Nandan (2005:267) ellaborates that “… clearly, consumers form an image of the 

brand based on the associations that they have remembered with respect to that brand”. Thus, the 

brand image is constituted by the things that exist in the consumers’ minds, created by certain 

associations.  

Furthermore, it is important to achieve an understanding of the difference between brand identity 

and brand image. This is summarized in Figure 2.1.  

 

Figure 2.1: “Difference Between Brand Identity and Brand Image”, Nandan (2005) 

Thus, there is a distinction between how the brand aims at positioning itself and how the consumers 

actually perceive and receive it that is important to consider (Coop, 2005). This paper, supported by 

Nandan (2005), further suggests that the communication process of brand identity could be viewed 

as follows: 



17 
 

 

Figure 2.2: “The Transmission of Brand Identity to Brand Image” Nandan (2005) adapted by the 

author 

There are scholars who suggest that the branding message needs to be clear and consistent in order 

to create an impression of authenticity (Labrecque et al, 2010).  However, this can become a 

problematic aspect as Sheperd (2005:7) claims that “… despite the importance of developing a 

coherent brand image, it is normal for individuals to develop multiple roles, personas and self-images 

in their personal, social and working lives”. This is applicable to the case of musicians. Sheperd (2005) 

claims that top musical artists, such as David Bowie, Madonna and Kylie Minouge, have understood 

the importance of not confusing the audience with multiple brands. Rather, they have constructed a 

sequence of brands when the time has been right for changes which have ensured them mainstream 

success in their fan bases.  

It is a great challenge to communicate a strong identity that will leave a lasting impression of the 

brand image in the minds of the consumers. How this process can be made possible will be explored 

below.  

2.2.5 Branding through Storytelling 

One way of communicating brand identity followed by the receiving of brand image is through the 

concept of storytelling. Stories “… provide a bridge between the tacit and the explicit, allowing tacit 

social knowledge to be demonstrated and learned, without the need to propositionalize ethics” 

(Linde, 2001). Thus, storytelling and stories assist individuals in understanding their experience and 

their social world (Cooper et al, 2010) as storytelling is based on the notion that human memory is 

story-based (Schank, 1999). Furthermore, a story is useful as it contains indices, or in other words “… 

touch points to the lives of the listeners/viewers or to others that cause implicit and/or explicit 

awareness and emotional connection/understanding in the minds of listeners/viewers” (Woodside, 

2010:532). Thus, as the previously mentioned concept regarding emotional branding stress the 

importance of emotional connections between brand and consumer, the emotional tie between the 

brand and the consumer is enabled by storytelling. Figure 2.3 illustrates the relationship between the 

brand and the consumer through the use of storytelling.  

 

Brand Identity: 
Sender 

perspective 

Brand Image: 
Receiver 

perspective 
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Figure 2.3: “Branding is the Goal, Storytelling is the Means” adapted by the author from Fog et al, 

2010:24 

Cooper et al (2010:557) states that due to the evolution of technology, “… mass media vehicles such 

as music, radio, film and television are central storytellers in society, communicating social and 

cultural ideals to consumers”. Hirschman (2000) further claims that popular culture continually 

renews stories of fundamental concern for humans, such as love, loss, and good conquering evil 

(Thompson 2004), in order for the stories to stay relevant to the contemporary consumers. 

Consequently, “… the symbolic depiction of human behavior and brand narratives in the text of 

popular culture presents consumers with identity and lifestyle ideals” (Cooper et al 2010:558). 

Hence, consumers use certain narratives in order to construct their own identity. Murray (2002)  

claims that consumers use consumption practices, such as trends or fashion, to continuously engage 

in an interpretive dialogue with other individuals, which in turn shape and construct their identity. In 

other words “… consumers can construct the self, using the symbolic meaning of a brand as a 

resource” (Cooper et al 2010:559). Thus, both brand sender and brand receiver use different 

narratives to construct their own brand identity.  

Branding 

Storytelling 
Target 
Group 

- The target group 

grasps the sender’s 

values and message. 

- The target group 

empathizes with the 

sender 

 

- A story 

communicates 

values in a way that 
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- A story speaks to 

the emotions 

- A strong brand is created 

by a strong identity/culture 

- A strong brand is built on 

an emotional connection 

with the consumer 
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One way of reaching an audience when communicating emotional brand messages through 

storytelling, is over the Internet. This is where a great deal of interaction is taking place in modern 

society and where brands easily have access to reaching consumers.  

2.2.6 Branding Online 

The rapid growth of the Internet; its sophisticated technology, Web 2.0 applications and accessible 

personal information, has provided marketers with many new opportunities to connect with 

desirable target groups and consumers.   

When considering the communication between people who share similar brand interests, it is 

relevant to investigate the emergence of virtual brand communities. Muniz and O’Guinn (2001) 

define brand communities as a specialized, non-geographically bound community, based on a 

structured set of social relations among admirers of a brand. Brand communities are found both in 

online and offline settings, but what separates the virtual brand communities from the offline ones is 

the concept of members participating regardless of geographical or spatial boundaries. The main 

differences and the shift from offline to virtual communities are illustrated in figure 2.4.  

 

Figure 2.4: “Differences between Brand Community and Virtual Brand Community” Sicilia and 

Palazon (2008) 

Hence, virtual brand communities are useful for reaching a vast amount of people interested in the 

brand as well as receiving input and feedback from the members.  

Sicilia and Palazon (2008) further notes that the virtual brand communities enable the members to 

obtain a distinct set of values. Firstly, virtual brand communities create functional values, which are 

derived from sharing of information, advice and expertise. Secondly, they also produce social values 
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with regards to being a symbol of social status and also acting as a forum where people can connect 

with others with similar interests. Finally, virtual brand communities provide entertainment values in 

the shape of the fun and relaxation that the community members experience when interacting with 

each other.   

Problems that can arise with online personal branding is the notion of potential stories that dilute 

the brand message (Labrecque et al, 2010). The main unique features of the Internet in a marketing 

context is its interactivity, variety and customization, global access, time independence and that it is 

interest-driven (Dann and Dann, 2001). Thus, online communication among people who share similar 

interests, for example for a specific personal brand of a musician, travels rapidly and on a global 

scale. One example of an issue that could arise and be communicated rapidly online, could possibly 

occur if the online personal brand does not live up to the consumer’s expectations when meeting in 

real life (Frost et al, 2008). In the case of a musician, this could entail that there are set expectations 

from the online personal brand for what the consumer would expect from a live performance or 

interaction. As noted by Smith and Zook (2011:5), “…marketing communications are morphing with 

customer experiences and product development and distribution, as the impact of digital media is 

hugely enhanced by social media”.  

This brings up a new concept, social media, which is an effective way, if used accurately, to reach 

target consumers. The notion of social media will be discussed in the following section.  

2.3 Social Media  

Castells (2000) has famously stated that we live in a network society. The network society is defined 

as the social structure in the Information Age and is characterized by being informational, global and 

networked. Informational refers to the capacity of generating and managing information, determines 

the productivity and competitiveness of an entity. The global feature concerns the notion of working 

on a planetary scale. Finally, the quality of being networked refers to the notion of connectivity 

which constitutes the heart of the informational production and the global economy. Thus, since we 

live in a network society, major focus is put on the individuals own network. Online social networks 

are usually referred to as social media. The media has become the umbrella term for all websites that 

integrate technology, social interaction and user-generated content (Siapera, 2012). According to 

Kotler et al (2009), the notion of social networks has revolutionized the way people communicate 

and share information with one another. Social network sites are defined by Boyd and Ellison 

(2007:211) as;  
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“… web-based services that allow individuals to (1) construct a public or semipublic profile 

within a bounded system, (2) articulate a list of other users with whom they share a 

connection, and (3) view and traverse their list of connections and those made by others 

within the system”  

Thus, social media are based on user profiles where each user can customize their profile based on 

their own interest. Salo et al (2013) claims that social media sites differ from the previously 

mentioned brand communities as different social media sites fulfill different purposes among users, 

such as a mix of interests and personal relations. Thus, as the own social network is of importance on 

social media, research has shown that most of the relationships on social network websites are 

mostly formed on the basis of existing offline ones (Siapera, 2012).  

Online social networks enables the concept of electronic word-of-mouth (e-WOM) which is defined 

as a “… statement made by potential, actual, or former customers about a product or company, 

which is made available to a multitude of people and institutions via the Internet” (Hennig-Thureau 

et al, 2004:39). Hence, C2C communication is, to a large extent, enabled through the e-WOM made 

possible by social media. Siapera (2012) concludes that there are three main characteristics of social 

media; by allowing users to create, download and share contents, users are provided with the 

opportunity to publish a profile with personal information to enable one user to connect with 

another.  

Social media has become widely popular on a global scale, and according to the Social Media Report 

(2012), people spend more time on social media sites than any other website. People spend on 

average 20% of their time in front of a computer on social media sites. Examples of popular and 

widely used social media sites are Facebook, Twitter, YouTube, MySpace, LinkedIn and Pinterest 

(Sorav, 2012). However, social media has not only had a huge impact on the way online users 

interact, it has also created a platform for brands to interact directly with consumers which will be 

explored below.   

2.3.1 Branding through Social Media 

Social media has opened up the opportunity for brands to create social media profiles and thereby 

interact directly with consumers and gain competitive advantage (McKee, 2013). Smith and Zook 

(2011:6) claim that “… social media opens up new channels of communication that give marketers 

direct access to customers and opinion formers”.  

Smith & Zook (2011) further emphasize the shift in the rapidness of brand building as a consequence 

of social media. This has had vast impact on the way marketing and branding is performed in the 
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current environment. This also goes for the previously mentioned concept of brand identity, which 

deals with the way the brand itself wants to be portrayed and positioned. The notion of social media 

has changed the process of identity creation, for both brands and for people. Zhao et al (2008) claims 

that the disembodied online environment which constitutes social media, makes it possible for 

people to reinvent themselves through the production of new identities. This implies that social 

media interaction allows for unique ways of creating an appropriate identity for brands and 

individuals. Labrecque et al (2011) found that people both implicitly and explicitly brand themselves 

using content they place online, on social media. However, Stelter (2009) emphasizes that the 

ownership of online information is ambiguous and difficult to control, because content posted in an 

online setting becomes both permanent and widely accessible. The following section will aim at 

summarizing the implications that might affect branding on social media.   

2.3.1.1 Implications of Branding on Social Media  

Firstly, social media has enabled social word-of-mouth (Social Media Report, 2012) Consumers have 

the ability to generate and access opinions of a very big audience.  Social media has removed the 

geographical and spatial limitation and given new power to consumers through e-WOM. This is 

further supported by Guldbrandsen and Just (2011), who claim that online communication is 

negotiable and uncontrolled, which means that users have easy access to using and producing online 

communication. Moreover, they also claim that online communication is time- and space free, 

referring to the notion of globalization and the boundaries broken by the Internet.  Thus, online 

communication through social media is a powerful tool for e-WOM.  

Secondly, social media has transformed the way purchase decisions are made (Social Media Report, 

2012), as the consumers have evolved into hyper-informed consumers. Social media allows the 

consumer to learn about the experiences of others, retrieve more information about brands, 

products and services, as well as allocate good deals and purchase incentives. This is enabled by the 

concepts referred to as hyper-textual and hyper-public (Guldbrandsen & Just, 2011). Hyper-textual 

refers to the practice of linking and further relates to the concept of hyper-media which refers to the 

merging of multimedia content. Hyper-public entails that due to the Internet and all its 

characteristics, more people have faster access to more communication produced by a large amount 

of people, extending beyond the private sphere. Hence, Internet users have access to an extensive 

pool of knowledge allowing them to become hyper-informed.  

Finally, social media allows for opportunities for engagement (Social Media Report, 2012). The 

consumer attitude towards advertising on social media is still evolving, but there are some 

interesting patterns to take note of. One third of social media users find ads on social media 
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irritating, however, more than a quarter of the users’ claim that they are more likely to pay attention 

to an ad shared by a social connection. Furthermore, more than a quarter of social media users also 

say that they are ok with tailored ads that are based on their profile information. The opportunities 

of user engagement, is referred to by Guldbrandsen and Just (2011:1100) as two-way mass 

communication. In other words, “…one interacts directly with the few, and indirectly with the many”, 

which implies that feedback is a crucial element in the communication process and affects behaviors 

and attitudes.  

With these implications regarding social media branding stated, it is relevant to investigate how this 

concept functions specifically within the creative industries and more in detail, from a musician’s 

perspective.  

2.3.2 The Musician’s Use of Branding on Social Media 

From a musician’s perspective, the social media platforms have become prominent tools for self-

promotion and branding through identity-building, more specifically through the availability of fan 

pages on social media sites (Salo et al, 2013). Rollet (2010) claims that social media has become a 

very important tool for musicians’ marketing purposes. He states that “… today's musicians, both 

mainstream and indie, are using social media to connect with fans, build anticipation, and generate 

revenue in new and unique ways”. As mentioned in Chapter 1, music consumption has been 

undergoing a transformation due to two main reasons; firstly, because of technology advancements 

and secondly, because of consumer dissatisfaction with the traditional business model (Vaccaro & 

Cohn, 2004). Thus, social media enables usage of the new technological opportunities and direct 

interaction with consumers which possibly could enhance consumer relations. Salo et al (2013) have 

found that when fans join fan pages of smaller music artists, participants usually signal support, 

whereas more established artists’ fan pages serve a more informational purpose.  

Furthermore, Rollet (2010) claims that; “… musicians are taking it upon themselves to use social 

channels to connect with fans, offer value, and create relationship”. Hence, musicians can benefit 

from being active on social media due to independence, control of own branding efforts, enhanced 

consumer relationships and new revenue streams. However, this also have implications for the 

musician, where he or she is functioning more like an entrepreneur rather than solely an artist 

(Hracs, 2012).  

2.3.2.1 Strategic Considerations for the Musician 

It is important to keep in mind relevant strategies for musicians’ social media interactions in order to 

achieve best possible results for the use of branding. Firstly, it is crucial for the subject matter to 
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carefully choose which medium to use which is dependent on the aimed target group and the 

message that is going to be communicated (Kaplan and Haenlein, 2009). Salo et al (2013) reinforces 

the concept of target group segmentation for the musicians and states the importance of choosing 

appropriate social media tools and communities and to define what role they will be playing.  Kaplan 

and Haenlein (2009:65) state that “… it’s all about participation, sharing and collaboration rather 

than straightforward advertising and selling” when analyzing and creating the strategy. Additionally, 

ensuring activity alignment throughout the various social media channels used in the strategy is of 

importance (Kaplan and Haenlein, 2009). Hence, musicians’ branding efforts need to recognize 

consumer needs and understand the logic and dynamics of the different communities (Salo et al, 

2013) in order for activities to be aligned.  

2.3.2.2 Considerations of Music Consumers 

With the strategic considerations from the musician’s point-of-view established, it is furthermore 

relevant to look into the music consumer patterns on social media. Potts et al (2008) claim that the 

actions of consumer choices are highly dependent on the choices of others in creative industries. This 

means that individual choice within the creative industries is embedded in a complex social system of 

individual choices of others. Potts et al (2008:5) further states that “… the creative industries rely, to 

a greater extent than other socio-economic activity, on ‘word-of-mouth’, taste, cultures and 

‘popularity’ such that individual choices are dominated by information feedback over social networks 

rather than innate preferences and price signals”. This is an important point to make, as it shows the 

significance of the social media users’ own network in relation to their consumption of creative 

goods, or in this case, music. Thus, it can be concluded that social media enables valuable consumer 

interaction through the network, where trends and tastes are established, playing an important role 

with regards to the musicians’ brands.  

  



25 
 

2.4 Constructing the Musician’s Brand Identity and Brand Image through Social 

Media 

The model below aims at illustrating the correlation between the mentioned concepts brought up in 

Chapter 2 regarding the process constructing the brand identity and brand image in the context of 

the musician and the consumers of creative goods through social media. 

 

Figure 2.5: “Construction of Musician’s Brand Identity and Brand Image through Social Media” 

As this thesis aims at exploring how the musician’s brand identity and brand image are constructed 

through social media, the above model aims at clarifying the theoretical framework.  

Firstly, it has been stated that there are forces in production of music affecting the musician, and in 

turn, possibly affecting the brand identity of the musician. Examples of this were found in the shape 

of the music industry being in a transition phase, where musicians have less dependency on record 

companies, but are required to function like an entrepreneur. 

Secondly, it has been established that there are forces in consumption of music, which could possibly 

affect the way music consumers receive the brand image of the musician. Examples of this include 

the concept that consumer choice is dependent on socio-cultural values, established through a social 

contagion process. The choice of music consumption is therefore an indirect expression of the music 

consumers own identity.  

Furthermore, the theoretical framework has suggested that the interaction of brand identity and 

brand image is effectively communicated through social media, due to its collaborative 
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characteristics. Examples of this which have been established, includes enabling of social W-O-M and 

creation of opportunities for engagement by being built upon global networks.  

The chapter has also proposed the importance of the use of emotional branding through storytelling, 

in order to reach desired target groups. Although these aspects have been identified as important 

and relevant, it is still unclear how they are used specifically in their practical form. Thus, the 

concepts need to be investigated empirically before settling on their meaning.  

Having established the theoretical framework, the next chapter will aim at investigating the 

methodological considerations on which this thesis is based upon.   
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CHAPTER 3: METHODOLOGY 

Chapter 3 is dedicated to Methodology, which is referred to by Eriksson and Kovalainen (2008:16) as 

the “…organizing principles, which provide the procedure for guiding the research process and 

research design”. It therefore aims at describing the research process, where empirical data has been 

gathered. In the coming sections, the concepts of ontology and epistemology, research design, 

methods and validity/trustworthiness will be explored in order to explain the actual research process 

of this thesis.  

3.1 Ontological Considerations 

Ontology is defined as “… the ideas about the existence of and relationship between people, society 

and the world in general” (Eriksson and Kovalainen, 2008:13). Thus, it is the philosophy that concerns 

the nature of social entities (Bryman and Bell, 2007). One of the key points within ontology is the 

question whether social entities should be considered “objective entities that have a reality external 

to social actors, or whether they can and should be viewed upon as social constructions built up from 

perceptions and actions of social actors” (Bryman and Bell, 2007:22). This paper has selected the 

latter approach.  

A constructionist approach assumes that “… social actors produce social reality through social 

interaction. This means that they also can change their views and understandings of social reality 

through interaction” (Eriksson and Kovalainen 2008:13-14). This implies that social phenomena are 

not only produced by social interaction, but that they are in a constant flux of revision. Thus, this 

thesis acknowledges the importance of social interaction which is why it is crucial for investigating 

relevant stakeholders, as well as the viewpoint that the social phenomena of the digitally present 

musician is a phenomena in constant flux, due to future social interaction.  

With the concept of constructionism established which defines how this thesis views the social 

world, it is also important to pinpoint how the notion of knowledge is approached. This will be 

discussed in the next section.  

3.2 Epistemological Considerations 

Epistemology is the philosophy concerned with the nature of knowledge. According to Eriksson and 

Kovalainen (2008:14), epistemology “…defines how knowledge can be produced and argued for” and 

further, “… defines and gives structures to what kind of scientific knowledge is available, what are 
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the limits for that knowledge”. This is further established by Bryman and Bell (2007) who claim that 

epistemological issues concern what should be regarded as acceptable knowledge.  The question 

hereby lies, whether or not the social world can and should be studied “… according to the same 

principles, procedures and ethos as the natural sciences” (Bryman and Bell, 2007:16). This paper has 

chosen an approach that does believe that there is a difference between natural science and social 

science, namely interpretivism, which will be discussed below.  

Within the concept of interpretivism, the stance is founded around the previously mentioned notion 

that reality is being socially constructed. Thus, knowledge is only available through social actors 

(Eriksson and Kovalainen, 2008), which implies that social scientists are required to grasp subjective 

meanings of social actions (Bryman and Bell, 2007) in order to attain knowledge. Thus, the basis of 

the knowledge attained from social actors relevant to the case, will be interpreted from a subjective 

point of view by the author of this paper, with the aim of grasping the subjective meanings of the 

actors interviewed.   

In order to comply with the selected approaches, constructionism and interpretivism, an appropriate 

research strategy has to be implemented. As previously mentioned, this thesis bases the empirical 

data from information gathered from key actors and it is therefore crucial to use a research strategy 

that enables interpretation and provides valuable insights. Therefore, a qualitative research strategy 

has been selected and will be discussed below.  

3.3 Research Strategy: Qualitative Research 

Qualitative research is defined by Denzin and Lincoln (2000:3) as “…a situated activity that locates 

the observer in the world. It consists of a set of interpretive, material practices that make the world 

visible”. They go on to claim that qualitative research entails a natural, holistic approach to the world 

which means that researchers of this practice study things in their natural setting, attempting to 

make sense of, or interpret, phenomena that are brought to them by the meanings of people. 

Bryman and Bell (2007) further claim that qualitative research, in contrast to quantitative research, is 

concerned with words rather than numbers; that it is the point of view of participants that is the 

central focus; that the researcher is close to the research objects, rather than distant. Ercikan and 

Roth (2006) state that qualitative research is subjective and context-based, which is one of the 

arguments for it enriching the research process. It should be noted that qualitative research methods 

have been critized for being too subjective, and is difficult to replicate, due to the problem of 

generalizing and lack of transparency (Bryman and Bell, 2007).   However, as qualitative research 

enables the notion of interpreting subjective meanings, by focusing on words rather than numbers 
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and with the participants point of view being in focus, I found that this was the most appropriate 

research strategy.  

Qualitative research also stems from the belief that theory and concepts emerge from data, rather 

than theory and concepts being tested in research (Bryman and Bell, 2007). This focal point will be 

explored below.  

3.3.1 Iterative Research 

The final point in section 3.3 is concerned with the concepts of inductive versus deductive research. 

Bryman and Bell (2007:14) simplifies the distinction between the two in the following manner; 

“… whereas deduction entails a process in which: theory  observations findings, with 

induction the connection is reversed: observation/findings  theory”   

However, it is important to note that the research process usually involves a combination of the two 

approaches to a certain extent (Bryman and Bell, 2007; Eriksson and Kovalainen 2008). This general 

strategy is usually called iterative research, which describes the notion of weaving back and forth 

between data and theory (Bryman and Bell, 2007). This thesis will follow the iterative method as the 

author of this paper believes that the research process is not always streamlined. Thus, going back 

and forth between data collection and theory might be necessary in order to collect and identify the 

most relevant theories and empirical findings.  

With the research strategy established, it is further necessary to look in to the details of the specific 

research design of this thesis, as it defines the structure of the research.  

3.4 Research Design: Case Study 

The purpose of a research design is that it “… provides a framework for the collection and analysis of 

the data” (Bryman and Bell, 2007:40). A case study research design was selected, as it aims to 

explore and portray a setting with an outlook to advancing understanding of it (Cousin, 2005). In 

other words, it is one case and its context that is being investigated in depth in order to understand 

the complexities and the particular nature of the case. From there, it is possible to provide an in-

depth elucidation of the case (Bryman and Bell, 2007). Gerring (2004:342) defines a case study as “… 

and intensive study of a single unit for the purpose of understanding a larger class of (similar) units”, 

where a unit represents a spatially bounded phenomenon, such as an organization or a person. 

Hence, case studies can concern a wide range of different topics, such as a single organization, a 

single location or a single person. This thesis will use HH, the digitally present musician, as a case. 

Therefore, focus will be on a single person, and the key actors and forces surrounding HH.  
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This thesis has taken on an exploratory approach, which is used to “… describe an intervention or 

phenomenon and the real-life context in which it occurred” (Yin 2003, in Baxter and Jack 2008). In 

other words, HH is being investigated through the exploratory approach, in order to take the 

contextual real-life considerations into account as empirical data.  

However, it should be noted that case studies have received a great deal of criticism for their lack of 

external validity or generalizability (Bryman and Bell, 2007), meaning the question whether one 

specific case and its findings can be applicable to other cases. Inversely, Flyvbjerg (2006) argues that 

even if it is not always possible to attain formal generalization of knowledge, it is still an important 

point in knowledge creation. He states “… that knowledge cannot be formally generalized does not 

mean it cannot enter into the collective process of knowledge accumulation in a given field or in a 

society” (2006:227). Gerring (2004:346) concludes this discussion by stating that a case study indeed 

can be “fuzzy around the edges”, however, he further states that it still can provide distinctive 

characteristics and findings. Thus, the researcher of this thesis is aware of the limitations of the case 

study, but argues that valuable knowledge is still attainable.  

The research methods for the actual collection of empirical data in this case study will be described 

and discussed below.  

3.5 Research Methods 

This thesis has employed the concept of triangulation which entails “… using more than one method 

or source of data in the study of social phenomena” (Bryman and Bell, 2007:412). Triangulation can 

operate within and across research strategies, which provides a full spectrum of insights, rather than 

limiting the research to only one research strategy. I have collected empirical data through three 

main ways; interviews, social media observation and secondary data.  

A research method is “… simply a technique for collecting data” (Bryman and Bell, 2007:40). Thus, it 

is the actual process where empirical data is gathered and structured. The research methods used in 

this thesis will be explained below.  

3.5.1 Data Collection 

The primary qualitative data collection in this thesis consists of interviews with key stakeholders in 

HH’s career as well as the music consumers, e.g. the fans. Social media observation was used in order 

to retrieve further empirical data from the consumer group by extracting value from user-generated 

content on social media platforms. Secondary data was used for the purpose of complementing the 

gathered primary data. These concepts will be described below.  
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3.5.1.1 Open-Ended Interviews 

Eight open-ended interviews were performed with both key actors in HH’s career and consumers, 

e.g. fans, in order to outline the specific context in which HH exist. The open-ended interviews 

followed the process of the researcher having a pre-set list of topics which were brought up with all 

the respondents. This way, there is great leeway for the respondent in how to reply and thereby the 

process is flexible. Depending on the responses from the different interviewees, the researcher asked 

follow up questions subjective to the interviewee at hand. In qualitative interviewing, great emphasis 

is put upon the respondents’ subjective point-of-view and the flexible approach enables the 

respondent to set the interview agenda (Bryman and Bell, 2007). Therefore, this type of data 

collection was applied in order to extract as much valuable personal knowledge as possible about 

current situational factors and potential strategies for usage of social media in branding purposes 

from the respondents. In other words, it was the interviewees who brought up fruitful and relevant 

empirical data, which in turn also supports the iterative research process due to its flexibility.  

The table below illustrates the open-ended interviews performed with key actors in HH’s career: 

Creatives HH 

- Artist 

JR 

- Music Producer 

Business CS 

- Business Manager 

UU 

- Social Media Manager 

Figure 3.1: “Interviewed Key Actors in HH’s Career” 

As the table suggest, two interviews were performed with persons who are involved with the 

business processes of HH’s career, and two interviews were conducted with “creatives”, in order to 

outline insights from both a managerial and a creative perspective. Two of the interviews were 

conducted face-to-face (HH and UU) whereas the other two (CS and JR) were conducted over Skype 

due to geographical differences. Topics brought up during the interviews consisted of background of 

the interviewee, relationship to HH, thoughts of social media to name a few.  

Furthermore, open-ended interviews were also performed with music consumers; the fans of HH: 

Music Consumers Interviewed Amateur Music Consumer Active Music Consumer 

Discovered HH Online JL JH 

Discovered HH Offline PW EJ 

Figure 3.2: “Interviewed Music Consumers” 
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The open-ended interviewing technique was also used for the consumers, in order to extract 

knowledge on music consumption habits, the connection to HH and viewpoints on HH as an artist. As 

the table illustrates, there is a division between discovering HH online or offline, and also degree of 

the interviewees own musical interest. The differences of own musical interest will not be brought up 

further, but it is an illustration of an ambition of getting a wide array of opinions and thoughts, in 

order to gain knowledge from as different actors as possible which enriches the empirical data.  

3.5.1.2 Social Media Observations 

During the data collection, it became visible that it was of great importance to investigate actual 

online consumer behavior due to the topic of the thesis, concerned with social media, as well as the 

notion that data could be found in the observable.  Therefore, an appropriate research technique 

was applied. Netnography was selected, as it is a marketing research technique, concerned with 

providing consumer insight from online behaviors (Kozinets, 2002). Agichtein et al (2008:183) states 

that “… social media in general exhibit a rich variety of information sources: in addition to the 

content itself, there is a wide array of non-content information available, such as links between items 

and explicit quality ratings from members of the community”. Therefore, social media observations 

of user-generated content, on platforms on which HH is active, was gathered. Thus, observations of 

how fans interact with HH through social media were considered to be a valuable tool for 

understanding and analyzing artist- and consumer interaction online. The data was collected through 

excerpts of HH’s social media interaction with fans, such as fan comments on social media posts or 

HH’s responses to fan comments. The social media observations enable viewing the true interaction 

between the musician and his fans, as they are unaware that they are being observed. Hence, their 

actions are natural and not shaped by the pressures that possibly could occur during an interview.  

3.5.1.3 Secondary data 

Secondary data was gathered in the form of news articles about HH, as well as information from his 

own social media platforms and website, in order to get a thorough understanding of the artist, 

which in turn helped to enrich the case description. Secondary data pertained was additionally found 

in information regarding the present music industry and social media landscape, such as in music 

industry reports and social media reports. 

Furthermore, this thesis gained insights in HH’s consumer interaction process through the use of 

analytics from Facebook Insights, accessible on HH’s Facebook Fan page as an administrative user. 

The results of this will be presented in Chapter 5, the Analysis.  
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3.6 Data Analysis: Coding 

In order to make sense of the collected data, it is crucial to perform a data analysis. This has been 

done through the process of coding. Charmaz (1983) claims that “… codes serve as shorthand devices 

to label, separate, compile and organize data” (in Bryman and Bell 2007:186). In other words, coding 

is the process where data is broken down into component parts and given names. This paper has 

used the coding process in the collected empirical data, as a starting point for understanding which 

subjects are most relevant according to the interviews. As the interviews were open-ended, the 

issues brought up by the interviewees were based on their own initiative, and therefore not 

influenced by comments made by me, the interviewer. Furthermore, all interviews were transcribed 

in order to perform a thorough coding process. Each interview was read through, and each response 

from the interviewees was broken down into a code. When all interviews had undergone the coding 

process, I started to see patterns of which codes were the most relevant for this thesis, and started 

shaping the analysis taking departure in these points. When performing the coding process, it is 

crucial to try to understand what is being said “between the lines”, or in other words, trying to 

interpret what the interviewee is really trying to say. There is naturally a risk for misinterpretation, 

however, the analysis provides the reader with a number of direct quotes in order to outline and 

explain how the statements were interpreted. 

In Table 3.3, examples of the coding process are presented through the use of extracts from 

interviews and the code identified.  

 

Figure 3.3: “Examples of the Coding Process” 

1) Original Code: 
 Art vs. Business 

Edited Code:  
Artist as Entrepreneur 

Example: 
"... you have to get a Facebook profile and you 

have to do all the use and you have to invite 
people (…) Nobody is doing this for you and 

you have to do it on your own" 

2) Original Code:  
Purpose for Following Artists 

Online 

Edited Code: 
Fans' Bond With the Digitally 

Present Musician 
 

Example: 
"The cause is taking HH from level to another 

and then feeling like you were part of 
contributing to HH’s success…" 
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Example 1 illustrates the statement made by CS. This was first identified as the constraints between 

the musician (art) and the set of pressures that are expected of the artist (business). When 

performing the iterative research process it became evident, through the knowledge obtained in the 

theoretical framework that this quote could be constricted to the notion of entrepreneurial 

pressures for the musician. Example 2 demonstrates a quote made by PW. The statement was on a 

broad level identified as purposes or motives for music consumers to follow musicians online. 

However, later on in the research process, it was found that there seem to be a certain important 

bond between the musician and the fans.  

With all the above mentioned aspects in mind, it is finally important to consider the assessment of 

the quality of the research performed. This will be explained below.  

3.7 Research Assessment 

When discussing the quality of qualitative studies, one of the most influential criteria has been 

discussed by Guba and Lincoln (1989,1994; in Bryman and Bell 2007 and Seale 1999), which is the 

concept of trustworthiness. Trustworthiness is made up by four criteria; credibility, transferability, 

dependability and confirmability, which will be briefly discussed below.  

Credibility refers to the importance of carrying out good practice of research and providing the 

involved parties of the research process with a copy of the research findings in order to ensure 

respondent validation. I have offered all interview respondents a copy of the research paper for 

review before publishing, which they all showed interest in. Another way of ensuring credibility is by 

using triangulation; using interviews, social media observation and secondary data as complementary 

aspects of the data gathering. 

Moreover, Guba and Lincoln (1994) stress the importance of creating a thick description, which is 

referred to as rich accounts of the details of a culture, which is called transferability. This way, other 

researchers can identify if the specific case findings are transferable to other circumstances. This 

research paper has aimed to provide a thorough description of all aspects of the case, in Chapter 4, in 

order for this specific case study to be relatable to future research.  

Furthermore, in order for the research to have a high degree of dependability, the author needs to 

adapt an ‘auditing’ approach. This is concerned with saving all documentation used in the research 

process such as interview transcriptions, data analysis decisions etc. All the documentations for this 

research paper, ranging from interview transcriptions, coding documents and scientific articles, have 

been saved and organized in case of future reference. Additionally, the thesis has been audited by 
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both the thesis supervisor as well as by a thesis support group in order to ensure a high degree of 

dependability.  

Finally, confirmability is concerned with ensuring that the researcher has acted in good faith. 

Complete objectivity is impossible in a research process but there must be signs of overcoming these 

issues, where it should be stated that any personal values or thoughts have been separated from the 

research process and its findings. This thesis has made efforts in making the research process as 

transparent as possible, in order for the reader to understand the interpretative process of the 

research.  
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CHAPTER 4: CASE DESCRIPTION 

This section will aim at exploring the specific case in depth, in order to specify the context that will 

constitute the findings for Chapter 5, the Analysis. Therefore, a closer look on HH and the digitally 

present musician’s situation alongside presentations of all key actors interviewed will be presented, 

in order to ensure transferability.  

4.1 Background of HH 

HH was born and raised on the Faroe Islands which is an island group located approximately halfway 

between Norway and Iceland. As of 2011, there are 48,565 people living on the Faroe Islands 

whereas 19,900 live in the metropolitan areas, which include the capital Torshavn (Web: 

Fareoislands).  

The Faroe Islands provide a climate and culture that encourage creativity. It is said that “… nature is a 

teacher and an inspiration to artists and creative souls in the Faroe Islands and that creativity and the 

cultivation of deep-rooted tradition are characteristic traits of Faroese society” (Web: Fareoislands). 

This is reinforced by Thomassen (2011), who state that culture-based industries have become more 

apparent in Faroese society, and more specifically, music has become an export to count on. This is 

based on the popularity of Faroese artists in Great Britain and Scandinavia.   

HH is currently 29 years old and living in Copenhagen where he is attending the “Super 16” which is 

Denmark’s independent film school. He is studying to become a film director and has directed several 

short movies and music videos. He has been recognized with awards and nominations at several film 

festivals, such as Nordic Youth Film Festival, UNGFILM09 and CPH:PIX. 

4.2 HH’s Music Career 

HH developed an early interest for art and creativity, but was, during his upbringing, somewhat 

constrained from developing and sharing his work due to the geographical location of the Faroe 

Islands and the limitations of opportunities within a small population. However, HH managed to 

record his first album in a local recording studio at Torshavn which was produced by one of his 

acquaintances from school, JR, who later have become a regular working partner in HH’s career. JR is 

26 years old, also from the Faroe Islands, currently living on Iceland. He is member of a fairly well-

known band, Bloodgroup, which is currently experiencing commercial success as they are touring 

Europe, as well as being the producer for many of HH’s musical works.  



37 
 

The previously mentioned difficulties of geographic situation and limitations of population size were 

overcome by HH as he started to utilize the Internet for music sharing purposes. More specifically, 

HH joined a social network with strong emphasis on music; MySpace. HH’s first musical work, 

produced by JR, was published and released on MySpace in early 2007 where HH attained attention 

and a fan base. Furthermore, this also led to professional success as he later in 2007 was approached 

by two British owners of a management company. They signed HH and he moved to the U.K to 

pursue his career and record a new album which was financed by the management company. The 

relationship between HH and the British record label was not satisfactory from HH’s point-of-view, 

which lead him to being approached by a German management company, (D), who also discovered 

HH at MySpace. He ended his contract in the U.K and initiated collaboration with D instead, which is 

the company HH is currently signed to. The owner of D is also his manager, CS, who is 32 years old 

and has years of experience from the music industry, as she has been working as a product manager 

for Universal (Germany), and also teaches at the University of Arts in Berlin and at the Music College 

in Hannover. She is currently devoted to getting HH signed to a record label and HH is presently in 

negotiations with both Sony Music (Germany) and Universal Music (Germany).  

HH is ever present in trying to share his music with as many people as possible through social media. 

As HH is committed to several different art projects at the time, he approached an acquaintance, UU, 

for assisting his social media efforts. UU is a 27 year old Polish Copenhagen Business School graduate 

in IT and business with previous work experience and interest in the field. Although UU assists in the 

process, it is important to note that HH manages the majority of his social media efforts himself.  

CS has stated that it is of great importance for an unsigned artist to have a professional presence on 

the biggest social media platforms in order for record labels to gain interest for the unsigned artist. 

Thus, the social media efforts performed by HH, could possibly affect his future career path.  

4.3 Discography 

HH has been described by the key actors in his career as a multi-talent, as he is actively pursuing 

creative work within music, film and art. Thus, even though he is an active artist on several different 

art platforms, this research paper will solely focus on HH’s efforts within the field of music.  

Heidrik’s music and artistry is described on his own website in the following statement:  

“Heidrik represents the new sound of a young generation of artists who are native to the 

Faroe Islands or grew up there. The harsh and simultaneous lovely nature of the Islands 

reflects the passion and dramatic in Heidrik’s songs and his voice. 

Heidrik writes and arranges all of his songs just with his voice, without an instrument. He 
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creates a cinematic, mystical world of fables and fairy tales, with the help of dark 

electronic beats, paired with choirs and crying strings to great pop music with orchestral 

sound.”  

(Web: Heidrik) 

Lücke (2013:33) describes HH in a similar manner in Nordic Style Magazine, where HH were honored 

with an eight page spread, by stating;  

“… the harsch, yet beautiful nature of his homeland is reflected in the passionate and 

dramatic depths in Heidrik’s music and voice (…) Heidrik writes both Faroese and English 

lyrics, always taking great inspiration from traditional Faroese music and mixing it with 

new, refreshing sounds. His lyrics are often reminiscent of little fables. The content of his 

filmic and mystical lyrics draws heavily from Heidrik's daydreams and frustration in his 

isolated country”  

The timeline below will aim at illustrating the previous accomplishments and career changes of HH 

with regards to his art of music.  

Figure 4.1: “Timeline of HH’s Career in Music” 

With the key actors and context of HH’s career identified, it is crucial to briefly explain the relevant 

social media platforms and their function that are brought up in this paper.  

2007:  
- Discovered on 

MySpace 
- Release of first 

studio album "An 
Invisible Gun" 

- Nominated for 
"Best Singer" at 

the Planet Awards 

2010:  
- Initiaded 

collaboration 
with D and CS 

- Started working 
with second 
studio album 

- Released the 
single "Peter Pan" 

 

2011:  
- Got accepted 

to SUPER16 
- Released the 

music video 
"A Needle and 

a String" 

2012: 
- Released 
the music 

videos 
"OMG" and 

"Blonde"  

2013: 
- Created the 

music video "True 
Love" which was 
chosen as "Staff 
Picks" on Vimeo 

- Negotiations with 
Universal Music 
and Sony Music 
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4.4. Use of Social Media  

As mentioned in the theory section, social media platforms are works of Web 2.0 where social 

interaction is combined with concepts such as sharing, hyperlinking and increased social e-WOM. 

There are many social media platforms available in the current environment, however, the ones that 

will be covered are the ones considered to be crucial for HH and his use of social media.  

Firstly, MySpace is the website where HH got discovered. The target group for MySpace is Generation 

Y as the platform “… drives social interaction by providing a highly personalized experience around 

entertainment and connecting people to the music, celebrities, TV, movies and games that they love” 

(Web: MySpace). Furthermore, MySpace is also the home of MySpace Music, which provides a 

catalog of free and stream-able audio and video content. Both signed and unsigned artists have 

access for tools provided by MySpace Music for the purpose of reaching new and wider audiences. 

HH is currently using MySpace for showcasing selected songs (streaming service) and videos 

(MySpace’s own video streaming service).  

Furthermore, YouTube is a platform frequently used by HH for the purpose of sharing his music 

videos. YouTube is a site that allows people discover, watch and share videos, and provides a forum 

where people can connect, inform and inspire each other. More than one billion unique users visit 

YouTube every month (Web: YouTube). HH has his own video channel at YouTube with 37 videos 

uploaded, of both his own music videos as well as videos he has directed for other artists, which 

range from 700 – 10 000 views. On YouTube, viewers have the opportunity to leave feedback in a 

commentator field as well as “like” or “dislike” the videos.  

Similar to YouTube, Vimeo is a social media site which was created by a group of film makers who 

wanted to share their creative works and personal moments from their lives (Web: Vimeo). The 

establishment grew bigger as more people joined, and today Vimeo has thousands of users. HH is 

active on the page and has 23 videos uploaded. Vimeo is utilized in the same manner as YouTube.  

Another media used is Soundcloud , a web-based community consisting of artists, bands, podcasters 

and creators of music and audio (Web: Soundcloud). Thus, artists can post their works which can be 

accessed by people interested in discovering new music in a streaming format, and create and build a 

fan base. HH has 18 of his songs accessible at Soundcloud and 239 followers.  

An additional social media platform frequently used by HH is Twitter, which is an information 

network, consisting of the latest stories, news, ideas and opinions of the user’s specific interests 

(Web: Twitter). The content is created by people, artists, organizations and celebrities’ through 

micro-blogging and hyperlinking systems. HH is somewhat active on Twitter, posting circa 4-5 
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“tweets” per month, meaning circa 1 tweet per week. The majority of the content HH posts are links 

to new music (Soundcloud), new music videos (YouTube and Vimeo) and potential press such as 

interviews. HH has 604 followers on Twitter. His followers have the opportunity to “re-tweet” HH if 

they would like to give feedback to any of HH’s “tweets”.  

Finally, the social media platform mainly used by HH is Facebook.  Facebook is a social network 

website, and as of March 2013 the social network has 1.11 billion monthly active users worldwide 

(Web: Facebook). Furthermore, Facebook has a specific product for artists, public figures, brands and 

organizations which allow them to create a presence on Facebook without having to involve the 

private and personal profile. This product is called “Pages” and when someone “likes” a page, for 

example HH’s page, they receive updates and content shared by HH in their own newsfeed. The 

updates (status updates) and content mentioned consist mainly of links to music videos (YouTube, 

Vimeo), links to new songs (Soundcloud), updates on projects HH is involved in (Twitter) or just 

general information about HH.  Moreover, when someone, for example a fan, “likes”, or comments 

on posts from the Page, the activity  becomes visible for the  fan’s network as well, allowing the post 

to reach a wide network of people and consequently expanding the Page’s exposure and reach  

(Web: Facebook). The Facebook “Pages” have become widely used and popular among musicians, 

and HH is trying to extract as much value as possible from this tool, by using it as his main social 

media platform. Presently, he has 2,374 fans (2013-09-22) and below is an example of the statistics 

Facebook provide for the Page owner:  

Figure 4.2: “Facebook Statistic Page Overview” 

With the context of the different social media platforms functionalities explained and examined, 

there is one recurrent aspect that they all have in common. They are all functioning as a tool for the 

digitally present musician, aiming at reaching out to new and wider audiences Therefore, it is 
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relevant to investigate the consumers, or rather; fans, individual perspectives of HH’s use of social 

media. This paper aims at gaining empirical data from several different sources to get a well-rounded 

perspective on Heidrik’s fan base. The fans interviewed will be introduced below.  

4.5 HH’s Fans 

According to information extracted from HH’s Facebook Insights page, the majority of HH’s fans are 

found in the age group 18-34. The top five countries where his fans originate from are the Faroe 

Islands, Denmark, Germany, Iceland and the United States of America.  The people listed below have 

been interviewed with regards to being fans and active listeners of HH’s music.  

EJ is 26 years old and is working for one of the most famous companies in Denmark as a project 

assistant. EJ has been a fan of HH since 2009. She discovered HH offline through word-of-mouth. EJ is 

defined as an active music consumer in this paper, as she has an intense and frequent relationship to 

music as well as having played drums in a band and sung in a choir.  

JH is 27 years old and works for in the Innovation department at a University in Southern Sweden. JH 

has been a fan of HH since late 2012 and discovered HH online, through electronic word of mouth. JH 

is considered to be an active music consumer as he plays several different instruments, an extensive 

interest in music and has played in a number of bands.  

JL is a 27 year old student from Copenhagen Business School. JL discovered HH online through word-

of-mouth. JL is considered an amateur music consumer in this paper as he does not have extensive 

experience with playing music himself and have a somewhat relaxed approach to music 

consumption.  

PW is a 26 year old entrepreneur with American roots, currently living in Copenhagen. PW is 

considered an amateur music consumer as he, like JL, does not have extensive experience with 

playing music. PW discovered HH offline, through a recommendation from a friend, and then went 

on YouTube to look up the artist.  

With the background of the research area, the theoretical framework, the methodology 

considerations and the case description presented in Chapter 1, 2, 3 and 4, the next chapter, the 

Analysis, will aim at investigating the empirical findings from the research process and the main 

findings from the coding process will be presented and explored.   
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CHAPTER 5: ANALYSIS 

This section will aim at constructing valuable knowledge from the gathered empirical data. The 

different empirical findings will aim at following the model produced by the end of Chapter 2, the 

Theoretical Framework, for the purposes of understanding and making sense of the data gathered 

during the field work.  

5.1 Producing the Artist’s Brand Identity 

There are certain aspects that need to be considered that are tied to the musician and the music 

industry that influences the musician’s frame of reference. This section will aim at clarifying these 

issues in order to attain a thorough understanding of the factors that might affect the musician, HH’s, 

brand identity.  

5.1.1 Process of Constructing Brand Identity between Musician, Manager and Majors 

This section will aim at understanding the complex relationships that exist between the musician, the 

manager and the record labels (majors) as to outline potential forces that are influencing HH (the 

musician). As mentioned, there are currently two majors interested in signing HH for a record deal; 

Universal Music and Sony Music.  

5.1.1.1 Negotiation of Brand Identity 

Through the interviews with both HH and his manager, it became evident that the management and 

the record labels are pushing for at least one radio-friendly, catchy single in order for HH to get 

signed. This is exemplified in the following statement, made by CS, the manager, who stated;  

“But of course, if you want to have success, mainstream success in a way, then of course 

you have to listen to music business people and you have to listen to your A&R manager 

at Universal or Sony or somewhere else. They have the experience of what kind of music 

people want to listen to and in the beginning, Heidrik he was not so open about that 

because I was talking a year with him regarding this stuff but right now he’s really open 

and he likes the idea of working with different people – he’s getting more open to getting 

influenced more from other people and I think that this is really good” 

(Interview, CS, 13-03-2013) 
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This statement illustrates the need for adaptation and conformity from the artist’s side in order to be 

considered for a record deal. The word “mainstream” implies that HH, the musician, needs to 

consider the common current thought of the majority rather than creating music in a highly 

independent manner without any external influences. Thus, the artist must “be open” to and respect 

the knowledge and expertise (the “experience”) from the business people in the industry about the 

market aspects. Moreover, UU, the social media manager claims that; 

“… he’s a REAL artist. He is just very true to who he is and he doesn’t want to, anyone to 

tell him what kind of artist he is going to be. And he very much wants this to be visible in 

his image. Because he also feels like it’s more personable with the fans, that they will like 

him more for who he is, not for who the label wants him to be” 

(Interview, UU, 28-02-2013) 

Hence, one can see a struggle for the musician, where he on one hand needs to respect and adapt to 

business demands of mainstream success while at the same time staying true to his art and building 

up a genuine connection with his fans through being himself without external influence (being 

“REAL”). The statement made by UU also indicates a certain struggle of forces influencing the true 

self of HH with what the record label “wants him to be”. Although CS, the manager, previously 

implied a certain constraint from HH’s side where she expressed that HH has not always been too 

open-minded about adapting to others wishes about mainstream success, it does not seem to be an 

issue anymore. HH, the musician, proclaims;  

“So I played for Universal now in January, and it went really well. The day after they 

wanted to meet to talk with them, and the guy [the Artist and Repertoire (A&R) 

Manager], he was really positive, really positive, had seen all my movies and stuff like 

that. And he said he thought I could really do it, but the only thing is missing right now is 

like, a single. So what I’m working on right now, is the single” 

(Interview, HH, 05-02-2013) 

This statement implies a certain amount of respect that HH feels for the A&R manager at Universal 

Music (Germany), possibly due to the fact that the A&R manager has shown a certain level of skill 

and expertise regarding HH’s works. Consequently, HH then possibly trusts his opinion.  

5.1.1.2 Constraints of the Artist 

However, HH does express concern when asked what is standing between him and a record deal; 
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“Yeah, they are missing a single, but I’m just interested in which way they want to go… 

because what I’m scared of, what I sometimes have a feeling of, is… Twilight3! That would 

be an easy way to go (…) That’s what I’m afraid of, vampires and all that shit. Yeah, 

because that’s dark, that’s mysterious, and that’s selling good. And all this shit. And that’s 

the only way I’m afraid of, that it would take a wrong turn” 

(Interview, HH, 05-02-2013) 

Hence, there is an indication that even though the manager and the record label has insinuated that 

it is only a mainstream single standing between HH and  a record deal, there are still some identity 

considerations. This is, bearing in mind the quote above, something that seems to worry HH, where 

he is “scared” and “afraid” that he will be asked to change into a persona that is not who he wishes 

to be, describing the wished persona as “shit”. CS, the manager, on the other hand also brought up 

the Twilight concept, but in a much more positive light, insinuating that “the feeling” of Twilight 

would be a good match with HH (Interview, CS, 13-03-2013). Furthermore, the notion of the majors 

having several different “ways they want to go” seem to indicate that the process of establishing 

HH’s identity is still something that has not been settled on, where HH takes on a slight passive role 

in expressing that he is “interested in which way they want to go”. Thus, it seems like the negotiation 

process of constructing HH’s identity consist of majors deciding an appropriate identity based on 

what seems appropriate with his music and style, and then elaborating it into something 

commercially viable.  

Contradictory to this, CS, the manager, has made several statements that she and the record labels 

do not want to change HH as the person and artist he is, describing him as a “very finished” artist 

image vise (Interview, CS, 13-03-2013). However, this is further contradicted by the fact that there 

are tendencies of wanting to control the image of HH. This is exemplified in one of the most 

controversial music videos HH has produced, directed and acted in for his own song “Blonde”4. CS, 

the manager, did not approve of HH publishing the video on YouTube in 2012 and explains it below: 

“It’s not that image that we would like to present of him. Because this image is very dirty. 

‘A’, my colleague from Universal, she’s working with me on Heidrik, she told me ‘OH MY 

GOD WE HAVE TO PUT IT OFFLINE because all the other publishers they would hate it’” 

(Interview, CS, 13-03-2013) 

                                                           
3
 Twilight is a series of American “romantic fantasy” movies about teenage vampires based on author Stephenie 

Meyer's novel of the same name (Web: IMDB) 
4
 The “Blonde” video is about a drug-using transvestite prostitute. The video is very violent and viewers have to 

be of minimum 18 years old to watch it on YouTube. 
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So, one can see constraints of the artist as he is not allowed complete creative freedom, which is 

rooted in his identity, because it might damage his image, or in other words, the way he is perceived. 

CS, the manager explains that it is “… not the ROMANCE we would like to present him with” 

(Interview, CS, 13-03-2013).Thus, the violence and the “dirty” image coming from the “Blonde” 

video, does not correlate with the expectations from the management side, where focus on a more 

beautiful and “romance” artistic message is preferred. It should be noted however, that “Blonde” is 

still accessible on social media channels, such as YouTube and Vimeo and has received media 

attention and has been shown at both the CPH:PIX Film Festival 2013 and the Roskilde Festival 2013.  

Hence, HH has demonstrated ability to stand his ground in some areas, whereas he has also showed 

proof of adaption in other circumstances. Thus, I have identified tendencies of a certain negotiating 

process when it comes to constructing the identity, where the perceived image will have 

consequences for both the artist and the record company that chooses to sign him.  

5.1.1.3 Artist-Manager Relationship 

Taking departure from the previously presented statements there are also indications that CS, the 

manager, functions as some sort of middle man between HH and the record companies interested in 

signing him. Consequently, there seems to be a certain bargaining process when it comes to 

establishing HH’s identity as an artist, where the record companies communicate to CS, the manager, 

certain social and economic pressures such as what changes and what direction HH should take in 

order to achieve a record deal and commercial success.  

In turn, CS further communicates these aspects to HH, who then have to take these considerations 

into account. CS, the manager, describes their relationship in the following way; 

“In a way, it’s a marriage. It’s actually a marriage, because you should choose very wisely 

whom you want to work with, because as a manager, you have to take care of the artist, 

and the artist has to trust you. So it’s really like a marriage” 

(Interview, CS, 13-03-2013) 

The word ‘marriage’, in this context, leaves connotations such as love, adaption, trust, and 

compromises. Therefore, when CS is communicating with HH about identity considerations, one 

could believe that the relationship is built on trust, compromises and mutual respect. 

Hence, one can conclude that the forces affecting the unsigned musician consist of a very complex 

process which could be described as co-production and construction of brand identity, where the 
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negotiations of the identity between all the actors involved lead to a compromised brand identity of 

the artist.  

Another aspect related to the production of the brand identity of the musician, is the notion of the 

artist experiencing entrepreneurial pressures. This concept will be explained and investigated below.  

5.1.2 HH as an Entrepreneur 

As previously mentioned in this research paper, the music industry is an industry in transition due to 

technological advances and digitization of the market place. This has in turn affected the musician’s 

situation in a variety of ways, namely from a new set of pressures and expectations. This has awoken 

the notion of the artist functioning as an entrepreneur. The following statement by CS, the manager, 

when asked about the manager/artist relationship, describes the primary concept of 

entrepreneurship; “… it’s a really trustful relationship you have between a manager and an artist 

because you are together in a start-up company” (Interview, CS, 13-03-2013). Firstly, the use of the 

term “start-up company” suggest that production and distribution of music is highly related to a set 

of economic pressures, where profit is the primary goal, whereas sharing HH’s art with as many 

people as possible and to reach out and “touch” people and that way make a difference (Interview, 

HH, 05-02-2013) becomes secondary from my interpretation of the situation. Secondly, the term 

further illustrates the previously mentioned negotiated identity, where the actors, CS and HH, are 

highly interdependent and need to mutually adjust to one another’s demands or wishes in order to 

ensure success.  

5.1.2.1 Business Responsibilities for the Artist 

Overall, there seems to be a tendency moving towards more business responsibility for the musician. 

CS, the manager, explains it in the following way; 

“Because right now, at the moment, you have to do everything by yourself; you have to 

play good, you have to look good, you have to do your callings, you have to do your press 

pictures, you have to do your video and of course you have to be online and you have to 

get a Facebook profile and you have to do all the use and you have to invite people (…) 

Nobody is doing this for you and you have to do it on your own. Cause labels they are 

looking on the Facebook profile and if you don’t have much likes or that people are talking 

about you, they look if the profile is up to date, if people are using it and so… ‘yeah, 

you’re not of interest’” 

(Interview, CS, 13-03-2013) 
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As stated, the music industry has gone through several changes including frequent technological 

advancements and the digitization of music distribution. Many of the business aspects are now 

accessible for the artist himself to perform, such as marketing and sales. Although HH himself has 

described the notion of taking care of his Facebook page as “… great fun! And plus, getting people 

interactive with my music and stuff like that I think it’s so great” (Interview, HH, 05-02-2013), it is 

demonstrated by HH, found during social media observation of comments on his Vimeo page, that it 

also is a hard thing to do for an artist: 

 

(Screenshot from HH’s Vimeo page. Extracted: 02-05-2013) 

This is an illustration of one of the perceived difficulties regarding the artist and his entrepreneurial 

abilities, where HH is proclaiming that there are indeed difficulties in reaching people through self-

promotion. Furthermore, in this instance, he could possibly be seeking support from fans in a sense, 

which could possibly be a way to make fans help him share his music.  

5.1.2.2 Expectations from Music Industry Majors 

The notion of the artist managing the majority of his own business activities has become a set of 

pressures from the record labels and the music industry, in the shape of expectations of all artists to 

perform these tasks themselves in order to catch the attention of record companies. Thus, the 

statement explains the weight that is put on an unsigned artist’s shoulders in the digital age. CS 

further states that “For an artist, it’s really hard to do that… And I think an artist should be focusing 

on the music” (Interview, CS, 13-03-2013). Hence, the notion of the artist functioning as an 

entrepreneur might affect the creative process since less time is spent focusing on actual music 

creation.  

To conclude, section 5.1 has brought up both social and economic forces influencing HH, the 

musician. Both social and economic pressures can be found in the negotiation process of identity, as 

well as in the notion of having the musician often functioning as an entrepreneur.  
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5.2 Consumption of the Artist’s Brand Image 

As stated in the first section of the analysis, there are many factors influencing the musician’s brand 

identity process. This is also the case for the perception of the brand image and therefore it is 

relevant to investigate the consumption process of the brand identity. The consumption patterns are 

found among the fans and therefore, it is relevant to investigate their perspectives. This way, the 

empirical data will shine some light on the full branding process of the artist. Two main factors were 

identified as crucial for the consumption of the artist. These were the impact that the fans own social 

networks had on their consumption patterns as well as the notion of feeling a bond with the artist. 

These factors will be presented below.   

5.2.1 The Impact of the Social Network of Fans  

When investigating the fans habits of deciding whether to become a fan or not of HH, the musician, it 

became evident that one highly influential factor was getting the fan page recommended by friends – 

both in online and offline settings as well as passive and active recommendations.  

5.2.1.1 Passive and Active Recommendations 

To clarify, this paper defines passive recommendations as discovering the artist through the visibility 

of others having “liked” the artist and active recommendations as messages directly aimed at the 

potential fan in question.  

One example that illustrates a passive recommendation was found during the interview with JL, who 

randomly noticed a friend in his network who had “liked” HH’s fan page on Facebook. Due to the 

notion of hyperlinking and potential trust in his friend’s music taste, JL in turn decided to check out 

the fan page himself; 

“I was browsing Facebook as I normally do when I’m bored and then I saw a friend of 

mine “liked” Heidrik’s page and then I found it interesting and then I clicked on the page 

and just did some research – looked at his Facebook and listened to some of the posted 

songs and actually I found it very different and really cool and that’s why… yes”  

(Interview, JL, 09-05-2013) 

An active recommendation could be found in the interview with EJ; where she in an offline setting 

got recommended to listen to HH’s music, e.g. from word-of-mouth.  

“I was dating a Faroese guy in 2009 and I mean, I didn’t know much about the Faroe 

Islands so I was asking about it and we got to talking about… And he was telling me how 
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Faroese people are very artistic (…) And so I asked him more about the music, and he gave 

me a selection of artists that he knew – and I checked it out, and Heidrik was one of them. 

And I checked out his music after he suggested it…”  

(Interview, EJ, 06-04-2013) 

Active recommendations can also be found in an online setting which is illustrated by JH; “… I 

discovered him through a friend via Facebook. My friend liked it and ‘recommended’ it to me” 

(Interview, JH, 19-05-2013). Thus, people in the same social network on social media have the 

potential to send active recommendations about musicians’ “pages” to one another, by inviting their 

friends and acquaintances to “like” these fan pages. 

What these passive and active recommendations have in common is the importance and influence of 

one’s social network, where the fans based on specific recommendations from their own social 

network take initiative to explore HH’s music further. This is reinforced by EJ who further claims; “… 

he [her ex-boyfriend] played some for me from his iPhone or something like that, and yeah, then I 

checked it out myself afterwards…” (Interview, EJ, 06-04-2013). This was also the case with JH, who 

states; “I think I checked it out before – like I listened to at least half a song or something…” 

(Interview, JH, 19-05-2013). These statements could possibly be indicating that although both passive 

and active recommendations from your own social network are important, they are not enough for 

the consumer to blindly “like” a page. Thus, the fans seem to want to approve the musician’s music 

and image before considering following the artist. This seem to be closely linked to the notion of 

personal branding for the fans, as  the fans were found to have certain personal motives for following 

certain musicians on social media.  

5.2.1.2 Social Network Awareness for Visible Music Consumption 

Many of the interviewees showed tendencies to be very aware of the visibility to their social network 

that “liking” an artist would have. When asked for her reasons to “like” or share music over social 

media, EJ responds; “… for me to show music that I appreciate with my friends or my family or 

people that are around…” (Interview, EJ, 06-04-2013). PW also show this tendency by stating “… it’s 

been about showing what my taste was for other friends” (Interview, PW, 30-06-2013). Thus, it is a 

way for the fan to educate and inform the people in her or his network about their music habits. 

However, JL, one of the fans, takes on a different approach on the issue in the following statement, 

when asked why he doesn’t want to “like” too many artists on social media; 
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“I don’t want people to see what kind of bands I like and the same way I don’t want 

people to see what kind of films I like. Because, people can quickly judge you or 

whatever”  

(Interview, JL, 09-05-2013) 

So, as much as people might “like” or follow certain artists on social media for showing others in their 

social network what their specific music taste is, there is also an aspect of wanting to keep your 

privacy and to not allow your social media network to judge you on the basis of your music taste. The 

notion of privacy was therefore a topic that came off as an important factor for the fans. This could 

be due to increased usage of social media and a large extent of one’s network being able to see 

activities on the personal social media profile. Therefore, this paper suggest that there seem to be 

tendencies of strategic selections of who to follow or “like” online, as it have consequences in your 

own personal social media profile. 

Considering the empirical data obtained from this chapter, it is possible to conclude that people, who 

follow musicians’ online, are very aware of the consequences of “liking” an artist. Thus, whether the 

person considering following a certain artist is concerned with the notion of self-branding or with the 

importance of privacy, it basically describes the same phenomenon; a proof of the fans awareness of 

being observed by their social network.  

5.2.2 Fans’ Bond with the Digitally Present Artist 

This section will aim at exploring the bond that is influencing the fans to follow certain musicians on 

social media. Two main motivational factors seem to be present among the fans; intimacy and 

support. These will be explored below.  

5.2.2.1 Level of Intimacy 

Firstly, there seem to be a tendency among the fans to distinguish between “unknown musicians” 

and “superstars”. Information found during the interviews shows that there seems to be a general 

conception among the fans that “unknown musicians” manage their social media efforts themselves 

while “superstars” have other people communicating on their behalf, which according to the fans 

affect the level of intimacy they feel towards the artist. This is exemplified in the following statement 

made by JL;  

“I don’t see the reason for why I should go to Facebook and I don’t know, search for 

Snoop Dogg and “like” his page, because I know it’s not him personally who is behind the 

page, so there’s no interaction or anything. It’s just contact compared to if I do the same 
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thing with Heidrik or some friends that has a small band – I KNOW that I am interacting 

with THEM. And that’s what I get out of social media and on Facebook in this case”  

(Interview, JL, 09-05-2013) 

Furthermore, JH responds in the following way when asked about his opinion about artist’s use of 

social media in general: 

“… I think it’s great, especially for smaller artists but I also know that when it’s bigger 

artists it’s usually not themselves that keep their social media profiles – it’s probably some 

manager or some assistant manager or something. I also know that there’s a lot of PR 

whereas a smaller artist who maybe does it a bit more himself then it’s more like I can 

follow their development in a way”  

(Interview, JH, 19-05-2013) 

Following the development on the “unknown” artists seem to be a motivational factor for fans. 

When asked to elaborate on the statement that he is a fan of HH to “support a cause”, PW makes the 

following statement:   

“The cause is taking Heidrik from level to another and then feeling like you were part of 

contributing to Heidrik’s success… because, like I said, there’s only a few thousand ‘likes’ 

and if you’re part of those first few thousands ‘likes’ and you see him get a million – then 

you feel like you’ve been part of something great. Because then you have in a sense 

discovered someone who has… that is special and has made it! Cause you had found him 

and you had said that you enjoy his taste and then other people understand that I guess” 

(Interview, PW, 30-06-2013) 

This is reinforcing the possibly increased intimacy with the “unknown artist” as the fan is one of the 

first ones to “discover” him and therefore feels like he has an impact on the possible success of HH in 

the future. In turn, the fan has the opportunity to show his social network that he was part of the 

process and therefore boosts his own personal image as a music connoisseur, which connects to the 

previously mentioned notion of personal branding among the fans.  

5.2.2.2 Consumption from Support 

The reason for following “unknown” artist seems to also be connected with the music consumer 

wanting to show support. The interviewees all claimed to be more likely to follow an “unknown” 

artist to show support. This, in combination of the previously declared concept of intimacy level, 
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could possibly mean that following “unknown” musicians is due to the possibility of being able to 

relate to the artist, or in other words; the musician could in a way be seen as on “the same level” as 

the fan and therefore encourage fan loyalty. HH, the musician, seem to support this statement as he 

describes the shift in the industry in the following way;  

“I think it was just 10 years ago, it was like this; “I’m on stage and you’re down there”. (…) 

Because back in the days, the industry decided who was on that stage… they don’t 

anymore. The industry has no choice now, people can choose themselves” 

(Interview, HH, 05-02-2013) 

As the statement indicates, there seem to have been a shift in the music industry as a whole, and the 

process of who is supposed to be on the stage is to an extent determined by the audience – the fans. 

However, as previously mentioned in section 5.1.2, the record labels look over the social media 

efforts made by the artist and therefore it is crucial for HH to have as many fans as possible in order 

to give an attractive image for the record labels in order to eventually get signed. Therefore, HH’s 

statement is a bit misleading because in the end, it is still the record labels that have the choice to 

decide who to sign based on their popularity on social media. Thus, one can propose that the 

influence gained by the consumers from social media has democratized the music industry to a 

certain extent.  

So far, the forces influencing both the musician and the fans have been investigated. These forces in 

turn affect the transmissions of brand identity and brand image. These considerations will be 

explored in the following section.  

5.3 Link between Brand Identity and Brand Image  

To clarify the terminology in this section, the brand identity refers to the negotiated and constructed 

identity of the artist which is strategically intended to be used in the construction of the brand of HH. 

The brand image refers to the extent the brand identity is communicated and understood by other 

actors, such as fans, and how that brand image reflects upon their own experience and personal 

involvement with the brand.  

5.3.1 Transmission of Brand Identity and Brand Image 

Firstly, it is relevant to explore the empirical data in order to find the differences and common 

denominators between brand identity and brand image in order to understand how the transmission 

between the two seem to be functioning.  Table 5.1 illustrates key words gathered during the 

interviews, which are traces of the brand identity and the brand image. 
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Attribute

s 
HH CS UU JR JH EJ JL PW 

1. Vulnerable Dramatic 

Emotional/

Vulnerable

/Real/ 

Authentic 

Powerful, 

Personal 

Emotional, 

Authentic 
Authentic 

Authentic/

Real 
Real 

2. Unique 

Independent, 

Interesting, 

Unique 

Unique Different Unique Unique Different  

3. 
Faroe 

Islands 
Faroe Islands 

Faroe 

Islands 

Faroe 

Islands 

Faroe 

Islands 

Faroe 

Islands 
 Landscapes 

4. 
Timeless/ 

Classic 

Romantic 

Loneliness 
  Intense Intense  Intense 

5. 
Alternative, 

Artistic 
Artistic 

Artistic, 

Alternative 
Artistic Alternative Artistic Artistic  

6. Mysterious 

Mysterious, 

”lost boy”, 

Peter Pan 

Private Mystical Intriguing 
Interesting, 

Peter Pan 
Interesting Interesting 

7. Dark 
Dark, Lost 

generation 
Dark  

”Dark 

Urban” 

Dark and 

Twisted 
 

Dark, 

Despair 

Figure 5.1: “Traces of Brand Identity and Brand Image” 

The rows marked in gray to the left are key words stated by the key actors in HH’s career (brand 

identity) and the blue rows to the right are constructed from the key words remarked by the fans 

interviewed (brand image) and should be viewed vertically. When looked at horizontally, each row 

represents attributes identified. These attributes were identified and organized in accordance to the 

similarity and difference among the interviewees’ responses with regards to HH’s brand identity and 

brand image. Thus, row 1 and 6 represent the identified differences between the key actors in HH’s 

career and the fans interviewed. The remaining rows represent the striking similarities of the 

individual descriptions. However, all rows with key words are relevant in the description of HH’s 

brand identity and brand image.  

As noted, two main findings where a difference between key actors in HH’s career and fans 

perceptions differentiated from one another were discovered. Firstly, one finding extracted from this 

table, is present in row 1, where the key actors in HH’s career describe HH as vulnerable, dramatic 

and emotional, the fans perceive this as authenticity and “realness”. Thus, by HH showing features of 

himself in a vulnerable, emotional state is enabling fans to perceive HH’s image as real and authentic. 
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Hence, one could conclude that by showing emotions and vulnerability through his brand identity, it 

increases the previously mentioned important level of authenticity among the fans. Furthermore, in 

row 6, another interesting tendency is present where the key actors describe HH as private, 

mysterious and mystical and this is perceived by the fans as intriguing and interesting. Thus, the 

brand identity of HH as mysterious is perceived in the brand image as something that possibly 

awakens the interest among the fans, and consequently leaves them yearning for more. It could also 

be supposed that the intriguing brand image of HH, enables the fans’ own self-image on their social 

networks as previously established.   

The overall findings from the table serve as an indication that the aimed communication of the brand 

identity provided by the identity producers, is perceived in a somewhat accurate way as there is 

coherence with the already existing fans reactions. There is a clear red thread throughout the key 

words describing HH’s brand, where many of the same terms, words and feelings are expressed. This 

is interesting, as the musician is experiencing entrepreneurial pressures where he himself is 

responsible for the transmissions between brand identity and brand image, without any assistance 

from experts. However, he still manages to communicate the desired brand identity in a clear 

manner where the brand image seems to be interpreted in a similar way from the receiving end to a 

large extent. It was found that two main concepts seem to influence the interpretation of brand 

identity; the creation of an artistic space and the notion of timing. These will be explored below.  

5.3.1.1 The Artistic Space – “The Universe” 

Firstly, with regards to the creation of a common artistic space between all the actors involved with 

HH’s art, it was found that HH was using a certain vocabulary for describing his overall brand, which 

is the notion of creating a “universe” for the artist and the fans. The “universe” described in the 

interview is interpreted to be a synonym for the core of HH as a musician and a space, where the 

brand identity and brand image meet. HH, the musician, describes what the “universe” entails in the 

following sentence; “… the thing that Universal [one of the record labels] was interested in was the 

universe; the atmosphere, the look, the vulnerability” (Interview, HH, 05-02-2013). Thus, the brand 

identity and brand image of the artist also includes the feeling and connotations associated with the 

art, which in HH’s case is described as a “universe”. HH further states that the music videos have 

enabled the process of making other people understand his “universe”; 

“… the videos have done tremendously for me, to create a universe. And this universe I 

created, or at least now I’m just saying what they [the record labels] see, they talk about 

“mysterious” – that’s the word they use a lot and, and ‘melancholic’ and ‘fragile’, yeah, 

and ‘dark’”  
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(Interview, HH, 05-02-2013) 

Thus, he brings up not only what he himself has aimed at creating through the “universe” (brand 

identity), but also how the “universe” has enabled the perception of the brand identity (brand image) 

that the majors have discovered through the “universe”, as they are able to describe him as “fragile”, 

“melancholic” and “dark”.  

From a fan perspective, it became evident when performing social media observation that there are 

certain expressions made by fans that support the notion of a certain creative “universe”. One fan 

expresses; 

“Just discovered you.. Wow !! Love your Universe ♥ !! The songs, your voice.. golden 

voice.. videos are high in quality too !! I'm seduced, delighted !! You dressed my soul in its 

finest clothing this morning... Thanks, Bravo !! I wish you continued success Heidrik !!.. 

(I'm french sorry if there are mistakes :) )”  

(Posted on HH’s fan page Facebook wall 30-09-2013) 

Another fan uses terminology when expressing her opinion in a comment on HH’s post of a Sound 

Cloud link to his song “Private Affair”; “Really beautiful room you build in that song, Heidrik. 

Beautiful!!!” (Posted: 12-03-2011). Furthermore, on 29-07-2013, HH posted a link on his Facebook 

page, for a video created by one of his fans for the newly released song “Remember me”. Thus, the 

fan has used HH’s song for creating a video, which is the fan’s interpretation of the art. Hence, the 

above mentioned factors are an indication that, the “universe” could be seen as the artistic space 

where the musician’s brand identity and the majors and fans perceived brand image of the artist 

meet and merge.  

This is further exemplified in the statements made by the interviewed fans, who share similar 

descriptions of HH, the musician, such as “dark and mysterious”, “vulnerable” and “emotional” 

(Interviews with Fans), as well as the previously mentioned notion of majors describing HH’s brand 

image as “fragile” “melancholic” and “dark”. In other words, as they share a common perception of 

the musician’s brand, which the “universe” has provided them with. This research paper suggests 

that the “universe” is looked upon as an artistic space where all stakeholders meet and receive brand 

connotations. This artistic space is the place where HH communicates and shares his art and 

experiences, and the fans and other interested stakeholders experience the art by getting an 

impression of who HH is as an artist. This could possibly mean that the artistic space, serves as a well-

functioning transmitter between brand identity and brand image. However, the artistic space suggest 

that there is less emphasis on how “accurately” the brand identity is received by the fans, rather 
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relevance lies upon making everyone participate in the artistic space. In this space, everyone is free 

to interpret and interact with the art and the musician in their own subjective way, when they are 

part of this “universe”.  

5.3.1.2 Timing 

Furthermore, the indication of importance of timing for the musician, in order for the brand to be 

received by the audience is stated in the following declaration made by HH, the musician; 

“… it seems like now people are getting, maybe it’s because of the crisis, I have no idea, 

people are getting more, getting into more deeper stuff. I don’t think 10 years ago Lana 

del Ray would do so well. And I don’t think like, Lykke Li would do so well either. But right 

now, it’s the right time for that sort of feeling. And people are more into the emotional 

stuff” 

(Interview, HH, 05-02-2013) 

Thus, as HH indicates, it is important to be “of the time” in the music industry in order for consumers 

to be able to relate to the musician’s brand identity. The financial recession could be one reason for 

the general success of artists with a more deep and emotional sound.  This is expressed by a fan on 

Facebook who has commented on HH’s post of the “OMG” video; “Amazing... Finally something 

really fresh and touching at the same time” (Posted: 01-09-2012). This is supported by one fan 

interviewed, JH, who when asked to describe HH as an artist concludes “I would say “up to date”, 

kind of like, he seems to me to be up to date with the music and the image of the time so he’s like in 

the forefront if you get what I mean” (Interview, JH, 19-05-2013). Thus, one could suggest that the 

general mood and artistic needs of people, influence interest and perception of the artist’s brand 

image.  

To conclude, the transmission between brand identity and brand image seem to be dependent on 

two factors. Firstly, the creation of an artistic space seems to enable the transmission process, at 

which all stakeholders can meet and understand the brand of the musician. Secondly, the notion of 

timing, where the perception of the communicated brand identity will be dependent on the being 

“right of the time” in order for external stakeholders to appreciate, receive and take in the message. 

What remains to be investigated regarding the artistic space, is more specifically how it is created 

and shared. One aspect identified in this matter is the notion of emotional branding through 

storytelling, which will constitute the following section.   
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5.3.2 Emotional Branding through Storytelling 

Throughout the interviews it became evident that within the artistic space, storytelling is used as a 

tool by the musician that enables the brand identity and brand image transmission. JR, the producer, 

explains when asked about the personal experiences behind a song in HH’s work process; “It’s mostly 

his personal experiences… But sometimes it’s kind of airy and stories that he comes up with in his 

head. But, a lot of it is personal. A lot of his songs are about things that he has experienced” 

(Interview, JR, 12-03-2013). Thus, HH seem to be creating art through using emotional and personal 

experiences, and turning them into stories that are relatable in his songs and videos. As previously 

mentioned in Chapter 4, HH’s lyrics are described as “little fables” in Nordic Style Magazine (Lücke 

2013). HH himself, explains the use of stories in the sense that it helps him remove focus from 

himself and rather create a mystery around the artist; “When I make a new song, as you have seen in 

the new video, I become the character of the song. And I would rather have them represent the song 

instead of me as a person” (Interview, HH, 05-02-2013). As mentioned in the previous section, the 

notion of keeping a certain mystery around the musician entices the fans and keeps them curious in 

regards to the brand image. JL, one of the fans, puts it in the following way:  

“… it might not make any sense, but you can TELL that there’s a story behind.  And maybe, 

it gives that feeling, that you think about it after you’ve seen the video – what is the story 

about or… it makes you wonder perhaps… it’s difficult to put into words” 

(Interview, JL, 09-05-2013) 

Thus, it is a play on emotions that possibly make the fans feel attached to the story. PW, a fan, 

summarizes this concept by stating; “I think a lot of his videos touch upon pain that people feel in 

different areas of their lives” (Interview, PW, 30-06-2013). Hence, by creating music and videos 

through emotional stories, the fans can relate to the pain from their own individual, subjective 

experiences in the artistic space.  

5.3.2.1 Stories from the Faroe Islands 

One key element used in HH’s stories concerns HH’s origin, the Faroe Islands. As identified in the 

table in the previous section, the Faroe Island was a recurrent topic and it was to a large extent 

brought up as an essential part of HH’s identity and also the perception of his image. CS, the 

manager, explains it in the following way; 

“In a way, he’s like the lost boy from the Faroe Islands, and he’s telling about the 

loneliness and the…. How do you say it in English… that the people from the Faroe Islands, 

the young people, if they want to do something for themselves, if they want to get out, 
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then they have to leave the Faroe Islands, because it’s like nothing there, it’s a lost 

generation in a way. They are drinking, they are doing drugs, stuff like that because it’s so 

boring there so it’s like in a way the lost generation. And he’s a part of it. He should tell his 

story, but on the other hand it’s a really romantic story – it’s tragic but it’s romantic” 

(Interview, CS, 13-03-2013) 

The notion of a lost generation immediately leaves connotations to a very famous story; the one of 

Peter Pan. This story entails the romance of childhood and the tragedy of never growing up and 

being detached from reality, where the Faroe Islands represent “Neverland”. Additionally, “Peter 

Pan” is one of the most successful singles HH has recorded with 9,381 views on YouTube 

(Information extracted: 08-07-2013), with lyrics such as “I carry too many heavy thoughts, that only 

grown-ups have” and “chosen to be free, from all responsibility”. The statement made by CS, the 

manager, as well as the insight in the lyrical expression indicates that there are stories told by HH, 

the musician, that inherent classic story elements such as tragedy and romance. For EJ, one of the 

fans, the relevance of the Faroe Islands, seem to be more associated with a story of David vs. Goliath, 

e.g. that HH could be considered the “underdog” since he comes from a small and geographically 

limited place; 

“.. Because I know that, obviously it’s not easy being… he’s a young guy as well and Faroe 

Islands isn’t a huge place… I’m pretty sure if you asked someone in America they wouldn’t 

even know it’s a country. So, I also think that I, not to say that I help him, but I support 

him as well”  

(Interview, EJ, 06-04-2013) 

This feeling of wanting to support HH, because of his origin, shows emotional attachment to the 

musician, in the sense that the fans are rooting for the “underdog” and wants to see the unexpected, 

an “unknown” artist who stays true to his art, rise up against the commercial pop music and succeed. 

Furthermore, the relevance of the Faroe Islands also becomes visible when JH, one of the fans, in the 

context of being asked what is unique about HH, responds “… his identity as a musician becomes 

more unique since he comes from the Faroe Islands… I start making associations in my head [to Björk 

and Sigur Roos]” (Interview, JH, 19-05-2013). This is an indication of using stories for associations. 

This provides the opportunity of getting associated with artists from a Nordic heritage with unique 

sounds and images, by simply being open and clear about the Faroese background. With the 

emotional branding explained through the concept of storytelling as a tool for the artistic space, it is 

relevant to investigate where the actual artistic space is created. As HH mainly is a digitally present 
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musician, it is crucial to consider how the artistic space is created through social media. This will be 

explored below.  

5.4 Social Media Interactions 

So far, the areas of investigation have been focused on the forces influencing the musician and the 

fans, as well as the transmission of the brand identity and brand image, and more specifically, the 

transmission occurring through the artistic space with emotional branding by using storytelling as a 

tool. What remains to be explored is how social media creates an artistic space with regards to the 

transmission of brand identity and brand image, as well as what functions social media fills for the 

artist. This will be explored throughout the following sections, where storytelling through social 

media and interactions with relevant target groups on social media are areas of focus.   

5.4.1 Storytelling through Social Media 

As previously mentioned, storytelling has the capability of having people relating to the artist and his 

music, as the stories make the fans draw associations to their own, subjective experiences and 

therefore feel an emotional attachment to the brand. So, what further will be investigated is how the 

artistic space through social media seem to be a rather effective tool for linking brand identity and 

brand image.   

5.4.1.1 Music Video Stories 

One of the main things identified among the fans, when asked about the social media relations with 

HH, is the music videos. PW, one of the fans, illuminates HH’s capability of having people relate to 

him through his videos; “… it’s very easy, often, when you watch the videos to understand what he’s 

trying to touch upon. It’s not that complicated, it’s pretty simple to relate to” (Interview, PW, 30-06-

2013). This is insinuating that HH’s music videos are important in the process of perceiving his image. 

JL explains; 

“… my experience with his music is through his music videos actually – so I haven’t 

listened to his songs without having the music video… And maybe that’s the reason that 

I’m a “fan” because I see the visual and listen to the song at the same time”  

(Interview, JL, 09-05-2013) 

When asked to further elaborate for the reasons why he only has experienced HH’s music with the 

visual aspect he responds; “… it’s the whole ‘THING’ that appeals to my music heart” (Interview, JL, 

09-05-2013). This is implying that the visuals in combination with the music tell a story that the fans 

can understand, take into account and process.  
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Furthermore, one of his fans, EJ, who have watched all of his music videos states: 

“… it sounds a bit strange, but he’s a little bit dark and twisted. But it’s nice, it’s so 

interesting. And it’s genuine, you kind of want to know why and hear more and you want 

to experience a little bit more”  

(Interview, EJ, 06-04-2013) 

Thus, the music videos seem to show tendencies to play on the previously mentioned emotions that 

in turn are coming off as intriguing for the fans, and these emotions make the fans come back for 

more. A fan posted the following comment on HH’s Facebook post for the music video “OMG”; “This 

Faroese guy is so talented - he is an awesome musician, storyteller and film maker. And I love his new 

clip. A lot! Well done,Heidrik” (Posted on HH’s Facebook wall 31-08-2012). This statement implies 

that it is not only the music that tells a story, it is the entire production around the video that 

communicates a certain message.  

Furthermore, PW, another fan, explains HH’s use of stories in the music videos in the following way; 

“I think stories he tells are stories that some people can relate to and others can’t. I mean, 

in “Blonde” for example, it’s not like I am a transvestite, I don’t understand the pain that 

they feel – I’ve seen movies, but it doesn’t mean I know anything about it – but when you 

watch the video he tries to explain it from a different perspective than you’ve seen usually 

and he tries to be as realistic as possible and I think that’s interesting. I mean, it’s not 

exactly what I love to watch myself, but I can see the message he’s trying to get across” 

(Interview, PW, 30-06-2013) 

Hence, even though the stories might not be relatable for everyone who is watching them, there is 

still a story told that can make the fan feel empathy and understanding from the story told, through 

the story in the music video.  

Furthermore, the previously mentioned “story” regarding HH’s origin is also something that enables 

fans to draw associations in their own minds about what HH’s music and image is like. PW, a fan, 

brings up the scenery of the Faroe Islands often used in HH’s videos as something that helps 

transcend the image: 

“… one of the coolest things with his videos are the landscapes that he uses because it 

mixes well with his message I think. There are large cliffs and despair and fog and stuff like 

that”  
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(Interview, PW, 30-06-2013) 

Thus, even though the stories HH, the musician, aim at telling might be subtle and not explicitly 

expressed, they still transcend emotions and feelings to the fans. Since these emotions and feelings 

might be hard to put in words and the fact that the story is articulated in a way that opens up for 

interpretation provides a sense of wonder for the fans which in turn could affect their opinion about 

the musician’s image.  

What this section is insinuating, is that the fact that the fans who are mainly following HH on 

Facebook, get access to his videos through the HH fan page, where HH is able to post music videos. 

These videos enable the artistic space through emotional storytelling in combining both the audio 

and the visual function, as well as having an actual storyline which draws the audience to explore 

their own experiences and emotions. Thus, the artistic space is not merely a function of interaction 

with fans; rather it is potentially a multimedia experience which creates emotional involvement.  

With social media established as a tool for the creation of an artistic space for emotional branding 

through storytelling, it is further interesting to gain knowledge on which target groups are affected 

by the use of the artistic space and their relation to it. This will be the focus in the following section. 

5.4.2 Interaction with Target Groups through Social Media – “The Digital Stage” 

Firstly, a definition of what purposes social media provide is required. All respondents of the 

interviews stress the importance of what social media can do for the artist and the career building 

process. When asked about the possibilities of the Internet and social media from an artist’s 

perspective, HH states;  

“Late 90’s. I saw possibilities of all this because I, you know, instead of sitting home with 

all these stuff that you had created you had possibilities to share it. And now, especially 

with Facebook now and everything, you can really SHARE all the stuff that you are making 

and reach out to a bigger audience than for example, if it was just in the Faroe Islands. 

And I think that’s a great tool, just regarding every artist in the world, and I think it’s such 

a great thing… and as an artist; the best” 

(Interview, HH, 05-02-2013) 

Thus, I have identified that the Internet and social media could be seen as a modern day “digital 

stage” for HH and musicians in similar situations that might face issues in breaking through in their 

music careers.  
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On this so called “digital stage”, the artist is free to create, communicate and share content directly 

with his fans and other stakeholders, and therefore, this becomes the central point for the artist to 

establish the brand. This is highly related to the previously mentioned artistic space, where the 

“digital stage” could be seen as the central point for the musician to create the established artistic 

space. In this space, interactions and relationships with fans and other stakeholders take place in an 

interactive and immediate manner. The following sections will aim at investigating the social media 

interactions HH has with his fans, as well as a section regarding the interactions social media enables 

with the majors.  

5.4.2.1 Interaction with Existing and Potential Fans through Social Media 

With the Internet and social media established as a “digital stage”, and an important factor that can 

have influence of the commercial success of a musician there are also some negative aspects to it.  

Inflation of Music Accessibility and a Crowded Newsfeed 

CS, the manager, voices some concern about the Internet’s influence on the music industry; 

“… music has lost its meaning in a way because it’s so easy to get – it’s everywhere, it’s 

worldwide – you can listen to stuff from every artist, every label, and it’s so easy to get 

and I think this is really bad” 

(Interview, CS, 13-03-2013) 

This statement implies that the general inflation of access to music has affected the music industry in 

a negative way to a certain extent. However, CS goes on to state that; “On the other hand you can 

experience more music… more music and different music. This is really good. And for the artist it’s a 

lot easier to get in contact with the fans” (Interview, CS, 13-03-2013). In other words, although the 

Internet and social media has opened up opportunities for “unknown” musicians, providing the 

“digital stage”, it is important to keep in mind that this opportunity has inflated the Internet space. 

Musicians work increasingly hard to get attention, receive recognition and trying to get discovered, 

and hopefully taken to the next level in their careers. Thus, competition is fierce and even though 

musicians can reach fans directly, they have to be capable of breaking through the noise, e.g. all the 

other musicians trying to make it in an online setting. This is something one of the fans, PW, 

elaborates on when he states;  

“… there are so many people on Facebook nowadays, and there are SO many artists as 

well – it’s so difficult to see the right things you know at the right times and it’s just a 

matter of chance that Heidrik pops up on the Facebook feed” 
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(Interview, PW, 30-06-2013) 

From a fan perspective, all fans interviewed seem to approve of the way HH use social media, mainly 

Facebook, as a tool for interaction. This is exemplified in the statement made by EJ; 

“I think he posts well in the fact that he that he doesn’t post too much and then when he 

DOES post, I will take notice then. Because then he’s posting either a new song he put out 

or something that has his music in or his movies in or something like that… And he doesn’t 

write too much as well (…) I think sometimes when people post a lot like about an artist or 

a person, or someone who you’re following – when they post stuff with like five sentences 

you don’t want to bother reading it. Instead it should be like “Here’s my song, please 

check it out” or “My song is being shown here” or “It got this award” or something”  

(Interview, EJ, 06-04-2013) 

This is relating to the previously mentioned concept brought up by PW, one of the fans, that it is hard 

for the artist to get noticed on a crowded newsfeed. Judging by EJ’s statement, there is a certain 

impatience for information overload. Therefore, the information communicated is preferably short, 

concise and to the point. On this subject PW further explains the problems of social media for an 

“unknown” artist;  

“The thing with Heidrik is that he is so small so it’s very few people in my friend circle for 

example that have liked it or interact with his fan page – so you got to get active people to 

go in there and write on his fan page – interact – so that other people will get pulled in” 

(Interview, PW, 30-06-2013) 

The notion of interaction therefore seems to be an important factor in attracting new people, but 

also gaining interest and newsfeed share on Facebook.  

Consumer Reach and Interaction through Social Media 

When asked about interacting with HH on social media, the fans generally responded that they 

sometimes “like” content he posts but nothing more, meaning they do not show tendencies of giving 

written feedback to the artist. The author wanted to investigate this further and therefore looked to 

see what tendencies the statistics for HH’s Facebook page were showing (data extracted from 

Facebook Analytics). This will be presented through two examples of popular posts by HH in Table 

5.2. 

The selected posts are investigated from the day they were posted and the lifetime until 08-07-2013. 
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Post on 

Facebook Fan 

Page 

Total (Fans)5 Total Reach6 Fan Reach7 
Non-Fan 

Reach8 

Engaged 

Users9 

18-06-2013:  

Article 

published in 

Nordic Style 

Magazine 

(Photo + Link) 

2,077 2,002 1,143 859 
321   

(210 Fans) 

22-06-2013: 

Announcement: 

“Blonde” music 

video to be 

shown at the 

Roskilde 

Festival (Video) 

2,130 2,292 1,288 1,004 
259   

(191Fans) 

Figure 5.2: “Reach of Facebook Posts” (Numbers fetched from Facebook Analytics) 

Firstly, the numbers indicate that a large amount of HH’s Fans are not reached. The post from 18-06-

2013 has only reached 55% of the total amount of fans, whereas the post from 22-06-2013 has 

reached 60% of the fans. This could naturally be due to Fans potential absence from Facebook during 

these specific days of the posts, but it does indicate that the notion of the previously mentioned 

“crowded newsfeed” is a problem that is applicable to this case. In other words, posts made by HH’s 

Fan Page might get lost in the newsfeed due to high Facebook activity by the Fans.  

Secondly, the percentage of Fans who are engaged with the posts is somewhat limited. The post 

from 18-06-2013 has 18% Engaged Fans whereas the post from 22-06-2013 has 15% Engaged Fans. 

Thus, since a somewhat low percentage of Fans are engaged with the posts, it affects the posts 

visibility in the Fans’ own network online and could therefore be shown on more newsfeeds if the 

Engaged Users increased.  

                                                           
All definitions presented are fetched from Facebook Analytics: 
5
 Amount of Fans on HH’s Facebook Fan Page, on the day of the Post. 

6
 Unique number of people in total who have seen the post. The post counts as having reached someone when it 

is shown in News Feed. 
7
 Unique number of Fans who have seen the post 

8
 Unique number of people who are not Fans who have seen the post 

9
 Unique number of people who have clicked anywhere on the post, e.g. interacted with the post 
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However, the amount of people reached who are not HH’s Fans is fairly high. The post from 18-06-

2013 shows that 43% of the total amounts of people reached were “non-fans” and the post from 22-

06-2013, demonstrates that 44% of the total amounts of people reached were “non-fans”. Thus, they 

have been exposed to the content of the posts from the Engaged Fans interaction with the post 

increasing the visibility of the Fan page. Hence, one could conclude that even though the number of 

Engaged Fans is small, it still has a major impact on the overall visibility of the post. However, as 

previously mentioned, it has the potential to reach a much higher number of people if more people 

engaged with the posts.  

On this note, another interesting aspect is the fact that in the post from 18-06-2013, 65% of the 

people who have interacted with the post is constituted by Fans, thus, 35% of the engaged users are 

“non-fans” who have through their social online network discovered the post. The post from 22-06-

2013 shows numbers of 74% who have engaged with the post as Fans, and therefore 26% of the 

people who have engaged with the post are “non-fans”. This shows the potential that Engaged Fans 

inherent, where the post gets additional boost outside the Fan page.  

Taking point of departure from the data extracted from Table 5.2, it becomes evident that even 

though HH seem to have a somewhat successful relationship between brand identity and brand 

image through his artistic space on the “digital stage” there are still issues with regards to reaching 

the actual fan who have “liked” his page and for maintaining an interactive relationship with them. 

This serves as proof for the previously mentioned “crowded newsfeed”. Furthermore, since the 

amount of fans, who actually engage with the posts is relatively limited, it could possibly affect the 

transmission process of how the brand image influences the brand identity. In other words, if the 

transmission process between brand identity and brand image is supposed to be seen as an 

interactive process, there are tendencies that show that the fans influencing HH’s brand identity is 

somewhat narrow. Thus, a potential imbalance has been identified which could have an influence on 

the feedback HH receives from the Facebook fans, and in turn affect HH’s perception of the brand 

image.  

With interactions with existing and potential fan target groups established, it is also relevant to 

explore additional target groups, identified as the Majors. The next section will take this concept into 

account.  

5.4.2.2 Interactions with the Majors through Social Media 

As mentioned, social media is a way for the “unknown” artist to reach out directly to a wide audience 

through the so called “digital stage” and in that way brand himself. However, this is an insufficient 
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explanation of what social media can be used for. Rather, social media is used for interaction with 

fans as well as a tool for presence in the music industry, with the purpose of showing record labels 

the current state and the brand of the artist.   

The Importance of Visibility and Attainment of Fans 

UU, the social media manager, states that in a conversation she had with CS, the manager, has 

stressed the importance of visibility; “… it’s very important that he is visible, as much as possible, on 

as much relevant social media networks as possible” (Interview, UU, 28-02-2013). This is reinforced 

in the interview with CS, the manager, who expresses it in the following way; 

“… he should focus more on how he could get more people – so he could add more, or ask 

friends to invite people to his page or so – because it’s so important at the moment! Like I 

told you, the labels, they are looking up the Facebook profiles” 

(Interview, CS, 13-03-2013) 

Thus, the visibility alongside with the notion of gathering more fans seem to be of high relevance for 

the musician, in order to achieve the main goal for the moment being; to get a record deal.  

The Digital Stage as a CV 

When asked if it is a requirement from the record companies for the musician to have many 

followers on social media, CS, the manager, responds; ”No, but it’s getting REALLY interesting when 

you get 20.000 likes” (Interview, CS, 13-03-2013). She further uses the following example for the 

importance of Facebook followers/fans: 

“It’s like marketing a car – if you market a car you have to tell the people what the car can 

do instead of all the others, what is special about the car. It’s the same with an artist – 

and if you have a lot of followers on Facebook then it’s a really good thing” 

(Interview, CS, 13-03-2013) 

Therefore, when using the car example, the amount of “likes” on social media becomes one of the 

unique selling propositions for the artist when negotiating with record companies. In this way, the 

amount of fans you have will affect your bargaining power as an artist. Thus, the use of social media 

is not only about attaining new fans, it is also crucial to keep the already existing ones intrigued and 

interested, possibly from a strong brand identity and brand image, for the purposes of gaining 

interest from the record companies. Thus, one could conclude that the activity present on social 

media channels become a way for record companies to explore the potential of the artist, through 
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his own entrepreneurial efforts. In other words, the social media channels become a CV, to some 

extent, for the unsigned musician when it comes to discussions and negotiations with record 

companies. Therefore, the stronger and more valuable social media efforts the artist can provide, the 

better the brand of the artist will look to the record companies and possibly affect their view of the 

musician in question.  

With all the insight the analysis has provided from the empirical data, the investigation will be 

continued in the next Chapter, the Discussion, where relevant empirical findings will be further 

explored from a theoretical point of view.  
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CHAPTER 6: DISCUSSION 

This chapter will aim at taking key findings identified in the analysis, and elaborate on the topics. 

Theoretical considerations will be brought up alongside the empirical findings in order to further 

discuss the theoretical framework through the findings. The Discussion consists of three main parts, 

all related to the main research question of the thesis. The chapter will be concluded in a model, 

derived from both the theoretical framework, as well as the empirical findings, to illustrate the key 

outcomes of the thesis.  

6.1 Construction of Brand Identity through Social Media 

Although the theoretical framework has suggested a new set of freedom for musicians’ in the digital 

environment, I have found in my research that the musician still feels dependency on the majors for 

commercial success. This is due to the set of pressures that comes with having to perform all digital 

front stage efforts individually and without expertise. Moreover, the coding/decoding process of the 

brand identity and brand image is not as linear as suggested by theoretical scholars. Rather, I 

propose that it is an ongoing mutually dependent process, building on feedback from all different 

actors involved with the musician. Finally, I have found that social media is the “digital front stage” of 

the brand identity, where all brand actions take place in the case of the digitally present musician. 

These claims will be explored in depth below.  

6.1.1 Record Deal Desires 

As noted in the Theory section (Hughes and Reiner Lang, 2003; Vaccaro and Cohn, 2004; Thackeray 

et al, 2009), the recent technological advancements and the digitization of the music industry have 

supposedly enabled the musician’s with the freedom of producing and distributing music at a much 

lower cost than during previous conditions. As much as this is true, it still neglects one of the main 

findings from the empirical research stated in this case study; that a record deal is still something 

sought after and desired by the musician. A reasons for this still being the case, is the fact that a 

record deal would mean less entrepreneurial pressure for the musician, since a professional team 

would be of service when signed to one of the majors. In other words, although the musician has 

freedom of production of creative goods and construction of his own brand identity through social 

media, this also creates a set of entrepreneurial pressures on himself. This might be an explanation 

for desiring and striving for a record deal with the majors, which then turns into a negotiation 

process of the brand identity.     
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6.1.2 The Musician, Manager and Majors as Brand Originators 

One crucial part of the theoretical framework, was regarding the sender and receiver processes of 

brand identity and brand image. Nandan (2005) suggest that it is a linear process, where the brand 

identity is encoded by the brand originator and sent, and accordingly, is decoded by the brand 

receiver where the brand is received and perceived. What was discovered in the empirical findings is 

that the identity construction of the musician consists of a complex and diffuse process which in this 

case consists of three different main actors negotiating about the musician’s identity; the musician, 

the managers and the majors. Even though the musician is the one with vast knowledge regarding his 

own identity, forces influencing the brand identity were found in the shape of opinions from the 

manager and the majors. In other words, the identity of the artist should not be viewed as equal to 

the brand identity of the artist, as the brand identity stems from different voices and opinions by 

stakeholders. Thus, the musician, the manager and the majors could all be seen as brand originators, 

as they are involved in a mutual negotiation process when constructing the brand identity. Hence, 

the musician’s role in the brand identity construction is naturally important, but not mutually 

exclusive. Furthermore, the empirical research also found the notion of the “unknown” musician’s 

use of social media as a digital CV for “passive” communication with the majors.  “Passive” 

communication in this instance refers to the fact that it is something the majors look up themselves, 

without the musician’s permission, and possibly, knowledge. Thus, as the brand originators have 

influence on the constructed identity, the major’s negotiation process could be influenced by the 

impressions of the social media efforts performed by the musician. 

6.1.3 The Digital Front Stage  

One final aspect with regards to the construction of the musician’s brand identity is the concept 

brought up in the Theory chapter, regarding personal branding (Peters, 1997; Montoya, 2002; 

Sheperd, 2005). Personal branding entails that everyone is their own marketer and should choose 

carefully what they would like to show and what they do not want to show their audience. 

Moreover, this concept is built upon Goffman (1959) classic concept which is based on the notion 

that all individuals have a front stage and a back stage, where things shown in the front stage are 

carefully constructed. Goffman’s concept came before the Internet era, and is therefore interesting 

to take into account and adapt to the current digital environment, on the “digital stage”. As the 

musician is individually digitally present on a vast variety of social media, due to entrepreneurial 

pressures, one could assume that there are a number of brand identity considerations to be made 

before performing social media activities. Thus, time and effort for communicating the negotiated 

and agreed brand identity is a major key activity for the musician to be handling individually on a 

regular basis. Zhao et al (2008) has stated that the disembodied online environment makes it 
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possible for people to reinvent themselves through the production of new identities. Hence, social 

media is simply not a tool for interaction with fans, rather it is part of the complex negotiation 

process between the musician, the managers and the majors as well as the front stage where the 

negotiated brand identity take place. HH, the musician, has the chance to explore his brand through 

the feedback from fans, managers and majors. At the same time, the managers and majors are also 

capable of exploring the attitudes and feedback that are available on HH’s social media platforms, in 

the shape of comments, “likes” and “shares”. This feedback enables the negotiation process and 

takes it further, as all stakeholders in the process have access to the information.  

With the social media established as both a part of the negotiation process of identity, as well as an 

interaction tool for existing and potential fans, it is relevant to further investigate the considerations 

from a brand image perspective. This will be explored in the next section.  

6.2 Construction of Brand Image through Social Media 

This thesis suggests that the overall brand image of the artist is a highly influential factor of music 

consumption, more so than the actual creative good outputs. Thus, it is the entire “artist product” 

(the musician, the songs, the videos and the interaction online) that is consumed. During the 

research process, I discovered that the notion of consumer freedom to choose which value offering 

can provide them with most personal value, was mainly concerned with the fans’ own image 

construction. The theoretical framework has suggested that people “watch” their social network with 

regards to cultural consumption. However, one of the main findings from the empirical data has 

proven to be that, while the music consumers watch the social network, the social network is also 

watching them. This is due to the technological advancements and the increased use of social media. 

Thus, it becomes evident that social media has a high influence and stake at the process, and 

therefore, affects the outcome of the forces influencing the brand image. These findings will be 

elaborated on below.  

6.2.1 The Artist as the Creative Good 

As noted by Potts et al (2008), the creative industries rely, to a greater extent than other socio-

economic activity, on ‘word-of-mouth’, taste, cultures and ‘popularity’ such that individual choices 

are dominated by information feedback over social networks rather than innate preferences and 

price signals. This is closely linked to the notion of the passive and active recommendations stated in 

the Analysis. These recommendations made by the own social network could be seen as double; the 

fans receive recommendations from their own social network, however, the music consumers are 

aware of the consequences of consuming, “liking”, certain music on the specific social media in terms 
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of their own personal image. As stated by Kotler et al (2009), in a consumer culture, people no longer 

consume for merely functional satisfaction. Rather, consumption becomes meaning-based and 

brands are often used as symbolic resources for the construction and maintenance of identity. Thus, 

the creative goods do not seem to only be considered as the actual artistic product, such as a song or 

a music video. Rather, the findings from this research paper suggest that the creative good also lies in 

the actual artist and his brand image. In other words, the creative good (the artist) is consumed by 

the audience for the sake of his brand image to reflect upon their own brand image in their social 

network. This will be further elaborated below.  

6.2.2 The Fans’ Personal Brand Image Considerations 

Muniz and O’Guinn (2001) and Sicilia and Palazon (2008) presented the concepts of brand 

communities and virtual brand communities in the theoretical framework. HH’s Facebook fan page 

could be considered to be a virtual brand community, where fans interested in HH’s brand 

communicate with each other electronically, but I propose this explanation to be insufficient. One of 

the main findings from the analysis is the notion of image considerations from a music consumption 

perspective. It was found that the fans interviewed, seemed to mainly find value in the sense of 

constructing their own personal brand within their social network by following artists with the “right” 

kind of brand image on social media. This way, they might feel like they get a certain amount of 

respect and recognition from their social network when they interact with the musician online.  Thus, 

one could propose that the brand image is twofold; on one hand the perception of the artist reflects 

the artist brand image; on the other hand the fans own image is affected by the artist’s brand image 

as it becomes visible to their own social network. Hence, the virtual brand community has undergone 

a transformation from communication about mutual specific interests, to a place of self-construction 

of image.  

Caves (2000) and Molteni and Odanini (2003) suggest that “herd behavior” is a common concept in 

the creative industries, where people prefer what other people prefer. I would suggest that this is an 

insufficient explanation. Rather, the relationship between the social network and the music 

consumers influence the personal brand image among the fans. In other words, the music consumers 

do consume but are, to a large extent, influenced by their social network while they at the same time 

influence their social network themselves. Hence, the music consumers watch their social network 

online, but oppositely the social network is also watching them. In turn, this influences the way they 

perceive HH’s brand identity and transform this identity into a specific brand image, where they have 

to decide if this is something they want to associate themselves with, or not. Thus, they are not 

blindly following “the herd”, rather they want to create their own personal brand on the social 
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network, presenting themselves with a unique taste through their track records of “likes” of certain 

artists. It should be noted, that these findings concerns this specific case. The people interviewed 

were all fans of HH online, and therefore they are naturally colored by the concept of “liking” 

unknown artists and from that, shaping their own social media brand image.  

6.2.3 Authenticity affecting Brand Image of Artist 

Through the empirical research, the level of authenticity has been found to be influencing the music 

consumers in their opinions about the musician. The level of authenticity is increased when the 

musician is “unknown” and active himself on social media, as it ensures the fans that the messages 

come straight from the source. Thus, social media enables the process of an authentic and “real” 

brand image for the “unknown” artist. When discussing the concept of the “unknown” musician, it is 

also relevant to raise the issue of commercial success. In other words, the main goal of HH, the 

musician, in the present time, is to get commercial recognition by getting signed to a record label. If 

or when this occurs, he risks that he might lose some level of authenticity, as he might be perceived 

as an artist with commercial interest, rather than artistic values. However, as commercial success 

entails the potential of reaching more people due to help from the record label, he might attract a 

different audience. Hence, when the artist is “unknown” he seems to attract people very aware of 

their own self-image, but in the transition of becoming “known”, there might be an audience switch. 

Thus, the new audience might consist of people who follow the previously mentioned concept “herd 

behavior”, or in other words, people who follow other people’s tastes.   

A closer look on the findings regarding the actual function of social media with regards to brand 

identity and brand image construction will be explored below.  

6.3 The Digital Stage as a Link between Brand Identity and Brand Image 

My perspective in this section views social media as a digital stage, or in other words, the modern 

way for the musician to establish his brand for both the fans as well as business stakeholders. It has 

been shown that the digital stage provides room for the so called artistic space, where stakeholders 

can meet and have their own subjective experience with the brand. This is an indication that the 

need for the brand identity to be perfectly translated and decoded is of less importance than 

suggested in the theoretical framework. Furthermore, the digital stage has also enabled the concept 

of emotional branding, and more specifically storytelling. This is due to all the new media formats 

available on social media, which can be easily accessible by anyone with an Internet connection 

through the notion of being hyper-textual. Thus, I propose that it is easier for the musician to 

emotionally reach a vast amount of people in short time through the digital stage, rather than using 
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the “traditional stage”. However, although some theoretical scholars have noted the benefits of 

usage of social media, such as the hyper-public characteristic, I have also found a critical issue, 

influencing the process of musician/fan interaction. The notion of a “crowded newsfeed” has shown 

problematic aspects for the digitally present musician. Thus, it is getting difficult getting through the 

“noise” online, as more and more musicians’ act on the digital stage.  

6.3.1 The Digital Stage Functioning as an Artistic Space for Emotional Attachment through Stories 

In the theoretical framework, the concept of transmission of brand identity to brand image was 

presented which suggest that that it is desired that the brand identity is perfectly ‘translated’ into the 

brand image (Nandan, 2005), which seems to urge for a complete similarity between the brand 

identity and the brand image. However, I propose to question this notion. It was found in the analysis 

that there seems to occur a certain artistic space during the transmission of the brand identity and 

brand image, where the experiences of the artist and the music consumers meet. Scolari (2008) 

introduced the notion of brands not being able to directly express values, rather they present 

narratives. The brand is the route to which the values can be shared with the consumers through the 

use of “possible worlds” that the consumer can be a part of. In addition to this, social media has the 

quality of being capable of two-way mass communications (Guldbrandsen and Just, 2011). Thus, this 

paper suggest that it might not be the highest of relevance if the brand identity and brand image are 

not perceived in the exact same way, as long as the consumer and artist get to meet through the 

artistic space and individually have a subjective experience and interaction with the art, which is 

enabled by social media (the digital stage).   

It was found that this artistic space was enabled by emotional branding through storytelling on the 

digital stage. What the digital stage is able to provide the artistic space with, is a wide variety of 

multimedia tools that can enhance the stories told, and thereby also the emotional attachment. This 

is mainly found to be exemplified with regards to music videos posted, which seem to have a deep 

impact on the fan’s emotional responses to the musician and his brand. The artistic space on the 

digital stage in turn, enables the fan’s to provide the artist with their own interpretations of the art, 

as exemplified in the case of the creation of a fan video. Cooper et al (2010) supports this, where 

they claimed that due to the evolution of technology, mass media vehicles such as music, radio, film 

and television are central storytellers in society. In this case, it is the combination of the different 

media that provides social media with a strong ability of communicating social and cultural ideals to 

consumers, referred to as hyper-textual by Guldbrandsen and Just (2011). Thus, the artistic space is 

functioning this way because it is connected to the digital stage. The fact that digital media exist,  

enables the creation of the artistic space in a different way than was possible before. 
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It was presented by Duffy and Hooper (2004) and Morrison and Crane (2007), how emotional 

branding can forge a deep and meaningful relationship with the consumer, through speaking to the 

hearts, minds and souls of the consumer. However, this research paper suggest that there are an 

additional influence to consider when it comes to emotional branding; the previously mentioned 

importance of timing of the artist’s relevance on the digital stage when creating the artistic space. 

The artistic space on the digital stage might be more likely to be appreciated by the audience; if the 

audience feels like that artistic space can provide them with emotional relevance of the time. As 

noted in the analysis, there could be a number of factors influencing the popularity of certain 

music/artists at the moment, due to the financial climate, the aftermath of 9/11 etc. Thus, the 

audience’s use of the art for their own emotional life during that specific time is a value offering to 

consider. With this aspect in mind, it insinuates how highly dependent the artist is on his 

environment. One could assume that record labels want to sign artists who are relevant of the time, 

thus, fluctuations of society might also affect the commercial viability and relevance of the artist. 

6.3.2 The Crowded Newsfeed 

Siapera (2012) proposes that social media has the ability to reach a vast amount of people in a rapid 

pace. This is what was termed hyper-public by Guldbrandsen and Just (2011), meaning that more 

people have faster access to more communication produced by a large amount of people, extending 

the personal sphere. However, it should be noted that the artistic space and its message is at risk for 

the digitally present artist, as social media is getting more and more crowded and used by both 

“superstars” and “unknown” artists, which makes it increasingly difficult for musicians to be noticed 

and discovered by audiences. This paper has proposed that social media has become a digital stage 

for artistic performances and for interaction with fans. If one were to compare the digital stage to an 

actual, physical stage one can quickly see the confusion raised among the fans, as the physical stage 

would contain hundreds of artists, all trying to get their artistic space and message across at once. 

This is actually the case on the digital stage too, but it is masked as an ongoing newsfeed, with 

constant updates from selected artists. Thus, no matter how powerful social media could be viewed 

as, there are still many challenges arising from being a digitally present musician. It also shows the 

relevance of having a strong brand in order to stand out from the others and gain interest from music 

consumer, in the shape of a “like” on the social media profile. Another topic supported by theoretical 

scholars (Kotler et al, 2009; Siapera, 2012) is the notion that social media opens up opportunities for 

engagement, especially in cases where information is shared with a social connection through the 

personal social network. However, this thesis found that the level of engagement with the musician’s 

posts are limited, which indicates further proof that the “digital” stage is getting too crowded with 

too many social messages at once, confusing the social media users.  
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Having established the three major corner stones in this research paper; namely brand identity, 

brand image and social media, and their influence on each other, the following section will aim at 

providing a summarized model of both the theoretical and the empirical framework. This will be 

presented in the following section.  

6.4 Concluding Model of Theory, Analysis and Discussion 

 

Figure 6.1: “Concluding Model of Theory, Analysis and Discussion” 

The concluding model of the theoretical framework, presented in Chapter 2, has been the starting 

point for constructing the model above. However, when taking the findings from the analysis and 

discussion into account, the model needed to be adapted accordingly. This updated model will be 

explained in the coming section. 

The model takes its point of departure in the Digitally Present Musician who is the original sender of 

brand messages. The media mainly used by the musician is through social media, or what has been 

named the Digital Stage in this thesis.  
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The Digital Stage has shown two main tendencies. Firstly, the problematic notion of a Crowded 

Newsfeed which might disrupt the brand message, as well as capabilities of Emotional Branding 

through Storytelling. The Crowded Newsfeed refers to the problematic nature of modern social 

media, where there has been an inflation of musicians trying to market themselves, where the music 

consumers get flooded with updates and information. The second tendency is the concept of 

Emotional Branding through Storytelling, which has been moved into one box in this model, 

compared to the triangle process orbiting the social media box in the theoretical model. It was found 

throughout the research that Emotional Branding through Storytelling can be seen as a social media 

characteristic which enables reaching target groups.  

The Target Groups have been identified as Management/Majors and Music Consumers. These Target 

Groups go through different processes when considering HH’s brand identity, respectively brand 

image. These will be described below.  

The Management/Majors go through the process of Digital CV Considerations, where they are 

checking the status of the musician’s social media efforts. Depending on what the 

Management/Majors think about the social media efforts, affects the following part of the model, 

namely the forces influencing the musician’s brand identity. These have been identified as Identity 

Negotiations and Entrepreneurial Pressures. The Identity Negotiations refer to the process between 

the brand originators (Musician, Manager and Majors), when considering a suitable brand identity 

for the artist. The entrepreneurial pressures concern the increased business responsibility for the 

musician which might affect the quality of the creative goods. These forces affect the Musician from 

the entry point of the model, marked by the interactive red arrow representing the offline 

interaction between Musician, Manager and Majors, as well as the online outcome, which is the 

Brand Identity, the part that is visible to the audience.  

The Music Consumers, including the existing as well as potential fans, go through the process of 

Social Network Considerations. It was found that music is often discovered through the music 

consumers own social network, in the shape of active or passive recommendations. When the Music 

Consumer has discovered the artist, there are forces influencing their perception of the artist’s brand 

image, specifically the Level of Authenticity and the notion of Personal Branding. The Level of 

Authenticity is constituted by the process where the music consumer considers how genuine and 

authentic the musician seems, as well as the level of direct interaction through the Digital Stage. The 

notion of Personal Branding is connected to the tendency among the Music Consumers to show great 

awareness of how the musician’s brand image reflects upon the music consumer himself or herself in 
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their own social network. Thus, how will the music consumer’s network perceive them “liking” and 

interacting with the musician’s Fan Page.   

With the processes of the musician’s sending of messages to target groups on the digital stage 

established, it was further discovered through research that the transmission of Brand Identity to 

Brand Image is not as straightforward as the theoretical framework has suggested. Rather, this thesis 

suggests that the Digital Stage’s quality of Emotional Branding through Storytelling, a so called 

Artistic Space is created. The Artistic Space is the place where the artist and the music consumers 

meet in the art’s message and each and every one has their own subjective experience with the 

musician’s brand. The Artistic Space is illustrated as a cloud surrounding both the Brand Identity and 

Brand Image, unifying them, and creating the “universe” that all stakeholders can take part in. 

Finally, it is in the Artistic Space where everyone participates and experiences the brand, it is also 

from here that feedback or interaction can take place with the Musician through the Digital Stage.  

With all empirical findings investigated through the theoretical framework and with the concluding 

model established and explained, the next chapter will aim at concluding the main key points and 

outcomes established in the research paper. 
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CHAPTER 7: CONCLUDING REMARKS 

This section will aim at clarifying the main conclusions found throughout the research process, and 

will continue to state the managerial implications for both the artist, as well as the management. A 

final section will provide insights with regards to possible future research that could elaborate on the 

results found in this thesis.  

7.1 Main Findings 

It was found during the research process that the musician’s use of social media could be considered 

to be a digital stage, where the main interaction with music consumers and fans take place in a direct 

and personal manner.  It has been established that key stakeholders in HH’s career, such as the 

manager and the majors, use the digital stage as a way for investigating the artist’s “digital CV”, or in 

other words, the actual and potential reach of fans as well as brand considerations. Thus, through 

the artist’s social media efforts, key stakeholders are able to give feedback to the artist with regards 

to a suitable brand identity. This is where the thesis found that HH’s brand identity is co-created and 

negotiated by the artist and the key stakeholders to a large extent. Thus, the musician, the manager 

and the majors are all considered to be brand originators. Another factor that was found to be 

influencing the brand identity of the artist, was the notion of entrepreneurial pressures. The artist is 

pressured to perform entrepreneurial tasks, for example in the shape of social media management, 

due to the previously mentioned negotiations of brand identity with the other brand originators. 

Hence, less time is spent on production of creative goods and more time is spent on business 

responsibilities, which might affect the brand identity of the artist.  

Another key finding during the research process was the notion of construction of the musician’s 

brand image among the music consumers.  It was found that the level of authenticity concerning the 

musician affected the way the music consumers perceived the brand image, for reasons such as 

notion of support and the feeling of direct interaction. Moreover, the thesis discovered that the 

perception of the musician’s brand image was to a large extent affected by the music consumer’s 

own personal brand image on their social network. Music consumers look to their own social 

network on social media for both passive and active recommendations. However, the music 

consumer is also very aware of the visibility of the interaction with the musician on their own social 

network. Thus, the music consumer is watching the social network, but the social network is also 

watching the music consumer. Hence, music consumption becomes part of the music consumers 

own personal brand image.  
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With regards to the musician’s use of social media, this thesis has proposed that the musician is 

performing emotional branding through storytelling on the digital stage. This in turn, invites the 

music consumer to a so called artistic space. The artistic space symbolizes the relationship between 

the brand identity and brand image, where the sender and receiver’s perceptions meet, and 

everyone can individually have their own subjective experience with the art. It was found that the 

combination of storytelling and social media worked as an effective tool for drawing people in to the 

artistic space, as the combination allows for a multi-media experience, through videos, sounds and 

images. Thus, the multi-media experience enables the artist to tell stories both explicitly and 

implicitly.  

Finally, it was found that there are a few consequences that should be taken into account when 

considering branding of the musician on the digital stage. Firstly, the research process has shown 

that the musician’s own use of the digital stage leads to entrepreneurial pressures for the artist, 

which in turn could affect the artistic quality of the creative goods, due to work overload. Secondly, 

social media has become such a prominent tool for artist branding, that there are implications of a 

“crowded newsfeed”, which indicates that there has been an inflation of musicians wanting to 

market themselves online. Thus, there might occur issues for the musician when trying to reach 

through the “noise”.  

7.2 Managerial Implications 

This section will provide managerial suggestions for both the artist as well as the management.  

Firstly, it has been stated throughout the thesis that HH’s current brand identity and image is built 

upon authenticity and being an “unknown” artist. In other words, the level of the brand’s 

authenticity has proven to an important factor for music consumers. It is therefore important that 

both the artist and the management have an understanding of this importance, when determining 

future career plans for HH. Thus, efforts should be made after a record contract has been signed to 

ensure that the artist is still perceived as authentic and personable. One example of where efforts 

could be made concerns HH’s music videos. This thesis has found that the music videos are an 

important part of HH’s artistic expression and they are providing the music consumers with an 

emotional experience of the brand. This is where efforts could be made, in the shape of storytelling 

in music videos, allowing HH to remain true to his art and is an authentic artist.  

Furthermore, it should be noted that HH is the one with closest interaction with his fans. Thus, he is 

the one with main knowledge about his current market place. Therefore, the identity negotiation 
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process between the musician, manager and majors need to be an interactive process, where the 

manager and majors take into account the artistic values.  

Another key point consists of the discovery that HH’s posts on Facebook are limited with regards to 

the amount of fans/music consumers who interact with his posts. This thesis proposes that a higher 

level of interaction would be beneficial for the artist for two main reasons. Firstly, the more people 

who interact with the post, the more the post will become visible on different social networks. This 

will in turn lead to a potentially bigger audience on the digital stage. Secondly, a larger amount of 

interaction with posts would possibly improve the musician’s so called “digital CV”, where majors 

search for popularity of the artist. However, the management needs to be aware of the potential 

consequences of entrepreneurial pressures for the artist, as the artist is not trained or educated for 

self-marketing. Additionally, it is not easy for the musician to “break through” the noise on the 

crowded newsfeed.  

A final important topic to consider is the notion of timing, with regards to release of records, new 

videos etc. The research has shown indications that it is important for the musician to be “right of the 

time”. Therefore, this could be a factor to consider before releasing new material, in order to ensure 

the art’s alignment with the current social situation.  

7.3 Future Research 

Taking point of departure in the findings concluded in this research paper, it could be interesting to 

further investigate the following points.  

Firstly, it would be interesting to take a closer look into how the entrepreneurial pressures directly 

affect the production of creative goods for the musician. In this way, it would be possible to outline 

the consequences of the increased entrepreneurial pressures and how this affect the quality and 

production process of creative goods.  

Another key point to further examine could be if the online brand image of HH (on the digital stage) 

corresponds with the offline brand image (on the traditional stage). An investigation of this could 

possibly lead to insights in the differences between online and offline branding for a musician.  

Additionally, if and when HH would sign a record deal, it would be interesting to look into how this 

influences the brand identity construction process among the brand originators. Hence, this could 

provide insights by outlining the differences between the brand identity construction processes for 

an unsigned musician versus a signed musician.  
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Finally, taking point of departure in the point above, it would also be of interest to investigate how 

the fans’ opinions and perceptions about the musician change at the occasion of being signed to one 

of the majors. This is related to the level of authenticity and the notion of “discovering” unknown 

artists, where the further investigation could lead to understandings regarding the evolvement of 

fans’ feelings and attitudes towards the musician’s career changes.  
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