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Executive Summary 

 
In times of increasing digitalisation in our modern world it is an interesting phenomenon 

that the vinyl record, as in a material object that has been declared obsolete and dead 

numerous times, experiences accrued interest from consumers, industry and academia. The 

study of material culture reveals that we are defined by a dynamic relationship with the 

material objects that surround us. The particularity of the materiality of the object matters 

in terms of the kinds of relationship we can build with it. A vinyl record engages a lot of our 

senses, has the ability to store cultural as well as personal heritage and can transport notions 

of authenticity and lifestyle. The particularity of the materiality of the vinyl record allows 

for experiences that shape our relationship with it. Those experiences start way before the 

music is playing in the way that we acquire it, to the artwork on the cover or the atmosphere 

that we deliberately put ourselves in when preparing to listen to a vinyl record. 

 

Experiences are the relational link between the object and the subject. Experiences are 

personal because no two people engage the same in terms of emotions or intellectually. 

Understanding this is a crucial step towards understanding the value of both, the material 

object but also the experiences that are staged with it. The more meaningful experiences we 

have with a given object, the more valuable it is to us. The meanings around them emerge 

through associations and patterns of usage with them but those meanings change and can 

diminish or grow over time as much as the objects themselves change over time and through 

usage. While we cannot form this kind of relationship with an interchangeable digital music 

file, we can form a personal, meaningful and significant relationship with vinyl records in 

such a way that their economic value is replaced by a personally inscribed value. 

 

With the digitisation, music stepped away from the haptic and visual objectification and the 

resurgence of vinyl can be understood as a function of that process. In a new-found intimacy 

between digitalisation and materiality, we value both for their particular qualities because 

of the other, rather than feeling the need to choose one over the other.  
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1. Introduction 

Material objects are a crucial part of our world. They shape our daily life in so many ways 

that we are often not even aware of their existence. However, increasingly one can observe 

that our modern world is characterised by a process of digitalisation, leaving many material 

objects old and obsolete, especially in the entertainment sector. Music, for example, is more 

and more sold as a service with the help of streaming platforms and the sales of physical 

music formats has consistently diminished. With one exception; the sales of vinyl records, 

one of the oldest sound-carrying formats, are up and remain steady to an extent where one 

can talk of a resurgence of a material object that has been declared dead numerous times. In 

addition to that, one can observe a rise in the offering of experiences as a new economic 

sector, the experience economy. Both of these are curious developments since they go 

against other trends in our society that involve convenience and time-saving, as in processes 

that make our everyday lives easier with the use of technology and efficiency.  

 

It seems as if the digitisation of analogue entertainment products has, in some way led to a 

new appreciation of lengthy, emotional and somewhat retro experiences. How then, can this 

new urgency of material objects and the experiences that are shaped by them be explained? 

The study of material culture can reveal insight into processes and trends in our society and 

should, in relation with the topical theory of experience economy, be an area of new concern 

in a times of increasing digitalisation. 

 

1.2 Thesis Structure 

 

The research project is structured as follows: Firstly, the theoretical framework is outlined, 

leading into the topic of interest that results in the research question. Secondly, the 

methodological approach is laid out, including the choice of methods and analysis. Thirdly, 

the findings from the secondary and primary data respectively are presented, followed by a 

discussion of those along the lines of the theoretical framework. Finally, the conclusion 

gives a summary of the thesis based on the evidence outlined. 
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2. Theoretical Framework 

 

2.1 Material Culture 

 

The study of material culture has changed profoundly since its existence. Developed in 

archaeology, scientists used objects to understand and display culture by its artefacts. 

Technical achievements, global and, at times, exotic items were analysed and displayed to 

show a state of process in an unknown culture, particularly in relation to industrialisation 

(Miller, 1987). While this approach is still important in museums and archaeology, where 

excavations rarely reveal anything that does not stand in relation to artefacts or their 

leftovers to make meaning of, current research focuses on consumption, and objects that 

people act with in their everyday life. Artefacts are material objects created by people and 

were originally of interest for researchers for what they can tell about life in times gone by 

(Miller, 1987).  

 

However, social researchers are interested in them now for what they can reveal about 

modern life today (Kara, 2015). To some extent, this approach can help research show a 

process in our own culture, in this case, the process of digitalisation1 and to some extent its 

consequences (Magaudda, 2011). Material culture thereby implies that it is also our physical 

environment that makes up our existence, together with our body and consciousness (Miller, 

2005). Especially the engagement with tangible, everyday objects teaches us characteristics 

and expectations of our own and other social groups. Consequently, one can say, that the 

intangible orders such as culture, gender or social hierarchy are grounded in the tangible 

objects that surround us. Material culture can be seen as the foundation of every given 

society (Miller, 2005). 

 

This research emphasises material culture as a methodological approach instead of scientific 

materiality as an area of study. The reason for this is that firstly, it is difficult to understand 

                                                 
1 Digitalisation refers to the structuring of a diversity of domains of social life around digital communication 

and media infrastructures (http://culturedigitally.org/2014/09/digitalization-and-digitization/)  

http://culturedigitally.org/2014/09/digitalization-and-digitization/
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materiality in itself without being an expert in that area. In his book “Stuff Matters” Mark 

Miodownik (2013) explains the material qualities and origin of our most common objects 

from when and how they got invented or discovered to their chemical composition. While 

it is important to appreciate the very essence that the objects that are embroiled in our 

everyday lives are made off in order to analyse them for their specific meanings and 

capabilities, it is almost impossible to grasp this task without having studied a specific 

material. Secondly, one can argue that the field of material culture studies poses the 

challenge as to limitations when it comes to word based qualitative research. While it is 

questionable whether one can really understand the meaning an object has in peoples’ 

everyday lives simply by analysing the words they use, this is certainly the case when 

specific material qualities are at the focus of study. However, this does not mean that this 

research attaches no importance upon the specific material qualities of the objects in focus; 

they are just not the mere foundation of argumentation. 

 

Daniel Miller (1987) claims that it is not material objects in themselves one should study 

but the duality of subject versus object. While Brown (2001) argues that this approach would 

take the focus away from thingness, still what prevails is the focus on the relationships that 

we have with things. For this research, the terms material objects and things are used 

interchangeably since they mean the same in the works of Miller and Brown. Material 

objects, together with language, make it possible for people to negotiate their relationship 

with the social world. Moreover, they enable a relationship with the unconscious and help 

to order the unconscious world (Miller, 1987). Miller (1987) refers to aesthetic objects, for 

example a painting, that are rarely perceived sequentially in a discursive form but usually 

present themselves at once. Linguistic descriptions work equally limited for everyday 

objects, one has to interact with its sensory qualities in order to grasp it (Miller, 1987). A 

vinyl record for example can hardly be explained in words in its entirety, leave alone the 

meaning an individual record can have to one person (Bennett and Rogers, 2016). In order 

to emphasise the differences between a linguistic and a material approach, Miller (1987) 

highlights the arbitrariness of the linguistic system, whereas material objects, albeit 

containing individual and manifold meaning, can never be fully arbitrary due to their 

physical constraints. 
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Artefacts, as in man-made objects, produced to fulfil a certain purpose, tend to not be 

analysed for their symbolism because of their physicality. A mistake according to Miller 

(1987), who argues that artefacts should be investigated because of their close relation to 

feelings that arises from their representational form as well as their unique role in the 

subject-object dialectic, where they explain and shape the history of the subject but at the 

same time are created by the social subject who acts as active agent. In this sense, he looks 

at culture as a relational phenomenon between objects and social relations (Miller, 1987). 

 

In the contemporary culture of mass consumption, as in the predominant context we see our 

goods in, it is us that act as agents of historical processes. Social classes are intertwined with 

different ways of consumption of things (Miller, 1987). Accordingly, Bennett and Rogers 

base their work on the assumption that human beings have attained agency in the identities 

they construct through the cultural consumption of objects, which help them to negotiate 

structural constraints such as gender and class (Bennett and Rogers, 2016).   Already Hegel 

(1977 in Miller, 2005) suggested that humanity and materiality cannot be separated. We are 

reflected in the material world, a culture that has historically evolved through the societies 

before us and continuously evolves through us. This process occurs through objectification.  

All objects created by society, either consciously or unconsciously, have the potential to 

appear or become alien to the subject (Miller, 2005). 

 

Objectification means that in order for a subject to make sense of itself, it creates an object, 

to which it develops either a relationship of alienation or identification. Continuously, new 

objects are developed as well as new relationships to them and in the process the subject is 

defined through its dynamic relationship with the objects (Miller, 1987). Alienation can 

happen when the object starts to increasingly cater to its own interest, such as a system that 

becomes institutionalised to an extent where the subject that created it does not identify with 

it anymore (Miller, 2005). Bennett and Rogers present an example of a relationship of 

identification with music-related objects. A reason for a lot of concert goers to keep their 

ticket stubs lies in the detail that is printed on the little piece of cardboard. Date, price, line-

up and venue details can help to recall, catalogue and display memory (Bennett and Rogers, 
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2016). Participants of Bennett and Rogers' (2016) research revealed detailed stories of the 

memories and experiences they had of a given concert that would go beyond the mere 

musical performance. Those narratives might not stick to the memory if they were not 

anchored in the material presence of the tickets (Bennett and Rogers, 2016). It is only 

through the process of objectification that seemingly autonomous subjects and objects find 

their form. However, they are forever entangled and should be seen as such. Be it plain 

artefacts or complex structures, every form evolves through objectification and thereby 

through a subject-object duality (Miller, 2005).  

  

With Simmel's The philosophy of money (1900) Miller moves objectification into a modern 

context. Simmel (in Miller, 1987) argues that modern societies are capitalist societies and 

thereby based on a monetary system, which in turn serves as the base for freedom. Those 

societies would develop an increasing awareness of other societies and their values. 

Economical exchange, especially monetary would be a crucial action towards overcoming 

subjective values. A monetarised society, as opposed to a non-monetarised society, 

depersonalises social obligations, such as family and is thereby the base of a more equalized 

society where only differences in wealth make for societal differences. On the downside, 

the increasing availability of goods in highly-monetarised societies leads to its inhabitants 

not recognizing themselves in those objects anymore. Instead, goods are seen as something 

alien to the subject (Miller, 1987). Paolo Magaudda (2011) describes a form of reaction to 

this process. He refers to the process of digital music consumption in the age of 

dematerialisation as reconfiguring the relationship between materiality and culture, which 

would lead to a shift in the role that material objects play in the biographies and everyday 

lives of people.  

 

Further, he claims that those objects would increasingly matter in consumers’ activities. 

Emphasis here lies with the potential and observable changes of consumer cultures that 

come with digitisation 2  of cultural goods instead of the symbolic role of materiality. 

Specifically, Magaudda (2011) looks at the field of music consumption and its development 

                                                 
2 the term digitisation refers to the technical process of converting streams of analogue information into 

digital bits of 1s and 0s with discrete and discontinuous values.   

( http://culturedigitally.org/2014/09/digitalization-and-digitization/ ) 

http://culturedigitally.org/2014/09/digitalization-and-digitization/
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in the recent years. Influences such as the shift towards digital music consumption or 

internet-based services such as streaming websites or online music stores lead to a 

transformation that moves away from the fixed materiality of music listening in the form of 

CDs or VINYL RECORDs toward intangible digital formats. This observation can also be 

applied to other consumption markets, especially in the entertainment field.  The rise of 

immaterial cultural products entails a re-articulation of the relationship between cultural 

content and material media and thereby a change in people's consumption practices 

(Magaudda, 2011). 

 

Furthermore, Miller (1987) claims that the relationship of artefacts that are in the same 

domain is based on the principle of style, which allows for an internal order within that 

domain. Based on this observation, societies can be characterised by a reflection of style. 

As an example, Bartmanski and Woodward (2015) describe vinyl records as a medium of 

style in the music world. Moreover, increasingly, the form of things starts to be more 

important than their functionality following the process of style (Miller, 1987). In addition, 

artefacts can play a crucial role in the development of taste among social groups. Taste 

thereby becomes “the key dimension controlling the significance of ordinary goods” (Miller, 

1987, 149). 

2.2 Why some things matter 

 

Miller (1998) moves the topic slightly away from the abstract and into our modern society 

in a follow-up work, called “Why some things matter”.  The title with an emphasis on “some” 

shows that he clearly distinguishes his current research from his earlier works and that of 

other important contributors to the foundation of material culture studies in that it is not a 

general study of materiality or material forms but rather of material culture in a more literal 

form. While earlier efforts have proven that things matter and materiality is inseparable from 

societies this edition shows that certain particular artefacts or artefactual domains matter 

precisely because of their specific qualities. In other words, “why some things matter” refers 

to the importance of analysing specific artefacts (Miller, 1998). 

 

The word “matter” in this phrase stresses that “mattering” is the burden of the studied 
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instead of an emphasis or importance the studying put into it. If, for example, a culture is 

the area of interest, one should investigate the things that matter to them and why and not 

analyse the things that oneself imagines should matter. Objects are not inert. We cannot just 

create any meaning around an object. In fact, we might have very different meanings around 

certain objects. So one thing that is very important is that the particularity of the materiality 

of the object matters in terms of the kinds of relationships we can form with it (Miller, 1998). 

When it comes to the consumption of music via the use of vinyl records compared to digital 

files, Magaudda (2011) emphasises the different material activity while listening, since the 

very materiality of the vinyl disc enables listening. In other words, the music is engraved in 

the grooves of the record and can be heard because the needle drives through the differently 

shaped grooves.  

 

Here, one can observe, not only an ongoing interest in material objects in consumer practices 

but also a shift towards “a reconfiguration of old and obsolete objects” (Magaudda, 2011, 

p). It is difficult to form a lasting relationship with an object that has a short lifespan, like a 

fruit, whereas other objects, such as the family couch, inherited by the grandparents, can 

store all kinds of relationships. Consequently, we cannot just impose meaning upon objects 

(Miller, 1998).  For example, cultural heritage can be stored by a vinyl record, as well as 

concert tickets, posters or other material objects related to popular music. Their material 

relevance has to be analysed in relation to the popular past as much as contemporary 

production and consumption modes (Bennett and Rogers, 2016).  

 

As for all material objects, it is important to realise that the biography they possess is of 

dynamic nature. The meanings around them emerge through associations and patterns of 

usage with them but those meanings change and can diminish or grow over time as much 

as the objects themselves change over time and through usage (Miller, 1987). Therefore, it 

is quite interesting to think about objects when we investigate memories and changing 

relationships or our own biographies because the meanings that we attach to objects change 

over time. Already in 1987, Miller noted that what matters is “the ability of the object to 
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stand for a particular form of production and its attendant social relations” (Miller, 1987, 

p.115). The digital revolution for example created a lot of unwanted excess of material in 

its process due to value attached to material objects. While the material extensions of music 

carry value, this value can also get detached again and has often changed towards the 

broader idea of waste or ballast. This can be exemplified in masses of consumers trying to 

get rid of whole collections of vinyl VINYL RECORDs, and other memorabilia because 

they would fill up too much space. Important to note here is, that even in the digitisation of 

music, it is often the material extensions of it that consumers attach and detach value to, not 

the digital files (Bennett and Rogers, 2016) 

 

Material culture is categorically diverse given the fact that we constantly experience a 

plethora of different material worlds, be it the bed we sleep in, the clothes we put on or the 

vinyl records we listen to after work. Miller (1987) laid out, how, through the process of 

objectification, objects can make sense of our own society as well as other societies. In the 

same line of argumentation, one can say that objects are also essential in terms of how we 

understand our own past (Bennett and Rogers, 2016).  They refer to material manifestations 

of music listening, such as band t-shirts, concert tickets, posters and the like (Bennett and 

Rogers, 2016). Photos or objects of particular memories are essential as to how we 

remember things and thereby shape our own biographies. Physical playback media for 

example can serve as some form of memorabilia, they help the consumer to actively connect 

to the past and relive memories and experiences.  

 

Moreover, they are often connected to family members or friends since they can be 

borrowed or gifted and tend to hold images of youth or early adulthood within them. This 

also goes along with the resilience of the material. While the music transported with it 

remains the same, its material extension contextualises the biographies of the owners mainly 

through tear and wear (Bennett and Roger, 2016). However, Miller does not attempt to 

create a general theory of object worlds that can be used on all the different domains and 

the distinct relationships among them and with the subjects; instead he leaves this unordered 

diversity and looks at the specificity of the material domains. Important to note here is that 
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this approach should not be seen as a better version or let alone replacement of material 

culture studies but as a complementary strategy or natural progression from earlier works 

(Miller, 1998). 

 

Inanimate objects have the power to constitute human subjects in a lot of different ways; 

they move them, threaten them and even determine their relationship to other human beings. 

Consequently, the focus should lie on the way individual attention and actions are shaped 

by things and not necessarily on what they mean for society itself (Brown, 2001). Objects 

cannot be examined correctly without investigating their cultural meaning in the context of 

their connection and appropriation through the subject. The individual gives a given object 

they own a “personal meaning and significance in such a way that their economic value is 

replaced by a personally inscribed aesthetic value “(Bennett and Rogers, 2016, p. 30). 

 

Accordingly, Miller emphasizes the importance of the specific forms of objects when the 

materiality of things is investigated. As an example, the radio is used and its dramatically 

changing material presence from when it is just a box, turned off in a room to a box that fills 

the whole room with sound and volume. Interestingly, the radio as a thing can also evoke a 

richly textured presence of silence when it is turned off as much as a presence of sound in a 

turned on state (Tacchi in Miller, 1998). Sound in this chapter, is analysed as a “highly 

material aspect of culture” as much as it, in this particular case through the radio, can be a 

connection from the very privacy of the own home to the larger social world (Tacchi in 

Miller, 1998, p. 15). Tunes from around the world, music that has been recorded a long time 

ago or live chats in a recording studio are brought into the safety of the private home. 

According to Miller, this shows that material culture can often assist in resolving 

“contradictions held within general concepts such as the domestic or the global” through 

behaviour or routines of everyday life (Miller, 1998, p.19). A key aspect here is the 

discrepancy of retaining authenticity in the local, private sphere on the one hand and a 

cosmopolitan, yes global status on the other hand. Miller calls this “one of the key struggles 

of modern life” (Miller, 1998, p. 19).  

 

In addition, the specificity of the materiality of things is investigated but without 
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fetishization of the material form. The diversity of artefacts should never be narrowed down 

to mere symbols, texts or pieces of art. Another example here is the vinyl record. Bartmanski 

and Woodward (2015) demonstrate the complex ways in which that particular material 

object forms a meaningful part of our everyday lives, through its sound just as well as its 

haptic and visual qualities. 

 

Brown (2001) stresses that objects tend to appear less clear the closer one takes a look. 

Accordingly, Miller (1987) stresses that the importance of objects does not lie in their 

evidence or physicality but very often in the fact that the human subject is not able to see 

them. Indeed, it is those objects whose existence we are least aware of that have the power 

to set the scene and determine our expectations and behaviour without being challenged 

because we do not see them for their specific properties (Miller, 2005). The “humility” of 

objects allows them to organise our perception of reality as much as to communicate social 

language while we do not even notice them for exactly those qualities (Miller, 1987). 

 

2.3 Experiences with material objects 

 

Much like Miller, Brown (2001) refers to the interpretive attention the subject uses to make 

an object meaningful, to let it disclose facts about history, society or culture, among others. 

The thingness of objects on the other hand would get noticed very suddenly, when a window 

is particularly dirty, a stone lets you trip or a machine fails to work. According to Miller 

(1998), it is the relations that we have with and around material objects that make them 

meaningful to us. Experiences can be seen as the relational link between the object and the 

subject. Gilmore and Pine (1999) put this assumption into a more commercialised setting 

by introducing the concept of the experience economy.  

 

The focus on experiences as a distinct economic offering has increased significantly in the 

last 20 years.  Experiences in their very nature are highly intangible but it is the memories 

and feelings they are invested with that make them valuable and, as has been laid out, this 

counts for objects as well. Furthermore, a good experience usually comes with some form 

of tangibility, either as the factor to shape the experience-scape or in the form of 
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memorabilia (Gilmore and Pine, 1999). In fact, objects are always part of an experience 

since they are necessarily entangled in our lives. Bartmanski and Woodward (2015) stress 

that to understand the real meaning of a thing, one has to look at the whole constellation of 

experiences as well as the specific sensory characteristics that it belongs to and within which 

it performs its function.  

 

In 1987, Miller (1987) noticed a lack of concern with material objects going together with 

a rise in the mass consumption. Now, one can observe a rise in the consumption of 

experiential offerings and material objects, again, are not of significant concern 

(Mehmetoglu and Engen, 2011). Gilmore and Pine (1999) describe experiences as a distinct 

economic offering, clearly distinguishable from goods or services. According to them, 

experiences represent the fourth economic offering and predominant form of economy after 

the agrarian based economy, the goods based economy and the service based economy 

(Gilmore and Pine, 1999). More than 20 years after Gilmore and Pine published their paper; 

Mehmetoglu and Engen (2011) consider the experience economy to be a mega-trend due to 

its extensive and global tendency throughout various industries. “An experience occurs 

when a company intentionally uses services as the stage, and goods as props, to engage 

individual customers in a way that creates a memorable event” (Gilmore and Pine, 1999 

p.89). 

When a company has learned to deliberately design and carefully stage a memorable 

experience, they can start charging money from satisfied guests. One distinct characteristic 

of those experiences is that they, different from goods or services, are personal and not 

external to the buyer, meaning that no two people can have the same experience because 

they each engage differently on levels like emotions or intellectuality (Gilmore and Pine, 

1999). The same can be said for material objects, where the perception of things for two 

human subjects can be so crucially different that it is always a matter of the scene they are 

seen in rather than a question of how materially stable they are (Brown, 2001).  

 

Another important quality of experiences as economic offering is that their value is revealed 

over a duration (Gilmore and Pine, 1999). Although companies increasingly make their 

profits from the services they provide instead of their tangible goods, most of them still do 
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not charge for the experience they have to offer for their customers because they are not 

aware of those qualities. According to the authors, this is mainly due to the fact that they 

must stage an experience that the customers are willing to pay for, which includes the right 

design, marketing and setting. Moreover, experiences are not always recognized for what 

they are. While material objects often have a value that goes far beyond its value as a 

commodity because of memories or meanings they contain, this counts just as much for 

experiences (Bennett and Rogers, 2016). 

 

Accordingly, when we look at society, by investigating the specific “sensual and material 

qualities of the object, we are able to unpick the more subtle connections with cultural lives 

and values that are objectified through these forms, in part, because of the particular 

qualities they possess” (Miller, 1998, p.8). In order to see and understand what material 

objects, especially the ones that are being taken for granted, mean and achieve for social 

culture, one has to put them in context with experiences in social life instead of merely its 

immediate form (Miller, 1998). 

 

Bennett and Rogers (2016) highlight not only the renewed meaning of material objects as a 

reaction to the digital era but also the recent shift towards the popularity of live music 

performances. The sale of concert tickets would now account for no less than a third of all 

revenue returned to the music industry which also reflects in tickets stubs being retained by 

a high percentage of concert goers as a souvenir of that live experience. Souvenirs in that 

context are described by Susan Stewart as a means for distinguishing experiences. “We do 

not need or desire souvenirs of events that are repeatable. Rather we need and desire 

souvenirs of events that are reportable, events whose materiality has escaped us, events that 

thereby exist only through the invention of narrative”. (Stewart in Bennett and Rogers, 2016, 

p.37). Souvenirs function as a prompt to bring back a memory or narrative of a given 

experience (Bennett and Rogers, 2016). 

 

Gilmore and Pine (1999) make use of two dimensions when they talk about experiences; 

One is the degree of customer participation from passive to active and the second one is the 

connection spectrum ranging from absorption to immersion. Along the spectra of those two 
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dimensions, the authors define four experience categories, being entertaining, educational, 

escapist and aesthetic (Gilmore and Pine, 1999). Entertaining experiences tend to be those 

where the customer passively absorbs the event, like a movie or theatre play, whereas an 

educational experience involves the participant more actively while still being more outside 

of it than immersed in the action (Mehmetoglu and Engen, 2011). Aesthetic experiences 

involve participants more passively but they end up being more immersed in the activity or 

environment such as seeing something beautiful or emotionally touching. The final form of 

experiences, escapism involves both greater participant immersion and active participation. 

This is the case, for example, with acting in a theatre play or playing in a casino (Gilmore 

and Pine, 1999).  

 

When all these categories of experiences come together in one experience, a company has 

succeeded in creating a true compelling experience in the so called “sweet spot” (Pine and 

Gilmore, 1999). In order to create such an experience, the authors have defined five key 

design principles: 

 

1. “Theme the experience” (Gilmore and Pine, 1999) – An effective theme should be visible as 

a foundation through all staged elements without having to be articulated in a statement. 

2. “Harmonize impressions with positive cues” (Gilmore and Pine, 1999) – The cues should 

support the theme in the form of impressions for the customer to take back home. 

3. “Eliminate negative cues” (Gilmore and Pine, 1999) – Negative cues, that could distract from 

or contradict the theme, should be eliminated. 

4. “Mix in memorabilia” (Gilmore and Pine, 1999) – Memorabilia are meant as physical 

reminders, or souvenirs of a good experience, such as postcards or t-shirts with the logo of 

a band. 

5. “Engage all five senses” (Gilmore and Pine, 1999) – The more senses an experience engages, 

the more effective and memorable it turns out to be for the participant. 

 

Again, here the importance of material objects, in the form of memorabilia, is highlighted, 

albeit the intangible nature of experiences. According to Miller (1998), experiences that we 

have with material objects form our relationship with them, which means that the more 
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meaningful experiences we have with a certain object the closer our attachment can be. 

Consequently, one reason for the rise of experiences as a preferred economic offering could 

be that consumers tend to identify themselves more with experiences than with purely 

physical possessions. However, it might be that it is precisely the objects that help them 

connect with the past experience, such as memorabilia, that are valued most (Magaudda, 

2011).  Pine and Gilmore (2011, p. 18) state that: "even though, the work of the experience 

stager perishes with its performance, the value of the experience lingers in the memory of 

any individual who was engaged at the event." This means that the value derived from 

attending a concert is not just obtained through experiencing the concert, it is also derived 

through the memories of that concert. In accordance with Miller (1998), it is the memories 

gained through experiences with material objects that make them meaningful. 

 

2.4 Objects and Digitalisation 

 

Along with the ongoing significance of material objects, a shift toward the consumption of 

experiences can be seen as a response to the digitalisation of our modern world. When Miller 

(1998) pointed out before, that to retain authenticity in the private sphere while also 

developing a cosmopolitan feel, would be a key struggle of modern life, Gilmore and Pine 

stress the importance to retain authenticity in experiences in a very significant way (Gilmore 

and Pine, 1999). Arguably, this can, in part, be attributed to the digitalisation of our modern 

world. In his treatise on thing theory, Bill Brown states that: “If the topic of things has 

attained a new urgency...this may have been a response to the digitalization of our world.” 

Brown, 2001, p. 19).  While his work was published 15 years ago, one can say that the topic 

has indeed achieved a new urgency. Bennett and Rogers (2016) claim that material cultures 

are increasingly digitalised and the meaning of popular music objects is in fact highly 

influenced by online technology. Again, here it is crucial to point out that the study of 

material objects can assist in understanding a social phenomenon, such as the digitalisation 

of our modern world (Miller, 1987).  

 

Bennett and Rogers (2016) point out that the long-playing album and its surrounding 

industry have become physical to an extent where their materiality is highlighted, almost 
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fetishized by a digitalised culture. Information and data can move around freely in the 

intangibility of the world wide web and become a conscious tangible choice in the form of 

music listening on physical formats. This would mean that it is not a necessity anymore to 

listen to music on a tangible format as it used to be but a conscious choice against intangible 

digital files. Accordingly, the increased popularity of vinyl and of live concert experiences 

can be attributed to “their perceived inability to sustain digital transfer, as if this itself 

remains valuable” (Bennett and Rogers, 2016, p. 34). The incommensurability of the value 

attached to those material objects and experiences requires a thorough investigation of 

material culture in order to understand this social phenomenon (Miller, 1998). 

 

However, Magaudda (2011) claims that it might be wrong to say that those changes have 

led to a dematerialisation or a loss of meaning for material objects. He states that the number 

of material devices, especially related to portable digital-music players has increased instead 

of gone down.  This is also emphasized in the point that listeners of vinyl records 

increasingly use the internet to either pre-hear music they want to buy or they use both 

formats interchangeably. In short, Magaudda (2011) shows with his research how music has 

moved from tangible records to intangible data but material objects and technologies still 

play a relevant, sometimes even redefined and more important role. Still, according to him 

one can observe a loss of meaning and value around the musical experience, also perceived 

as a loss of authenticity, which goes along with the digitalisation of music related activities. 

However, this would not necessarily be a consequence of the digitisation of music itself but 

more that of a shift of all material activities and processes in music consumption (Magaudda, 

2011). Bennett and Rogers argue that “Once regarded by the majority of music consumers 

as merely the latest form of sound-carrying technology, over the last 20 years’ vinyl records 

have acquired aesthetic discourses of authenticity and coolness due to their sound, feel, and 

packaging” (Bennett and Rogers, 2016, p.31) Here again, one can observe the dynamic 

nature (Miller, 1998). According to the Bennet and Rogers (2016), buyers of those records 

fill them with meaning according to codes of authenticity. 
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2.5. Research Question 

 

As has been described, a field where both, materiality and experience economy, come 

together is the vinyl record industry, more specifically the comeback of vinyl as a big trend 

in the recent years and the role that record shops play in that. These days, everything moves 

towards more efficiency and even music has become a commodity or a service, more than 

an experiential good. How then, can it be explained that the sales numbers of vinyl records 

are steadily increasing and the medium, that has numerous times been predicted to become 

obsolete, has come back strongly? Arguably, there is something about the experience of 

getting out of the house, digging for records in a store and bringing it home to play on a 

stereo as opposed to just clicking a button on the computer screen in order to listen to music. 

This research aims at investigating why an increasing amount of customers prefer to spend 

the extra time and money on a material object whose initial use as a commodity is the 

reproduction of sound. The following research question will be answered:  

 

How has the vinyl record as a material object attained new urgency in times of increasing 

digitalisation and what is the role of experience in this development? 

 

3. Methodology 

 

In the following chapter, my approach at a suitable research design for the topic of interest 

is laid out. This research is based on certain assumptions about the nature of reality and 

about how we can understand that reality. Those assumptions are the base for how the 

research question is understood, which methods are used in order to answer that question 

and how the findings are analysed. Ontologically, I take on a subjectivist side of view, which 

means that the investigated social phenomena have developed from the perceptions and 

consequent actions of the observed social actors (Saunders, 2011).  Culture is continuously 

created through a complex network of social interactions and physical factors. The meanings 

attached to those physical factors have to be understood in order to properly understand the 

culture. In particular, this study tries to analyse the meanings attached to the vinyl record as 
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a material object in order to understand the phenomenon of its resurgence. 

 

The epistemological approach of this research refers to what I believe constitutes acceptable 

knowledge in this field of study.  Since emphasis lies on a reality that is constructed by 

social actors, this work underlies a social constructionism approach (Saunders, 2011).  As 

Miller (1987) puts forward in his work, social phenomena are created by social interactions, 

which are in a constant state of progression and revision.  This means that a situation has to 

be studied in as much contextual detail as possible in order to understand how reality is 

experienced (Saunders, 2011). As this research investigates a topical phenomenon, 

historical facts have to be included as much as a complexity of everything that is considered 

important to the research participants in order to be able to make meaning of the current 

state.  Consequently, the research design follows an interpretive philosophy where sense is 

made of the subjective and socially constructed meanings collected about the phenomenon 

that is investigated (Saunders, 2011). 

 

An inductive research approach is used for this work, where data was collected to explore 

the phenomenon of the resurgence of the vinyl record before a conceptual framework has 

been developed.  The empirical observation is aimed towards the systematic generation of 

theory. Accordingly, the context that frames the phenomena is highlighted and a small 

sample of research participants for the qualitative data collection deemed suitable, since 

detailed aspects of the social world should be captured from the perspectives of actors. The 

use of qualitative data points towards a strong emphasis on those participants’ meanings and 

the relationship between them. This data collection follows non-standardised guidelines and 

remains thereby open and flexible throughout the research process (Saunders, 2011). 

Qualitative data is utilized since focus lies on the incommensurable and qualifying aspects 

of experiences around the vinyl record, from their purchase and use to their material 

presence. 

 

The axiology of a given research reveals something about the role of ethics and values in 

the research process. The focus on qualitative data collection, mainly in the form of 

interviews, shows that I value the personal interaction with the participants higher than their 
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views expressed via an anonymous questionnaire or through a telephone interview. This 

study is of exploratory nature since it asks open questions in order to gain insight into the 

topic of interest. 

 

 

3.1 Methods 

 

In this research, both, secondary and primary data are made use of. This is done to achieve 

a thick data collection and a strong narrative to ensure the most suitable approach towards 

an analysis of the investigated phenomena. I am aware of my personal values and bias and 

that both will reflect in the research set-up as well as the findings. 

 

3.1.1 Secondary data 

The secondary data in this research is supposed to give an elaborate overview on the history 

of the vinyl record as well as the current state of development by capitalising on a wide 

range of online available data sources. In addition, conclusions of other authors who have 

researched the same or similar phenomena will be laid out. Here, mainly four academic 

works on the renaissance of vinyl records have been used, each with different angles, in 

order to give a rich description on the current state of research and the context of the 

investigated phenomena. However, it is crucial to note that not all documents where 

necessarily created for a research purpose and can therefore be biased towards another 

purpose. 

 

Additionally, articles on the webpage of the “Vinyl Factory” in London have been used to 

reflect the latest developments in the resurgence of the vinyl record (The vinyl factory, 2016). 

This has proven necessary because of the topicality of the research question. While 

academic publications are often characterized by a slight delay in topicality due to diligent 

research and inevitable peer review, the internet can serve as a fast-paced provider for the 

latest news. However, it is crucial to not simply pick and choose from the vast array of 

information but limit the search to trustworthy and valuable sources.  
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Therefore, the renowned Vinyl factory, as a combined record label, vinyl pressing plant, 

record shop, galley space and publisher of the music magazine FACT, is used.  While it is 

difficult to double-check the articles for facts, I can say that most of the information has 

been published on other sources as well and the reputation of the company seems to suggest 

a transparent and thorough research. Still, the point that the very substance of “The vinyl 

factory” is to make money off of selling records could result in a slightly more positive bias 

in the vinyl matter, as if they were completely unrelated to the business. 

 

I used this type of internet mediated access in order to include a higher percentage of the 

target population. While the sample for the primary data collection is relatively small, the 

secondary data includes other stakeholders of the industry around the vinyl record, such as 

customers, other researchers, and decision-makers in the music industry.  The use of 

secondary data proved necessary in order to include as much of the population as possible 

in order to answer the research question.  Additionally, the primary data findings can be 

compared to the secondary data in order to achieve a more general context and perhaps 

triangulate the findings. Again, here it is important to point out that those documents may 

have been developed and interpreted under different objectives. Therefore, methodology, 

research approach and purpose of the pieces of secondary data have to be carefully evaluated.  

Moreover, it might prove necessary during the research process to take out some sources if 

their suitability does not prove to be strong enough for the research question (Saunders, 

2011) 

 

In order to analyse the secondary data, the documents were skimmed at first, followed by a 

careful examination, possible re-reading and interpretation. This process allowed me to find 

patterns, categories and themes in the data (Kara, 2015). 

 

3.1.2 Primary data 

For the primary data collection, a multimethod qualitative research approach, consisting of 

semi-structured interviews and non-participant observation is used. Due to the subjective 

approach of this research the interviews are seen as being socially constructed by the views 

and interpretations of the participants and my own, as the interviewer. In fact, here one could 
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talk about data creation instead of data collection, since the data collected did not exist 

before the interview. Therefore, it is crucial to include a high degree of reflexivity and reflect 

on the process of meaning construction before, during and after the interviews. 

 

 

3.1.3 Record Store Interviews 

The “Vinyl Factory” also informed the selection of interview partners for the primary data 

collection. An article from January 2016 featured a so called “definitive guide to 

Copenhagen's best record shops” (The vinyl factory, 2016). Out of those eight stores, six 

fall under the second-hand, or heritage category, a categorisation that is explained further 

down, and were contacted in person. This category was picked because, firstly, they make 

out the majority of record shops in Copenhagen; secondly, they concentrate mainly on 

selling vinyl records instead of focussing on other lifestyle items and lastly, those shops 

have generally lasted for a long period of time, which potentially rules out that they opened 

up in a reaction to the vinyl resurgence trend. 

 

Access to those organisations was commenced in a traditional way, which means that face-

to-face interactions were used to both, ask for interview appointments and do the interviews 

alongside the non-participant observations.  The level of access can be referred to as 

physical and cognitive (Saunders, 2011). While most shop owners agreed to a meeting right 

away, they referred to another employee on two occasions due to different reasons. In one 

of those cases, the owner simply did not have the time for an interview and participated only 

marginally and in the other case, the store owner of a small chain thought the vinyl expert 

for two of the three stores to be the most suited for an interview on the topic of interest.  

 

All six requests for interviews were specific enough about a suggested timeframe and a brief 

overview on the topic to provide a clear account for the participants but non-specific to an 

extent that allowed the interviews to proceed as unbiased as possible and without the 

participants having made up their mind in detail about what they wanted to say. I used this 

approach in order to ensure a highly intuitive narrative (Saunders, 2011).  Albeit the fact 

that all of the investigated participants try to make a living out of selling vinyl records, the 
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topic was not of any noticeable sensitivity and did not have to be treated confidential. 

However, questions about sales numbers and comparable data was intentionally left out, 

both, because it was not of importance for answering the research question and because 

participants might have reacted reluctant towards questions of that nature. 

 

In order to answer the research question, a sample was sought out after a non-probability 

technique (Saunders, 2011). The population related to the research question can be described 

as all stakeholders of the vinyl record business. Since this is, quite obviously, a population 

too big to be investigated in its entirety, I carefully selected a smaller sample in accordance 

with the purposive sampling approach, the impact of which has to be considered 

thoughtfully.  Emphasis in this research lies on informative, rich and descriptive data, so the 

sample size is relatively small instead of a sample with a large number of participants.  

Therefore, the samples are not supposed to be statistically representative of the whole 

population. In accordance with the research question, I deemed it most suitable to choose a 

sample that would, firstly, represent experts in the topic of interest, meaning that they had 

experience-based insight and biographies fitted to make historically relevant assumptions, 

and that would secondly, be an active part of the co-creational experience that is related to 

physical record shopping.  

 

Based on those requirements, normal customers fell out of the sample since their expertise 

could not be assured and their experiences might be too varied. In addition, other 

stakeholders, such as artists or employees of record labels, could be too far away from the 

everyday experience and could potentially follow purely commercial motives.  I chose a 

homogeneous sample by focusing on the subgroup of record store owners which would 

allow for a deeper and more detailed exploration since the characteristics of the participants 

were more or less similar and emphasis would not have to be on a vast array of differences 

among them. 

 

In order to achieve a thick narrative, I used semi-structured interviews because they allow 

for the freedom to influence the agenda while the interview is conducted. The interviews 

were supposed to resemble a normal conversation since I believe that my own experience 
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with those would help me to interpret the data more efficiently (Simms in Holt and Thorpe, 

2008). While I developed an interview schedule, it was more intended as a sort of guideline 

throughout the interview and to make sure that the most important themes would be covered.  

Open questions were used in order to avoid bias and provide a fuller account. The order of 

questions and the use of additional questions as well as deepening questions changed 

slightly from interview to interview and depended highly on the flow of the conversation. 

The interviews were audio-recorded to ensure that the flow of the conversation would not 

be disturbed by extensive note taking but to have the possibility to transcribe them for a 

later analysis. However, since the surroundings and surrounding material objects in 

particular, are thought to play a crucial role in the analysis, some field notes were taken in 

order to ensure a thorough observation that could be written up as close to real time as 

possible. 

 

Furthermore, since the focus in this research is on material objects, namely vinyl records, 

the interviews were carried out with an object-based approach (Kara, 2015). This means 

that the artefact of interest is present and part of the interview at all times. Basing an 

interview on an object can help to understand memory and relationships as well as anchor 

narratives of concrete experiences with the object. While the interview participants were not 

explicitly asked to engage with the objects, all of them used the presence of the vinyl records 

to visualise a story they were about to tell or to exemplify points that they had made. As has 

been argued in the theoretical framework already, a research based on material culture poses 

the challenge as to limitations when it comes to word-based research. It is therefore 

necessary to include non-verbal observations. In total, five interviews with store managers 

were conducted on four separate days. I made sure to leave enough time between interviews 

to write up a set of notes as quickly as possible. All interview transcripts can be found in the 

appendix and are referred to in the text with the first letter of the name of the participant, 

followed by the chronological number of the interview and the date.  

 

The first interview took place on the first of February at 2.30 pm. I interviewed Andreas, a 

shop manager for the second-hand vinyl shop Mint Records, located on Gammel Kongevej 

140A in Frederiksberg, Copenhagen, Denmark, for 17 minutes inside the store's selling 
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room. Mint Records has existed for ten years and sells mostly vinyl records among other 

collectibles, such as comic books, CDs or games (A1, 01.02.2016). 

 

The second interview was conducted on the third of February at 10.30 am with Nikolaj. He 

is the store manager of Sound Station, a record shop located on Gammel Kongevej 94, also 

in Frederiksberg. The interview lasted 59 minutes and took place in a less frequently visited 

part of the shop. The shop owner was also partly involved in the interview as well as a 

customer. Sound Station celebrates their 25th anniversary this year and sells accessories to 

records and utensils for their maintenance apart from vinyl records (N2, 03.02.2016). 

 

Tim, the third participant was interviewed inside and in front of his record store in Ryesgade 

77, Østerbro, Copenhagen, for 40 minutes, on the 15th of April at 1pm. Here, some of his 

friends and customers were briefly part of the interview. He opened the shop two years ago 

after having worked in other record stores before. Tim sells only vinyl records (T3, 

15.04.2016). 

 

For the fourth interview, I met up with Flemming at his record store GOLDMINE Records 

at Gammel Kongevej 74B on the 18th of April. This shop has existed for almost 20 years. 

He welcomed me into his shop at 11.45 am and the interview lasted for 32 minutes. 

Conversations with two customers are weaved into the interview. Flemming sells mainly 

vinyl records but also some CDs, posters and a couple of old guitars (F3, 18.04.2016) 

 

The fifth and last interview took place on the same day but close to the closing hours of the 

record shop Accord in Vesterbrogade 63 in Vesterbro, Copenhagen. I met up with Simon, 

the vinyl expert and shop manager of Accord records, for 22 minutes from 5.40 pm while 

plenty of co-workers and customers were around. He had worked two years in the shop that 

had moved its’ location plenty of times since its’ opening in 1940. At some point they have 

had seven shops and today there are three shops and a regular sell-out market, each with a 

slightly different focus. The shop in Vesterbro is the largest and they sell second hand vinyl 

records, CDs and some DVDs and cassette tapes (S5, 18.04.2016). 
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3.1.4. Non-Participant Observation 

The second part of the qualitative data collection is non-participant observation in the 

respective record stores where the interview participants work.  The observations took place 

more or less at the same time and under the same conditions as the interviews, which also 

means that the same requirements applied for access to the data. While I was allowed to 

move around freely in the stores, two of the participants suggested that I should come by 

after closing time in order for them to be able to give me full attention. However, they too 

agreed on doing the interview during normal opening hours, which allowed for me to 

observe the space in a close to natural setting. As an outsider, I make no claim to be a 

participant in the natural setting of the respective record stores. Still, it is crucial to point 

out that my presence might well have influenced behaviour of the participants and activities 

that unfolded. For example, the suggestion of two participants to meet me after opening 

hours could suggest that they did not feel entirely comfortable with me being present at the 

same time as potential customers.  

 

Mainly, this form of data collection was meant to show how the presence of the vinyl records 

affected the participants and other people in the stores and also to detect potential 

discrepancies between what the participants answered and how they really acted (Handley 

in Holt and Thorpe, 2008).  Despite the broadly inductive nature of this research, the non-

participant observations followed a theoretically-derived, loosely structured framework, 

where analytic induction allowed for adjustments. The main goal of the observations was to 

facilitate the interpretation of the data gained through the interviews. The observation 

schedule included people that were present during the observation, objects and artefacts in 

particular and linguistic and other actions around them. Since the main form of empirical 

data collection for this research are object-based interviews, observations proved crucial in 

order to enrich the interviews and make meaning of the presence of the material objects 

(Kara, 2015).  

 

3.1.5. Analysis of Primary Data 

An inductive approach to data analysis was used in this research. The raw data in the form 
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of the interview transcripts and field notes was firstly read during which I familiarised 

myself with it in more depth than I had already done during the transcription process. 

Thereafter, codes were used to label chunks of data according to their meaning in order to 

make them accessible for further analysis (Saunders, 2011). The codes were then used to 

dissect the data meaningfully without distorting the relations of the different parts (Miles, 

1994). By assigning units of meaning to words, phrases or whole paragraphs of the 

transcripts and field notes, I made a conscious choice about the significance of a given 

context. Whenever a new extract of data had a meaning similar to a previous code it got 

assigned the same one or the previous code was slightly revised.  

 

Consequently, whenever a new piece of data had a different meaning in my perception, a 

new code was devised. The complete list of codes was reviewed and, if possible, grouped 

under more abstract categories or themes, which is typical for a thematic analysis. Emphasis 

here was on being open-minded towards the occurrence of well-fitted and sometimes 

surprising categories without forcefully fitting all the codes into those. The themes should 

indicate an idea that is important to my research question and can be an overall, broad 

category for a larger number of codes or a code that turned out to be essential enough to 

turn into a theme. While this approach is predominantly inductive, it was to some extent 

still informed by the constructional framework without being overly sensitised by it. The 

aim was to search for and recognise meaning in the social context and perceptions of the 

research participants (Saunders,2011). By this approach, it was possible to ground theory in 

the social reality of my data collection before comparing it to existing theory. 

 

A number of questions and challenges trace the process of this thematic analysis. From the 

possible relations of specific codes, set of codes or themes to the best possible representation 

of those relationships; the analysis had to be revised and reconnected numerous times. In 

this manner, themes were combined and separated, discarded and collapsed into a single 

theme. A detailed code structure will be attached to the appendices. However, one particular 

example can be used to show the analytical process: authenticity has been a recurring theme 

from the very beginning of this research and a number of extracts of data could be coded 

accordingly. For example, when interview participants claimed to not be in the business for 
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the money or when they stated to have deep appreciation for all kinds of musical genres and 

customers or to price their records as fairly as possible.   

 

While this theme occurred throughout all interviews as well as in all field notes, it was still 

difficult to frame it as a main theme. Since the other two main themes, materiality and 

experiential value, directly constitute the essence of my research question, they could not 

be changed and were, after my conception, fitted really well to the sub-categories.  Still, 

authenticity felt just as strong and moreover, answered directly to both of the main themes. 

In the end, I labelled it a sub-category that leads into both main-themes instead of into only 

one, which is the case with the other seven sub-themes.   

 

After the intuitive, logical and visual development of patterns in the relationships between 

the themes, those relationships needed to be tested. Alternative explanations as well as 

negative examples could hint to a false conclusion, which would at times be found in 

contradictory statements of the participants.  My propositions needed to be tested in order 

to develop well-grounded conclusions that would stand the test of alternative explanations 

or cases that would go against a developed pattern. At the end of the analysis, which 

continued way into the writing process, the list of 133 first-order codes was divided up into 

a number of 12 broader second-order codes, which were then grouped in seven sub-themes 

that led to the two main themes. The sub-themes ‘heritage’, ‘taste/lifestyle’ and ‘sensory’ 

refer to ‘materiality’. ‘Authenticity’, again, answers to both themes and ‘belonging’, 

‘information’ and ‘convenience’ refer to the ‘experiential value’ theme. 

  

3.2. Reliability and Validity 

 

In order to judge the quality of research it is important to make a statement on the reliability, 

as in the consistency and possibility for replication of the work, and the validity, as in the 

appropriateness of measurements and analysis as well as the generalisability of the findings. 

While it is questionable as to what extent it is possible or even necessary to give such a 

statement in qualitative research in the social science since the investigated social 

phenomena are often just a snapshot in time and generalisability not particularly an outcome 
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that is wished for, some measures undertaken to achieve a high degree of both will be 

explained in this section.  I believe that reliability and validity should be a matter of 

importance in every research and should thereby be investigated. 

 

As the research is guided by interpretive assumptions, a reality can only be socially 

constructed and multifaceted.  Therefore, the research can hardly be replicated in its entirety.  

Still, a detailed and accurate description of the research design, context and methods can 

make a similar study possible.  One threat to reliability can be the participant error. In order 

to achieve the best possible performance of each participant, the dates for the interviews 

have been chosen by the participants themselves. This way, I could avoid to meet them at a 

very stressed time of the day or the busiest working day of the week. Additionally, the 

interviews took place at the work places of the participants, which potentially assured that 

they would feel safe and inspired. 

 

Arguably, this could lead to a participant bias, since, occasionally, a customer would be 

around, which might get the participant to speak in favour of the vinyl record in order to sell 

more.  However, one can argue that employees at a record store usually know their 

customers as much as the other way around and are therefore not afraid to reveal their own 

truth. 

 

Another point of critique can be the researcher error. In the first interview, one can make 

out a slight overexcitement about the topic mixed with a lack in preparation of the right 

questions. This was mainly due to the wish to leave the interviews as open as possible in 

order to allow for a richer and more intuitive narrative but resulted in a bit of a nudge in the 

right direction from my side. 

 

In order to avoid researcher bias, the data has been thoroughly analysed with the help of a 

thematic analysis approach.  However, a certain degree of bias cannot be excluded as 

transcriptions and field notes are made by me and potential emphasis or meanings are 

interpreted accordingly.  I could have asked the participants to proofread the analysis to 

achieve a higher degree of reliability. However, this was not possible due to the limited time 
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frame and the busy schedules of the research participants. 

 

The validity of this research can be measured by a number of things, though arguably not 

by the generalisability of the findings. This is firstly, due to the research presenting merely 

a snapshot of the social phenomena and secondly, due to the fact that generalisability is not 

the acclaimed aim of this research.  One attempt at increasing validity is the use of 

triangulation. I made use of a multimethod approach, as in a combination of interviews and 

non-participant observation. 

 

3.3. Limitations 

 

The time-constraints of the thesis process did not allow a longitudinal research that could 

include a bigger part of the population. One could for example have included more 

consumers or other store owners in a variety of cities and countries.   

 

I would have liked to include some female participants into the sample, however, to my 

knowledge; there are no female record shop managers in Copenhagen. 

 

The interviews with Andreas and Simon were a little shorter than the other ones. While the 

content constructed in those cannot be described as less significant, a longer interview could 

have provided richer content. Both interviews took place later in the day than the other ones, 

which could suggest that the participants were already tired from the day. The interview 

with Andreas at Mint Records took place in the last part of the store, while a number of 

customers were walking around. The place was a little uncomfortable and although the 

conversation was easy going and he seemed happy to provide answers, it felt a little rushed. 

At Accord, Simon was quite busy sorting records whilst organising for the shop to close in 

time. He told me that the employees would have a meeting an hour after closing time 

 

3.4. Delimitations 

 

The first interview is characterized by a slight interviewer bias. Some keywords were given 
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to the participant without waiting for them to naturally occur during the conversation. 

However, this was consciously tried to be avoided for the following interviews. 

 

I decided to conduct interviews with shop owners only. Again, validity could have been 

increased with the inclusion of other parts of the target population. 

 

The decision to mainly use articles from the Record Factory as a source for the newest 

development is limiting since they predominantly feature numbers, such as record sales, 

from the UK, when the empirical data was collected in Copenhagen. However, those 

numbers are only meant to visualise the viability of the vinyl record in a commercial setting.  

 

4. Findings 

 

This section will present findings of the secondary data first in order to give a thorough 

introduction into the topic of interest. First, the history of the vinyl record will be illuminated, 

followed by a description of current developments as well as research. The second part of 

the findings section will document the results out of the interview transcripts and the 

observation field notes that have been analysed. 

 

4.1. Secondary data 

 

4.1.1 The early history of the turntable 

Richard Osborne (2012) gives an elaborate overview on the development of the vinyl disc, 

starting with Edouard-Léon Scott de Martinville, who invented the phonautograph in 1856, 

a device designed to capture sound and represent it visually. Following this was the 

gramophone, a playback invention that produced sound, still with the aim of visualizing 

sound patterns, with the help of cylinder recordings, announced by its inventor Thomas 

Edison in 1888. Around the same time, Emile Berliner started using discs instead of 

cylinders as well as a lateral movement for the groove instead of the up-and-down-

movement that Edison had used. Soon, Edison flattened his cylinders into discs too in order 

to reproduce sound, albeit still being more interested in the patterns of sound itself (Osborne, 
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2012). While the first cylinders and discs in the late 1880s had a density of ten grooves to 

an inch, records contained an average 100 grooves per inch around 1914 and by 1948 the, 

so called microgrooves, could only be read with a needle or stylus with a diameter of one -

thousandth of an inch. Additionally, those first cylinders and discs only had a maximum 

duration of two minutes, had to be recorded by the artists directly onto the master in one 

take and, due to the tinfoil material, lasted for just a few plays. However, for the first time 

in history, a piece of music could be heard not only while it got played but repeatedly and 

without the artist being present (Osborne, 2012). 

 

This led to the idea of the listeners that a record would preserve life and in some way make 

sound immortal. In the early history of the phonograph, recorded sound was referred to as 

“the trope of death”, as it was now possible to preserve the voices of the present for the 

future (Osborne, 2012 and Yochim and Biddinger, 2008). Records gave a tactile form to 

sound and music, turning it into a material thing, comparable to the way paintings are the 

material manifestations of situations (Bartmanski and Woodward, 2015) 

 

The beginnings of a music industry can be placed in the last decade of the nineteenth century 

when it became apparent that reproducing music could prove profitable (Osborne, 2012). 

Soon, the cylinder was replaced by the easier to manufacture disc for good. Still, it took 

another 30 years before a market for mass duplicates of pre-recorded music emerged. 

Remarkably, albeit the popularity of vinyl, which in itself is just a description of its 

commonly used material, many of its crucial characteristics were developed long before 

vinyl became the preferred material. Namely, its shape, the sleeve, the label, the groove or 

the equipment needed to play the record (Osborne, 2012). The first longer-lasting material 

for the recording disc was shellac.  

 

However, vinyl discs were manufactured since the early 1930s and were turned into the 

preferential material when a sudden shortage in supply for shellac came up, as the material 

can only be found in territories occupied by the Japanese during World War II. Vinyl records 

promised a longer durability and allowed the introduction of the microgroove, as in very 

narrow tracings on the disc. The closer groove spacing, possible because of the more 
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suitable qualities of vinyl, allowed for longer playing time, less surface noise and a wider 

frequency response. However, the material collected a lot of dust due to its static-electric 

qualities (Osborne, 2012). This is a prevailing issue since the surface can be scratched more 

easily and the dust can damage the stylus. Consequently, it is of the utmost importance to 

handle a vinyl recording with care and the right maintenance is in turn rewarded with a 

longevity that can easily outlive its owner (Bartmanski and Wood, 2015). 

 

In terms of a suitable sound system, it was only in 1956, when Braun invented a system 

based on two separate stereo speakers and a transparent lid on the record player, both of 

which would soon become industry standard. Now the listener could listen to high-fidelity 

sound while looking at the rotating groove of the vinyl disc. Music became even more tactile 

(Osborne, 2012). A vinyl record can be played with different speed; record players can be 

set at 33 ⅓, 45 or 78 beats per minute and the groove patterns can be read by a trained eye. 

While louder and dense musical passages result in a wider groove, low-level passages are 

narrower. These passages can be mixed and matched into sound-potpourris. Especially, the 

wider grooved 12” single can be used to match beats by adjusting the speeds of two separate 

records (Osborne, 2012). Another record skill was invented with the introduction of hip hop 

in the 1970s: scratching. Here, the hip hop DJ would distort the sound of a record by quickly 

moving back and forth the disc and thereby its groove. The need for manipulation of music 

while playing it became especially apparent through and in electronic dance music. This 

could be one of the reasons why it was the DJs from that scene that first ensured the survival 

of the vinyl disc during the 1990s and in times of increasing digitalization (Osborne, 2012 

and Bartmanski and Woodward, 2015). 

 

Another important characteristic of the vinyl record is the label in the centre of the disc. As 

the sound quality diminishes the closer the groove gets to the centre, Emile Berliner already 

started using half of the diameter of his disc to inscribe the title and other information. Today, 

still only half of the width of a 7” single is bisected with groove and a third of the diameter 

of the 12” record. The act of labelling was soon used commercially by the recording 

companies to stamp their name, serial number and artist information on the centre of the 

disc. One outcome of it is that a record label is synonymously understood as a record 
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company and it is only through labels that vinyl records can be identified without playing 

them (Osborne, 2012). 

 

4.1.2. Rise of the Compact Disc 

In 1982, Sony and Philips joined forces and put out their compact disc (CD) (Osborne, 2012). 

The CD promised immortality, less surface noise and a wider frequency range and finally 

overtook the cassette in 1987 as the leading music format (Hayes, 2006). Vinyl sales, by 

then, had gone down to just five percent of the market share (Osborne, 2012). This 

innovation was pushed by the industry, which lead to quick improvements in CD and sound 

system technology. While the consumer could feel the effort in the decrease of prices for 

CD players, the price for CDs itself stayed high albeit a quick reduction of the production 

cost, turning the format into a highly profitable product for the music industry (Yochim and 

Biddinger, 2008 and Bartmanski and Woodward, 2015). The producers of the CD held up 

their promises and eliminated some of the perceived flaws of the vinyl disc. Still, especially 

in the DJ scene, some consumers missed and needed the different speeds, sizes and the 

possibility to manipulate the sound, and stayed with vinyl (Bartmanski and Woodward, 

2015).  

 

The production of a copy of a compact disc is considerably less expensive (presumably eight 

times cheaper) than the production of an analogue record. Additionally, the former takes 

three seconds to produce and can contain more than 70 minutes of material, while the latter 

takes 25 seconds in production time and can hold no more than 25 minutes of music on each 

side of the record (Bartmanski and Woodward, 2015, Hayes, 2006). According to the 

authors, this proves that there must be something else but convenience in a commodity like 

this, an attraction that goes beyond its utility (Bartmanski and Woodward, 2015). 

 

4.1.3. Digitalisation 

With the digitalisation, music stepped away from the haptic and visual objectification 

(Bartmanski and Woodward, 2015). Indeed, the step of music as a tactile thing towards a 

digital file was celebrated as an obstacle overcome. Additionally, the digital age led to a 

democratisation of music, as it made it easier for users to listen to it without the need to 



37 

 

necessarily buy a record or the accompanying equipment as well as for artists, who were 

able to distribute their music without producing physical formats. Still, the authors argue 

that “what may be an improvement regarding the user’s convenience does not necessarily 

mean the same regarding the user’s experience” (Bartmanski and Woodward, 2015, p. 35).  

 

While digital distribution is much more efficient, metadata, such as detailed information 

about the artist, producer, additional visual material or packaging are increasingly left out 

(Bartmanski and Woodward, 2015). Furthermore, from a sociologist point of view, the 

perfect accessibility to media, music and other cultural data creates informal noise and 

loneliness while one communicates. This means that we feel overwhelmed by the amount 

of information we are presented with on a daily basis while we are ‘alone together’ 

(Bartmanski and Woodward, 2015). Yochim and Biddinger claim that physical records can 

bring back exactly this connection through social contact, creativity and physical presence 

(Yochim and Biddinger, 2008). 

 

4.1.4. The Comeback of Vinyl 

Arguably, it was the internet revolution that let the patina of the analogue recording be 

appreciated as a part of the musical experience, something that was missing in the ‘cleaned 

up’ digital files. This patina, earlier seen as the vinyl discs’ flaws, began to be described as 

its authentic warmth. It consists of the steady crackle of the needle, its surface noise and 

tiny scratches that make every record sound unique (Osborne, 2012).   However, in order to 

experience its renaissance, vinyl had to overcome a prevalent neglect of majors, artists and 

consumers since the late 1980s. It was mainly the dance music industry that embraced vinyl 

as its format of choice and thereby supported its survival and the usage of the few remaining 

pressing plants and mastering studios (Bartmanski and Woodward, 2015). As a matter of 

fact, club music provided more than 90 percent of the pressing plants’ output throughout the 

first half of the 90s (Osborne, 2012). According to the owner of North Europe’s largest 

pressing plant, vinyl recording technology had not been updated since 1984, which is why 

the few plants that survived the crisis had to find and refurbish all old machines available 

and to this date continue to work with them (Bartmanski and Wood, 2015). However, as of 

spring 2016, two independent start-ups are distributing new and modernised machinery, 
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from Germany and Canada respectively, as well as production plants in South America (The 

vinyl factory, 2016). Additionally, the first new juke boxes for vinyl records have been 

produced (The vinyl factory, 2016). 

 

Against all odds, record sales have been steadily climbing since 2007 (statista.com, 2016). 

Vinyl sales have outnumbered the revenue of ad-supported Spotify and advertising on You 

Tube combined; only outshined by the revenue from paid digital subscriptions (the vinyl 

factory, 2016). Sales in the UK rose 61.8% percent in the last year and the supermarket 

chains Tesco, Aldi, Sainsbury and Whole Foods started stocking vinyl (the vinyl factory, 

2016). Internationally, over 15 million analogue records have been sold in 2014, more than 

the combined sales of 1993 to 2007 (Bartmanski and Wood, 2015). Current numbers show 

that sales worldwide amount to 347 million U.S. dollars in 2014, in comparison to 224 

million the year before and only 34 million in 2006 (statista.com, 2016). Now, one could 

argue that those impressive numbers are, in part, to be accounted for in the fact that sales of 

the vinyl disc came to a low close to extinction in 1993 before steadily rising up again. 

Moreover, a lot of re-releases of popular music from all decades since the existence of a 

music industry are included in the numbers (Osborne, 2012).  

 

4.1.5. Record Stores and the Act of Digging 

Bartmanski and Woodward (2015) accredit a special role to smaller physical record stores, 

not only because a substantial number survived the acclaimed death of record stores and 

thereby helped the vinyl record to survive but also because they serve as taste makers and 

organisers in the vast universe of music. In fact, an article on the Vinyl Factory states that 

the number of physical record stores in the UK was at a record high in 2016 (Vinyl factory, 

2016). Special attention is drawn on the practice of digging, as in sorting through bins or 

stacks of vinyl on the search for a bargain or other valuable find. The consumer gets their 

hands dirty and invests time in an effort to find an object that he could probably find easier 

and cheaper online. In return he is rewarded with material immediacy and probably a 

bargain (Bartmanski and Woodward, 2015).  

 

Bartmanski and Woodward (2015) separate between three types of independent record 
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stores. First, mostly second hand stores with a wide range of genres, second, specialized DJ-

oriented stores, with emphasis on new vinyl and electronic dance music and third, lifestyle 

and boutique shops that only sell new vinyl and as a marginal part of a concept. Out of these 

types it is especially the heritage, second-hand stores that make the vast bulk of musical 

forms legible by categorizing it in genres and those serve as the base for the empirical part 

of this study. Consequently, record stores take in the role of a gatekeeper and selector, both 

for the industry and the customer. This is increasingly important in times, where it proves 

almost impossible to navigate through the vast quantity of music and other digital noise. 

The staff of the store of choice can assist in filtering, passing on expertise, open surprising 

or closed doors and creating social experiences that lead to an exchange of knowledge 

(Bartmanski and Woodward, 2015).  

 

Accordingly, every independent store is unique in its own way since the collection is infused 

by the owners’ or the staffs’ taste and often contains part of their own collection. Unlike in 

bigger chain stores, it is almost always possible to play the records on more or less 

professional turntables as well as to inspect their condition before purchasing them 

(Bartmanski and Woodward, 2015). The authors (2015) describe record stores as meeting 

places that attract like-minded people and nurture an environment of fun, expertise and trust. 

 

4.1.6. Current research 

The vinyl record is both, the fastest-growing and the most expensive music format at the 

moment and thereby shows to be neither outdated nor obsolete. Bartmanski and Woodward 

state that (...) “at the very least, vinyl may be described as a superfluous format that retains 

the possibility of signalling luxury or pecuniary value. At most, it is a hardly replaceable 

physical medium whose tactility and visual aesthetics uniquely complement its acoustic 

potentialities” (Bartmanski and Woodward, 2015, p. 137). Indeed, one way of explaining 

vinyl’s current renaissance is by “showing how physical media and location interact to 

structure experience of seemingly ‘immaterial’ cultural values” (Bartmanski and Woodward, 

p.138). The authors don’t expect the analogue record to be the ruling format in times where 

convenience, digital devices and artificial energy are increasingly dominating our lives.  
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However, they argue that its attractiveness lies in embodied experiences and the human need 

to listen to music on tactile objects in real spaces (Bartmanski and Woodward, 2012). Hayes 

(2008) is mapping out trends that led to and are continuously supporting the renaissance of 

vinyl. His findings show that four characteristics are dominantly appealing in vinyl 

recordings among his target group: vinyl record sleeves, maintenance and storage of the 

disc, participation in the listening experience and the search for rare records (Hayes, 2008). 

However, it remains questionable whether those trends can be attributed to all customers of 

vinyl discs, since his investigations took place exclusively among young enthusiasts. 

 

Surprisingly, it is not the sound quality that is being stressed as the characteristic that makes 

vinyl superior before other music formats. Bartmanski and Woodward describe the hi-fi 

quality as “sonically perfect enough to withstand the pressures of progress and materially 

imperfect in the right measure, so that it feels organic and authentic without being 

awkwardly out of sync with its digital content” (Bartmanski and Woodward, 2015, p.60). 

Osborne (2012) argues that it is impossible to make any conclusions about a perceived 

superiority in the sound of vinyl records. Statistics have a varied outcome, often in favour 

of the compact disc when it comes to technical perfection and perception of the sound 

depends strongly on the individuals’ record and playing equipment as well as on taste. The 

warmth of the sound of vinyl is arguably perceived due to its technical 

imperfections, vulnerabilities and individual distortions (Bartmanski and Woodward, 2015).  

  

Yochim and Biddinger (2008) stress the humane characteristics of vinyl records, such as 

warmth, authenticity or mortality; grounded qualities that have been articulated plentiful in 

regard to vinyl’s meaning throughout their studies and appear to make records more 

accessible. Additionally, the sound itself is described as warm or alive, which is explained, 

again, by its flaws. The vinyl record’s heft and simplicity would be other aspects that make 

it seem more humane. While their size is considerably bigger than all other formats and its 

fragility demands special attention and care, a turntable, with its fairly unchanged mechanics 

can easily be fixed and understood by the average person.  

 

Size and simplicity also contribute to the feeling of participation in the music since the 
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listener actively puts on the record, can see it spin and decides where it should start; he is 

actively helping to create his own musical experience (Yochim and Biddinger, 2008). Hayes 

(2005) comes to the same conclusion when he assigns the perceived authenticity of vinyl 

recordings to its sonic defect, while Bartmanski and Woodward (2015) claim that, since 

vinyl has been the superior music format until the 1980s, it now has an aura of both 

authenticity and realness. Authenticity can also be looked at as an answer to a perceived 

cultural meaninglessness that followed perfect convenience when music could be almost 

effortlessly copied, transferred or exchanged (Bartmanski and Woodward, 2015). 

 

Apart from the sound, research has put emphasis on the artwork. Arguably, the cases of an 

VINYL RECORD work best in displaying art, since they are considerably bigger than, for 

example, a CD cover (Bartmanski and Woodward, 2015). This not only gives a more 

substantial feel to the record but also allows for elaborate artwork, often in cooperation with 

designers or other artists, which in turn also reflects a higher level of care, value and effort 

that went into the production (Yochim and Biddinger, 2008). As for artists and record 

companies, it is also the sleeves that can be used as a great marketing tool while the label 

allows them to put a recognizable mark on the recording (Osborne, 2012). In some way, it 

was the digital world that made packaging, like the sleeves for vinyl seem more precious 

(Osborne, 2012). The opportunity to look at and feel related artwork or read some metadata 

is something that is naturally not possible for digital files and allows the listener to engage 

in yet another way actively in the listening experience (Yochim and Biddinger, 2008).  

 

However, it is not just the cover art that serves as a way of “giving sensual expression to the 

materiality of vinyl and to enhancing its value as a commodity” (Bartmanski and Woodward, 

2015, p. 124). New releases as well as reissues often come with different forms of little gifts 

and features to make the record stand out. Those special features can take the form of 

coloured vinyl, posters, download codes, liner notes or lyric sheets and they help make the 

record appear more precious and the artist more real and humane (Yochim and Biddinger, 

2008).  Osborne (2012) finds one explanation for the phenomenon of valuing vinyl records 

as individual pieces of art in the manufacturing process. In comparison to the CD or digital 

files, the reproduction quality can vary significantly from disc to disc, making every piece 
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unique.  

 

Additionally, each disc represents the original it is pressed from instead of just a copy and 

the first pressing is particularly special since it represents the sound at its point of origin 

(Osborne, 2012). While Bartmanski and Woodward (2015) compare the opportunity to 

touch, see and smell a vinyl record as a tactile object to the convenience but rather sterile 

characteristics of a digital file, Osborne (2012) analyses the ways in which a vinyl disc can 

satisfy our senses and thereby turns into a desirable object. The attention demanded of a 

listener when maintaining a vinyl disc and the corresponding equipment would engage the 

listener on a wholly different level than if he were to put on a CD or open a digital file 

(Bartmanski and Woodward, 2015). 

 

One point, stressed especially by Hayes (2008), is some form of rebellion against the 

prevailing system when purchasing vinyl. He argues that purchasing old records to play on 

outdated turntables would keep the music industry from successfully defining and 

regulating consumer identities, especially since new products and trends are marketed at an 

increasing pace. The hunt for rarely available or obscure recordings is highly defying the 

industry’s attempt at regulating in terms of marketability and it moves customers away from 

chain stores or supermarkets since they sell mainly new and mainstream records. 

Additionally, most of the smaller record stores mainly sell records that have been 

decommissioned, as in taxes have already been collected, distributors, as well as artists have 

been compensated (Hayes, 2008). Another act of rebellion would lie in the fact that most 

records can be bought without a credit card and are, naturally, not traceable online. “An 

interesting paradox is that the most tactile and visual medium’s use can most reliably be 

concealed” (Bartmanski and Woodward, 2015, p. 95). 

 

4.2. Primary Data 

 

This chapter focuses on the themes identified in the interviews and the non-participant 

observation in the record shops. Since the interviews were object-based, the observations 

will be used to support findings from the interviews. The first section will focus on the 
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material aspects of vinyl records, how they can be meaningful as an item of heritage, how 

their sensory qualities are experienced and what makes them items of taste and lifestyle 

according to the research participants. Subsequently, the experiential values attached to the 

vinyl record and its purchase will be described. Firstly, the mentions of belonging, secondly, 

the information one can obtain and thirdly, the convenience considerations connected to 

both, the listening experience and the purchase experience. As a round up, authenticity will 

be presented under both themes. Each section ends with observations made during the 

interviews that were written up in field notes and coded along the same thematic scheme as 

the raw interview transcripts. 

 

4.2.1. Materiality 

 

4.2.1.1. Heritage 

The participants of all five interviews work in shops that are not limited to only one 

particular genre and generally sell a lot of second-hand records. Simon from Accord 

assigned part of their responsibility towards being “some kind of library” (A6,18.04.2016). 

According to him, they should be able to cater to the need of a big variety of customers, 

especially when it comes to music, movies and the like of past centuries. Since a high 

percentage of old music has not been digitised or burned on CDs, it is the vinyl records in 

particular, that can provide a link to the past, said Tim from Ooh Aah Records (T3, 

15.04.2016). He referred to the need for storytelling that is related to the comeback of vinyl 

records.  

 

Tim: “for me, anyways, a lot of it is also the history behind the artist. Then 

again, I think that’s connected in some kind of degree to reality shows. I 

think there’s a connection because it’s really a personal experience, and 

people are interested in people’s lives. It’s kind of like people are interested 

in gossip. And I think musicians represent a good source of gossip. Because 

they live outrageous lives and there is like a story behind it. “(T3, 

15.04.2016) 
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Accordingly, Nikolaj from Sound Station argued that record stores themselves can tell the 

customer a lot about a particular city or the neighbourhood by the selection they are selling 

as well as pamphlets, posters or magazines that can be found inside the shops. He drew 

another connection by referring to the death of David Bowie. In a commercial way, he 

explained how the death of a famous person would lead to customers wanting to get a hold 

of every single vinyl record by the artist or by related artists (N2, 03.02.2016). This 

phenomenon can be explained by the need for a somewhat physical connection to the dead. 

 

Nikolaj: “yeah, they need to they want to have it physically, something that 

we can still not understand and it's maybe a psychological thing, I'm not a 

priest or anything but if people die we don't understand it but we have 

something to hold to, you can hold onto to something and say like, oh fuck 

he was nice. It's something that is dead but there's something alive into it 

as well, because of the sound.” (N6, 03.02.2016) 

 

While those are examples for vinyl records as items of cultural heritage, they can matter in 

terms of personal heritage as well. Andreas from Mint Records assigned a signal value to 

them when he explained how a records collection can tell a lot about who you are, even to 

a point where one would be able to tell a lot more about a person with a record collection as 

if they would just have a computer in their home (A1, 01.02.2016). It can also be a 

connection to the family’s history, as often vinyl records are gifted by parents or other family 

members, which according to Simon, would add to the retro, cool feeling of vinyl. The 

personal copy is always going to be recognized by its’ owner, be it through scratches, a 

certain smell or other imperfections. Simon referred to a unique “audio file expression”, 

when it comes to the personal record collection. He claimed that it would be no goal of his 

to collect records in excellent conditions, as only a certain wear and tear, perhaps even a 

little damage would give the records history, at least unless the scratches would not distort 

the sound tremendously (S5, 18.04.2016).  Flemming from GOLDMINE Records added to 

the discussion that one would even miss the sonic imperfections of the personal record if 

another copy of the same song is played at a friends’ house. “You listen to it ooh, in a few 

seconds there would be more clicking. So this is my copy, if you go to one of your friends 
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and listen to it, you’re missing this small click because the other one is perfect.” (F4, 

18.04.2016) 

 

However, it’s not only scratches or other signs of use that shape the history of a vinyl record. 

Nikolaj talked about how difficult, yes impossible it can be to sell a record with all its’ 

history attached to it (N2, 03.02.2016). Since Sound Station buys up a lot of collections or 

single vinyl records from customers that wouldn’t know where else to sell them, they often 

get into a situation where the value of a record is supposed to resemble the feelings attached 

to it, maybe through a love story or something similar. While this would be impossible, new 

feelings, memories and stories can be attached to the record again with its’ new owner. 

 

Nikolaj: “And that’s the thing. When people come in and say, “Oh, I bought 

this one in Germany in this period”—or whatever. That is something you 

can’t do anything about. It’s a personal thing, and these records have a 

story. It has been in some home.” (N2, 03.02.2016) 

 

4.2.1.2. Taste/Lifestyle 

According to Tim, records have “some kind of street credit” (T3, 15.04.2016). He refers to 

a certain style that is connected to vinyl records. Simon describes this as retro (S5, 

18.04.2016). For Flemming, the lifestyle that comes with vinyl records has a lot to do with 

being really immersed into it (F4, 18.04.2016). Customers, who go all in and spend the most 

money on records, are significantly more interested in the producer, the artist of the cover, 

and the whole physicality of the product.  

 

Flemming: “You pick whatever you like, but those people who's paying 500 

kroner, 1000 Kroner. 5000 even more for vinyl. They really worship it. Take 

pictures and put them to Facebook and spend hour and hour listening to 

this and even though you can't hear the difference because at first they 

should...You see if this one here, this’s the second edition. If this triangle 

was a little bit different colour.” (F4, 18,04.2016) 
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Here, Flemming referred to a copy of the Pink Floyd vinyl record ‘Dark Side of the Moon’, 

a record that Simon also used to exemplify how certain records can be a lot more valuable 

if they are from a certain pressing or just with a slight mistake on the cover art. This would 

not necessarily have something to do with the sound but with the rarity of some editions. 

However, as Nikolaj put it, those hunts for rare records usually go with the lifestyle of real 

collectors, who in general have a different aim than other customers. He also jokingly said 

that his record store would be specialised in people “who have a weakness” (N2, 

03.02.2016). 

 

Observation 

During all of the time spent in the record shops, only one female customer was present, 

together with her boyfriend. Since the shops were for the most part quite busy, one could 

argue that the lifestyle connected to vinyl records is somewhat restrained to the male domain. 

There is no particular age group that could be described as dominant in the observed 

customers. Age stretched well from young teens all the way through to elderly, white-haired 

men, which would lead towards the assumption that the lifestyle connected to vinyl records 

can be found in all ages. The variety of different bags and trolleys some of the customers 

wore, especially at Mint Records, show how the act of purchasing records might not just be 

a temporary hobby but the expression of a more dedicated form of lifestyle. 

 

4.2.1.3. Sensory 

One question in the interview schedule referred to a possible added value of vinyl records. 

All participants mentioned the artwork on the cover in this setting. A lot of it would be very 

unique and impossible to get anywhere else or particularly made for the size of a vinyl 

record (T3, 15.04.2016 and F4, 18.04.2016). The attraction of the artwork was exemplified 

in all cases by a number of records that were taken off the shelves or searched for particularly. 

Flemming spread out a very detailed and colourful copy of a record and said while he looks 

at it: “Of course the vinyl is much nicer, to look at with the big covers and beautiful colours. 

And you can read it if you like to know all the lines and also it's hard on the CD” (F4, 

18.04.2016). In addition to the artwork, which would look good on the shelf, Nikolaj talked 

about a number of ways to make a vinyl record visually more appealing. They could have 
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an extravagant shape, posters, liner-notes and other gimmicks inside or be of another colour 

than the typical black of vinyl. He referred to a record of the German band Kraftwerk, which 

was released in different countries, respectively, each time in another neon colour. “The 

German version was the most exclusive one because it was neon green. It was luminescent. 

So, when you put on the record player and you close the light, the lighting was green “(N2, 

03.02.2016).  Nikolaj claimed that a vinyl record would have a stronger feel to it because of 

its’ looks. One could see things more clearly on the cover without having to search for 

information and in general, people would be more attached to physical things. To illustrate 

his point, he referred to my wish to conduct the interview in person instead of over the phone. 

It would be important to look into each other’s eyes, to be present and surrounded by 

tangible objects. Without being equipped with our five senses, life would be boring (N2, 

03.02.2016).  

 

Another sensory factor is the sound of vinyl records. Andreas described it as more dynamic 

than on CD.  

 

Andreas: “Ahm, more difference between the quiet places and the loud 

places, more difference between bass and treble, ahm, I think it has that 

going. But hm, if you have a really high resolution streaming, I would say 

it could probably do the same but it has to be really high, like better than 

spotify and so on.” (A1, 01.02.2016)  

 

Nonetheless, he would not describe vinyl records as the superior music format. Nikolaj 

agreed with a customer that the sound of vinyl records would be better (N2+1, 03.02.2016). 

When asked to evaluate on that, the customer said: “yeah, the atmosphere, putting on the 

record, the whole process of the, starting to listen to music instead of just taking out the ipod 

and press play” (N2+1, 03.02.2016). While Flemming claimed that only people who would 

not care for sound quality would listen to digital files, this statement is not based on his own 

experience but the experience of trusted friends (F4, 18.04.2016). Those friends had 

described the sound of digitised music as awful, while Flemming never listened to music 

online. He said that he prefers CDs or vinyl records, depending on which format the music 
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was predominantly made for. Music from the 90s has been made to sound compressed and 

without any noise, which is perfect for CD, so they did not release it on vinyl. Other sounds 

are perfect for being heard on vinyl records, so one should combine it and not only stick to 

one. In the end, Flemming added, one should not forget that it’s the music that counts (F4, 

18.04.2016). This seems to be important for Andreas as well when he said: “Ok well, for me 

the most important thing is listening to music and I’m listening to streaming as well, that 

works fine, I also have a lot of vinyl, both can do” (A1, 01.02.2016) 

 

Accordingly, Nikolaj referred to the state of the recordings, which, often when they were 

done in a less well-equipped studio, would sound trashy (N2, 03.02.2016). However, this 

sound would also be exactly the right way of listening to the record and it should even be 

heard on a mediocre sound system in order to support the wild and trashy feeling that comes 

with the sound of certain records.  A garage record, such as one of the Stooges, Iggy Pops 

first band, should not be heard on a very expensive hi-fi system, “it should be dirty you 

know” (N2, 03.02.2016). Simon had a similar opinion:   

 

Simon: “Yeah. I am not the kind of guy that uses 10000 kroner on an 

amplifier and a set of speakers and a gramophone. I just have a basic 

system and I use my money on records. Some of them sound poorly but they 

are cool because they sound poorly. Some sound superior, that’s also cool. 

I do not want the superior production. I do not dig the 80s that much 

because, for me, it’s too clean. It’s too vibrant, maybe. We listen to jazz now 

from 57s and those recordings sound fantastic. So they can be cool, too. 

Maybe the dynamics is not the same, but that’s how you listen to it.” (S5, 

18.04.2016) 

 

In addition to the sound, Nikolaj referred to the sensual act of digging and smelling the 

records. People would want more authentic things, such as getting your hands dirty while 

browsing for a record. This is also connected to the search for a good bargain. According to 

Nikolaj, big malls, where you can get everything would not be as attractive anymore. Now, 

people would go back to small shops (N2, 03.02.2016). The very materiality of the vinyl 
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record was addressed by Tim when he recalled a high number of vinyl record connoisseurs 

that had complained about other people using the word “vinyls” as in a plural, when vinyl 

is just a description of the material used for these records. Simon addressed the material 

vinyl in another way. “Yeah, it’s more physical. You can actually use your nails, but the vinyl 

will not be damaged if you touch the vinyl. It would get greased and you can clean it” (S5, 

18.04.2016) 

 

Observation 

The act of digging seemed often very experienced and sensual. Sometimes they would take 

out every single disc, look at the artwork on the cover, turn them around to read the 

information on the back and take the disc out of the sleeve to inspect its condition. The 

shops all had a distinct odour of vinyl records, in particular the ones that sold exclusively 

vinyl records and where packed up to the hilt with them. Accord and Sound Station sell a 

lot of newly sealed records and CDs as well, so the odour in those was not as strong as in 

the others.   

 

4.2.2. Experiential Value 

 

4.2.2.1. Belonging 

A notion of belonging has been expressed by all interview participants, especially in 

connection to the local record shop experience. Tim said that he met a lot of his good friends 

through the shop and would frequently meet new and interesting people. According to him, 

the main advantage of buying at a physical store as compared to an online shop would be 

the social factor. All kinds of people would buy music and very often, it would be just as 

important to talk to people as it would be to purchase and listen to music. While he is the 

only employee at his record shop, he would often have interns, mostly acquaintances that 

had been unemployed for a while to keep them from being forced to do work they would 

not like (T3, 15.04.2016). Flemming described his relationship to a big part of his customers 

as “one big family”. A lot of his friends would come by for a cup of coffee, to listen to music 

or to purchase a particular record. However, he also noted that some people seemed to be 

repelled when too many friends of the shop were present, which would be a huge difference 
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to how he remembered things to be when he grew up, where one would develop expertise 

out of a lively exchange (F4, 18.04.2016). 

 

Flemming: “That’s the way I grew up, you know, if I didn’t have any money 

I could easily go into a shop, just hang around listening to the music, talk 

to them and when I got money I went in and bought something. But it’s…But 

most of the young people don’t like that. They come in with the big 

headphones on, they don’t want any contact, I don’t like that.” (F4, 

18.04.2015) 

 

Andreas mentioned that Mint records would have a lot of regular customers and they would 

often meet up with each other by appointment to dig together through the crates and talk 

about music and exchange records. Other customers would notice each other from previous 

browsing sessions and talk about music they bought that time or exchange music-related 

knowledge (A1, 01.02.2016). Accordingly, Simon talked about a high number of regular 

customers alongside people on holiday. He described the typical customer as a record 

collector, who would come by every week with their wives, boyfriends or girlfriends to 

check the new arrivals and buy a record or two (S5, 18.04.2016). Nikolaj emphasised the 

social factor too. 

 

Nikolaj: You can have a quick fix, you can go and buy the latest Depeche 

Mode, just because you need it, or you can’t wait for it, that’s one thing, 

you can also go here to dig, to go through, aah, this one looks like, ah, I’m 

into this one, ok the cover looks good, I don’t know it but I can check it, you 

can do that but you can also come here for social matters…because there 

is something that is really really true, people who collect things, it depends 

on collecting, they have a social thing” (N2, 03.01.2016) 

 

Tim assigned the newly observed need for social interaction to the fact that we increasingly 

spend more time alone, especially in front of our computers (T3, 15.04.2016). Nikolaj 

claimed that the one thing he liked most in the record business would be to meet all kinds 
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of people with all kinds of demands. Every day he would learn something new, not only 

about music but also about the personal story of some customer. “It’s like going to the 

hairdresser”. Contrary to the experience in a fast paced supermarket, record shop clerks as 

well as their customers would have the time to talk to each other and actually develop a 

relationship. Consequently, some customers would only want to talk to him while others 

would prefer to capitalise on their relationship to the owner or other employees, who would 

potentially have a more suitable taste in music or a like-minded personality (N2, 

03.02.2016).  In addition, Flemming explained how long term customers would often not 

necessarily engage in the act of digging. Instead he would put records he knew would 

interest them aside and they would come by to have a coffee and purchase the records, often 

without listening to it upfront. They would trust him enough to allow him to curate their 

collections based on their taste. Online suggestions based on algorithm would not be the 

same (F3, 18.04.2016).  

 

Observation 

In all shops, one could observe considerably more social interaction than in other retail-

shops of the same size. People were talking with each other and with the clerk. They seemed 

interested in the interview and eager to participate. Since music played in all shops, it could 

be that people felt more comfortable talking or had to talk louder. In any event, a lot of them 

asked for advice on a particular record or suggestions in general. Most customers came in 

alone but seemed to feel comfortable and as if they had not been present for the first time. 

They directly went to specific crates where they spend a little while instead of blindly 

browsing.  

 

4.2.2.1. Information 

Contrary to most digital music files, a vinyl record usually offers information on the 

producer, the members of the band or other people involved in the musical and technical 

process. According to Andreas, he would very often find himself sitting down and reading 

notes on the cover, even without the music playing in the background (A1, 01.02.2016). 

Tim said it would be pointless to fight the digitalisation but one would have to offer 

something that the internet would not. Apart from the extra information on the covers, he 
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would try to offer additional information, obtained through his experience with the music 

industry and let customers go behind the counter to play the music they would be interested 

in, while telling them something about it if they liked. He described his knowledge as a sort 

of long-time assembled data-base, achieved through a lot of faulty buying and open-

mindedness (T3, 15.04.2016). An example of this could be when Flemming presented a 

very detailed and colourful cover of a vinyl record with an extendable booklet inside that 

would show some sort of a family –tree. This tree visualised the development of the band, 

from the founding members to every change in the constellation (F4, 18.04.2016). Nikolaj 

exemplified the service he can offer at the shop in the following way: 

 

Nikolaj: “No, we have, you can say that our force is that we have a wide 

range of music knowledge and we also have a knowledge about, how do 

you say, the styles. For instance, if people come in and ask for Reggae, we 

say ok what kind of reggae do you like? I just like Reggae and then you ask: 

Is it Bob Marley you like? Yeah it’s Bob Marley, ok then you know ok, this 

is the sound. If another guy comes here and asks for Roots in the Reggae 

genre or Rock Steady or Ska or Dub, it’s a totally different thing.” (N2, 

03.02.2016) 

 

He would be able to point people in the right direction of segments inside the store and up 

to the very outskirts of musical genres. Moreover, he could point them into directions they 

had not even thought about or cater to very particular needs, such as a certain type of 

production or the prettiest girls on the cover. Since the musical universe would be so vast, 

the stores’ collection would need to be organised in a simple manner so that customers could 

navigate through it based on an understandable system (N2, 03.02.2016). Tim explained 

how he tried to use a particular credit-card machine and the shops’ Facebook page to 

improve his service. Statistics would show him how much people usually spend and 

photographs of his selection would hint towards the taste of his customers. While in this 

way, he would try to use the digitalisation to his advantage, he would still urge his customers 

to come down to the shop to interact with him and buy their records there. To achieve this, 

he would only give out prices of the records in the shop and not online in order to reward 
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people to get up from the couch and make a good buy or surprising bargain (T3, 15.04.2016). 

Simon agreed with the notion that the service that customers get at a record store would be 

of much better quality than if they ordered online. While they could listen to every record 

in the store before purchasing it, online services would only offer to pre-hear a particular 

track for 30 seconds or less. Furthermore, inside the store, customers would get the 

possibility to get some surprising and personal suggestion (S5, 18.04.2016).  

 

Simon: “If you go to a shop, you will get a lot of good information and you 

have the chance to listen to some other stuff and browse around and then 

you look at another cover and say, “Oh, that’s interesting.” And you can 

ask the one behind the counter, “What is this?”” (S5, 18.04.2016) 

 

Observation 

Here, the observations in the shops gave a lot of opportunities to be witness to 

information exchange in many forms. Most customers would not just take out a record 

and simply look at the cover; they would turn it around and spend a little time studying 

the information that was given to them on the record case. Some seemed to look for 

something specific while others skimmed over the content routinely, almost as if this 

would be a part of the purchasing process. Others immediately went to the counter to 

ask for a specific record or artist or whether the bargain crate had been filled up again. 

A customer at Mint Records expressed satisfaction with the last suggestion the clerk 

has given him and asked for related records.  

 

4.2.2.2. Convenience 

Andreas assigned a major part of the success of vinyl records to the inconvenience attached 

to them. According to him, one would make a very deliberate choice to spend the next half 

an hour with a particular record without focussing on something else. This conscious mind-

set would win for the vinyl record whereas streaming would not really have a relatable 

feeling to it (A1, 01.02.2016). Nikolaj and a customer, present for part of the interview, 

agreed that while it would be very convenient these days to be able to take your entire record 
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collection for a bike ride or on vacation on your phone, this would show how music is 

playing a different role in daily-life.   

 

Additionally, one would make a conscious choice about what music one would put on, since 

it would mean more effort to put the record on in the first place and switching between songs 

on a record would be very difficult (N2+1, 03.02.2016). The customer added: “CD is more 

for background and stuff, when you’re cleaning or making food or something. When you’re 

putting on an vinyl record, you’re sitting down and listening to the music on the record. 

You’re sitting on the couch and this whole presence of music” (N2+1, 03.02.2016). 

Flemming, on the other hand, prefers CDs, as they would be more convenient and one would 

not have to change sides or switch the disc as frequently (F4, 18.04.2016). Nikolaj pointed 

out that in his opinion, people who would buy records would be people who take the time, 

which nowadays would be something very valuable (N2, 03.02.2016). Similarly, Tim 

pointed out:   

 

“Yeah, it takes work and you have to kind of be present when it happens. 

It’s not like something that’s going on in the background on your phone. 

(…) It’s a lifestyle thing. But the lifestyle – What vinyl also represents is 

that you should slow down, it’s a reaction against the fast days. (T3, 

15.04.2016) 

 

Another factor of inconvenience that Tim pointed out is the time it takes to get to a store. 

However, the advantages of coming to the store would outbalance the extra effort, especially 

since Copenhagen is not a very big city and one would get from a to b in under ten minutes 

(T3, 15.04.2016).  One of those advantages would be the so-called “quick-fix”, as Nikolaj 

put it. Unlike with an online purchase, one could enjoy the record immediately after getting 

home and would not get into a potential situation of regret about having spent the money 

for something that is not even there yet. He also described the act of buying online as boring 

(N2, 03.02.2016). When it comes to the types of shops, Flemming argued that the big chains 

would all close down now. TP music that at some point had 18 stores and Stereo Studios 

had to close their doors already, while the biggest chain, Fona, had to declare bankruptcy 
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and is supposedly closing down their shops too, while the independent stores survived (F4, 

18.04.2016).  Nikolaj pointed this out as well and showed interest in a music-wise but also 

politically-wise changing society. According to him, people would want to go back to 

smaller shops; they would go back to the basics. Big chains or malls would resemble the 

impersonality of online shops, while one would still have to make the effort and get there 

(N2, 03.02.2016). Simon added the effort one would have to put into the maintenance of 

vinyl records.  

 

Simon: “I found out that these old time sleeves can damage the records. 

You have to be sure about what you are doing because you can damage the 

records. These, you buy because you want to protect the cover, to protect 

the record, but actually, if they are stored and not listened to for a long time, 

the vinyl can take damage, and it would get milky gloss that in the end can 

be audible and have a low noise when you play it. So I think they should 

stop selling these in the shop. That’s something I think we should do. You 

can get something that’s more like this. This is not damageable. And this, 

down here. They are not that nice. They are more milky, but they do not 

damage the record to the same extent that these can. I have seen a large 

collection come in where 150 records have been all damaged. So before, I 

stored my records in this too but that has ended.” (S5, 18.04.2016) 

 

 

Extra effort also has to be put into the production of vinyl records. While a digital music file 

can be released with just a click, a vinyl record release needs to be planned carefully. 

According to Nikolaj, one has to schedule a time at the pressing plant well ahead because a 

lot of other customers want their vinyl records pressed as well. Moreover, a test pressing 

could go wrong, the master could be faulty or other obstacles could occur. He estimates the 

time from a first recording to the release to be approximately six months, also because the 

major record companies have started releasing most of their output on vinyl again as well 

(N2, 03.02.2016). 
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Observation 

The maintenance and effort that goes into playing a vinyl record is exemplified in a number 

of different ways. While Simon put on a record himself, carefully took out the record of the 

sleeve, set it up on the turntable and slowly sank the stylus onto the rotating disc, Tim, 

Nikolaj and Andreas used little hand movements to demonstrate how one would set up a 

record in the right way. Especially, the movement of slowly sinking the needle onto the 

record disc seems to be one of universal understanding.   

 

4.2.3. Authenticity 

Nikolaj claimed that all music would be good depending on who you are. One would have 

to hold back with personal taste and feelings about music in front of the customer. As long 

as people would show an interest in music and are true to what they like, they are welcomed 

customers and even a source of additional knowledge in an area where Nikolaj himself 

might not be an expert (N2, 03.02.2016). In accordance with that notion, Tim stated that 

preferences would make you discriminate a little. “When you like music, you have to kind 

of embrace all music”. Instead of listening to the same tracks repeatedly, one should try 

something new and be open-minded. Moreover, one should not discriminate other music 

producers and listeners for their preferences either (T3, 015.04.2016). 

 

Tim: “But also, it’s also “What is your relationship with music?” Because, 

if you like music, of course, you are going to have a favourite music. But I 

see music as more of—I am not trying to sound like an asshole—but if you 

like music, you kind of have to accept music in its totality. You have to 

appreciate the people making music, no matter what kind of music they 

make. Even if it’s, like “Schlager”. They actually put in an effort in making 

music, and some people like it.” (T3, 15.04.2016) 

 

Accordingly, Simon claimed that a music shop should not only sell all genres but also all 

physical music formats if possible (S5, 18.04.2016).  Additionally, Nikolaj emphasized that 

one goal for the record store would be to make music affordable for everyone.  
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Nikolaj: “We have reissues but that's but we are picky with reissues because 

we're not taking every reissue. What we do with reissues is, we take the 

classic ones, we take the ones that has, for instance, instead of paying 500 

Kroner for a Stooges album it's better to give the customers a chance to 

buy it for 200 on a reissue.” (N2, 03.02.2016) 

 

He stated that music is universal and should be understood as such. When on vacation in 

another country, he would search for local music in local record shops, both because he has 

access to a lot of music at his workplace anyways but also because language, to him, would 

never be a barrier to understanding music (N2, 03.02.2016).  On a comparable notion, 

Flemming complained about customers that would, under no circumstances, buy a re-issued 

version of an old record or a pressing other than their desired one. Some collectors would, 

after years of searching, find a very good copy of a record but would end up not buying it 

because it was pressed in another country, even if it would be from the same master tape. 

He would suggest that one should buy a good copy, if available, and enjoy its’ sound while 

waiting for the right pressing to come along. Flemming said that the downside of not 

listening to the stuff that is available would be that very few people would get a hold of a 

few rare copies and the prices would artificially increase while no other person got to enjoy 

the VINYL RECORD (F4, 18.04.2016). 

 

However, as Tim claimed, relationships to a particular record shop of your choosing are 

often build up on trust. His strategy would be to have a steady rotation, where people could 

come by frequently to sell their old records for which they would get a fair price. To be fair 

in the pricing process seemed to be of particular importance to him. Instead of trying to get 

rich by cheating someone of with a short-term strategy, he says it’s more important to “do 

it in a way where you can live with yourself and everything’s cool, and make the money in 

the long-run” (T3, 15.04.2016).  Additionally, Flemming claimed that none of the local 

owners of the independent record shops would really be “in it for the money” (F4, 

18.04.2016). Sound Station and GOLDMINE Records also buy up records from private 

people. All stores seem trusted enough to attract enough and the right sellers, since most of 

them do not buy a lot of new records directly from labels.  Before they would re-sell those 
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records, they are being inspected and tested for potential damage (N2, 03.02.2016; T3, 

15.04.2016; F4, 18.04.2016; S5, 18.04.2016).  

 

Observation 

Again, a lot of the customers seemed to be regulars with some form of relationship to the 

owner or other employees. This could be a sign of some form of trust. The interview with 

Tim from Ooh Aah Records took place for roughly seven minutes in front of the store on 

some chairs. During this time, customers were inside the shop and new ones came in. The 

music was being changed from the record player behind the counter without the presence 

of an employee. Posters in some of the record shops advertised their digital presence. This 

could point towards the fact that they are not claiming to bring customers back into a time 

before digitalisation. 

 

 

5. Discussion 

 

In this chapter, the findings are discussed in relation to the theoretical background in order 

to answer the research question: “How has the vinyl record as a material object attained 

new urgency in times of increasing digitalisation and what is the role of experience in this 

development?”. The themes that emerged through the analysis of data serve as an 

organisational guideline and their discussion will be followed by a brief proposition for 

future outlook.  

 

5.1. Materiality 

 

The first section will discuss findings around materiality mostly in relation to Millers’ (1987, 

1998, 2005) research. However, as will become apparent throughout this chapter, the ideas 

around materiality and experiential value are quite often inseparable and belong to the same 

argument. 

 

5.1.1. Vinyl records as Heritage Items 
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The empirical evidence has shown that material objects can indeed store cultural as well as 

personal heritage. To use Millers (1998) argument, if an object has the ability to host a 

variety of attendant social relations, it has the ability to matter. The various narratives around 

vinyl records obtained throughout the interviews prove that this particular object has said 

ability. It starts at the macro-level, where VINYL RECORDs offer insight into a world in 

the past that has never been digitised or compressed to a CD. If we lose these discs, we lose 

all connection to that music. Record shops, in particular the second-hand heritage stores that 

have been the base of this research, take upon the responsibility to store, order and circulate 

parts of this musical history.   

 

Accordingly, as much as vinyl records have been some form of connection to the dead since 

their very existence, where the reproduction of sound and voices in particular was 

considered to be a miracle, they still offer a connection to artists that are long gone (Osborne, 

2012). The example of Nikolaj from Sound Station, who puts this phenomenon into an 

almost religious setting intriguingly shows how the death of a famous artist, in this case 

David Bowie, leads to a hardly explainable need to purchase physical records of his and 

those of related artists. We need to hold on to something to remember it the way that we 

want to. This kind of connection cannot be achieved by a digitised piece of music, as in 

analogue information that has been converted into digital bits.  

 

To some extent, this is a good example of how a material object can enable a relationship 

with the unconscious, a quality that Miller (1987) assigns to the material part of our world. 

The need to hold onto something physical in the case of the death of a relative or a famous 

idol can hardly be rationally explained but is present nonetheless. In relation to that stands 

the need for storytelling, as Tim from Ooh Aah Records put it. The human being is interested 

in the lives of others and in particular, that of their favourite artists. Those, often outrageous 

stories of the famous rock and roll artists are not only delivered through their music but also 

through everything attached to the vinyl disc and its cover, which they intentionally chose 

to support their work with.  

 

Miller (1998) argues that sound and sound-carrying objects can be a connection from the 
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privacy of the home to the larger social world. While empirics have shown that this can be 

true, it seems important to analyse how material objects can be variable in this connective 

ability. Arguably, the radio used by Tacchi in Millers’ (Tacchi in Miller, 1998) book is today 

not that far away anymore from a computer or a mobile device in their functionality as they 

can play all kinds of radio stations and even more so, serve as a literal connection to the 

larger social world. How then, can a vinyl record facilitate this connection differently? 

Firstly, the listener consciously chooses which artist they want to listen to; a sort of 

relationship has already been established before the music is put on and secondly, the record 

offers more types of connection.  

 

As much as vinyl records can facilitate some form of cultural heritage and connection to the 

larger social, often famous world, they can be an item of personal heritage too. We not only 

listen to music in the same way that our grandparents or other ancestors have and which can 

help us to relate to them, they are often gifted to us by relatives or friends and thereby 

function as a form of manifestation for a given relationship (Magaudda, 2011). In this way, 

they can also be a representation of our individual biography. This quality gets stressed by 

the ability of vinyl records to carry a form of sensual biography in the form of signs of wear 

and tear while they, at the same time, are able to outlive many generations of ownership if 

stored correctly. Objects that are related to particular memories are essential as to how we 

remember things and can thereby shape our own biographies (Miller, 1987 and Bennett and 

Rogers, 2016). Gilmore and Pine (1999) use the same line of thought when they argue that 

memorabilia are crucial for every good experience. 

 

Here, the dynamic nature of a material objects’ biography has to be stressed (Miller, 2005). 

As Miller (1998) put it, it is the meaningful associations we have with material objects that, 

together with patterns of usage, shape our relationship with it. This relationship can grow 

deeper, change meaning or even die over time. A good example here is the difficulty Nikolaj 

expresses in selling feelings attached to a particular record. He uses the example of a record 

that was sold to him for resell by an individual who told him an entire love-story that was 

attached to this record. In reaction to this, he could very well understand the extended value 

this particular material object had but was unable to resell the record as the valuable, 
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emotional bundle that was sold to him by the seller. In order to do this, he would have to 

remember every story about all the records and collections that were purchased by the store 

from private collectors.  

 

This example would suggest that the value of a material object is made up of the relations 

of the individual subject with it but once subject and object are separated, the value 

diminishes again and hence the relationship is dynamic. I would argue that this point needs 

to be stressed more significantly in Millers’ work and how this challenges the study of 

material culture. If material objects have a value that is so dynamic that it dramatically 

changes from owner to owner, how then can they truly expose something about our society? 

The answer might lie in the longitudinal ethnographic approach of Millers’ research. Only 

by investigating as many individual relationships around a material object as possible one 

can get a sense of what they could tell about society. 

 

Another approach toward that challenge is the point that instead of being a container for 

emotions and feelings, the object possesses some agency too, in that it is more or less able 

to facilitate relations (Miller, 1987). We cannot just assign meaning to a given object and if 

it is one of short longevity, such as a fruit, it might be difficult to form a relationship with 

it. Material objects have social agency mainly because the human subject is not aware of 

that agency and cannot just invest the object with meaning (Miller, 2005). However, it needs 

the human subject to attain social agency, this is a process of co-creation. It is not just up to 

people to have social agency when it comes to how the reality of this world is interpreted, 

material objects need to be cut into the picture as well. Agency has to be described as a 

quality of the relationship between objects and people that cannot be assigned to either of 

them separately. Here, I would argue that Nikolajs’ story of the impossibility of selling 

feelings attached to an VINYL RECORD pushes back a bit on the social agency of material 

objects. While the particularity of their materiality allows for more or less relations with 

them, the subjects’ ability to feel, remember and narrate advocates, by far, the stronger 

agency.  

 

This particular story can also be a good example of how a material object can harm a person, 
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which is a quality Brown (1999) assigns to things. The love-story attached to that record 

might have been a hurtful one so that the owner decided to sell it because its very presence 

was emotionally unbearable for him or her.  However, it is questionable whether it could be 

possible for the owner of a digital music file to form this kind of relationship with it. Bennett 

and Rogers (2016) emphasise with their research that the music transported on a vinyl record 

remains the same throughout time, whereas its material extension, as in the disc, sleeves and 

cover, contextualise the biography of the owner as well as of the record itself. The music 

delivered on a digital file remains the same as well but no signs of wear and tear, no patterns 

of usage can shape a biography. According to Miller (1987), this leaves no ground for an 

object to matter. 

 

5.1.2. The Lifestyle attached to Vinyl Records 

An important point to note here is that the lifestyle associated with the consumption of vinyl 

records has changed significantly with the digitalisation which shows that lifestyles are just 

as dynamic as the relationships to material objects. Magaudda (2011) emphasised how the 

internet is often used additionally or complementary and most research participants did not 

claim to be purists when it comes to music consumption. Consequently, Tim argued that he 

would see no point in fighting the internet. This could mean that consumers enjoy the 

convenience of being able to take their music collection with them on holiday just as well 

as they enjoy the inconvenience of buying records at a store and listening to them at home.  

 

Accordingly, the secondary data suggests that vinyl records and streaming services are the 

fastest growing sources for music at the moment (The vinyl factory, 2016). Both show 

commercial viability. Moreover, as an article from the Vinyl Factory stated, streaming 

services help the customer to pre-hear music at home before they go out to buy at record 

that they like, which would in fact increase the sales of vinyl records (The vinyl factory, 

2016). Digital files or streaming, where one does not own a copy of a given piece of music 

but listens to it on a service platform in exchange for a subscription are no substitute for 

owning a physical copy. Since Miller (1987) argues that societies can be characterised by a 

reflection of style, what does this particular observation tell us about society? Based on the 

empirics, one can say that our society is characterised by digitalisation, which means that 
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we spend an increasing amount of time in or around the computer and in the social networks 

as well as digitisation, which is an expression for the process of transforming analogue 

information into digital bits. This is the setting and based on this, one can observe a new-

found intimacy between digitalisation and material culture. Rather than having to choose 

one or the other, they both get valued for their qualities because of the other. Even the real 

connoisseurs, as stressed by Flemming, upload pictures of their rare finds online to share 

them with the community. In sum, the reflection of the style around vinyl records does not 

characterise a society that wants to go back to a time before digitalisation but a society that 

understands the value of vinyl records because of it.  

 

When Miller (1987) states that the form of material objects would start to be more important 

than their functionality during the process of style, one can clearly see this point in the 

behaviour of collectors as well as regular customers. Vinyl records have “street credit”, 

according to Tim, and this has nothing to do with them being the most functional or newest 

tool for music consumption. On the contrary, their size, unique sound and the accompanying 

equipment all contribute to a certain aura of commitment that is visible to the rest of society. 

The commitment is also shown in the number of bags that were especially made for carrying 

vinyl records around and that some of the customers, observed during the data collection, 

had on them. Again, the investigation of this particular material object can exhibit something 

about our modern society (Miller, 1987).  Another factor here could be that due to the 

visibility of this particular style, the size of the records, the accompanying bags and the 

presence of the records stores, one could assume that part of the trend of vinyls’ resurgence 

can be accounted for by an increased need for individuality. The anonymity of the internet 

on the one hand and the speed that new trends and fashions emerge with could have led to 

the wish of the individual to manifest a little bit of their personality in a hobby that is both, 

clearly visible and relatively slow paced.  

 

However, the reflection of style can characterise society in a lot of different ways and the 

empirics collected in this research are not strong enough to point to anything more than 

assumptions. A longitudinal study could have allowed for a characterisation of society since 

an in depth research with more participants and elaborate observations would have been a 
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more suitable source for an attempt at assessing the significance of observations, such as 

the predominance of male consumers in the style domain of vinyl records. Another 

important observation is the eagerness of all interview participants to be part of the research. 

Four out of five times they agreed to a meeting immediately, even before being offered 

information on the topic, school or name of the researcher. It seems as if most people 

involved with the lifestyle of vinyl music tend to happily express their experiences with and 

thoughts about it. Moreover, the characterisation of a vinyl music lover is supposedly one 

that is desirable and often associated with coolness, individuality and retro. Again, here it 

seems unjustified to concretely characterise our society based on observations of style, as 

Miller (1987) suggested. Consequently, I would argue that Millers’ way of approaching 

material culture requires a longitudinal and carefully designed research frame.  

 

5.1.3. Sensory Qualities 

With the digitisation, music stepped away from the haptic and visual objectification 

(Bartmanski and Woodward, 2015). Objectification is the process of developing either a 

relationship of alienation or identification or both with an object (Miller, 2005). A strong 

characteristic of vinyl records, compared to digital files, is their ability to engage with a lot 

of our senses. Osborne (2012) claimed that this quality would turn them into desirable 

objects, which has been confirmed by the empirical research. The experience begins way 

before the music starts playing. Even when the experience attendant to the vinyl record does 

not include the act of going to a record store, digging, interacting with people or bargaining, 

it starts way before the first tunes are playing. In particular, the size and expression of the 

artwork on the cover has been mentioned during all interviews. The artwork is the first thing 

you see; the cover offers the opportunity, the space for the artist to express their intentions. 

This gives you a sense of the feeling that you will get when you put the vinyl record on, 

even before music is played for the first time.  

 

This counts for the record stores as well, they would display a high number of vinyl cases 

on the walls, on the counters or crates. As Tim stressed, the artwork is often very unique 

and impossible to get elsewhere as well as particularly made for a specific piece of music. 

Every single interview participant exemplified the attraction of the cover in a manner where 
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they presented a particular case, described how this was more special than the next one and 

what it meant in relation to the music that was on the disc. Arguably, the cover on the 

artwork is not just nice to look at, although many people use it to hang up something 

beautiful on their walls. It is a piece of art that we can relate too, because we know the music 

it was made for, worship the artist or at the very least wonder why it was chosen to present 

this particular vinyl record. This is a good example of how the ability of a material object 

to be related to makes it valuable to the subject (Miller, 1987), as well as for why they should 

not be fetishized for just one particular relation, in this case for a piece of art (Miller, 1998).  

 

Moreover, it is not only important to mention the artwork but also other accessories that are 

often part of vinyl records. Nikolaj mentioned numerous forms such as foldable posters, 

liner-notes, small pocket games or picks for guitars. Gilmore and Pine (1999) focus on 

souvenirs and memorabilia as material objects in particular when they investigate 

experiences as economic offerings. I will argue that they need to take this idea further to 

other forms of material objects in the next section. Furthermore, the vinyl disc can be 

manipulated into extravagant shapes or can be of other colours than the typical black of 

vinyl.  All these are different ways to engage our senses, which increases the possibilities of 

creating memories with the material object. Those memories shape our relationship with 

said item, which in turn forms a material object that matters to us in the logic of Miller 

(1998). In comparison to music on a digital file, we can form a stronger relationship to a 

vinyl record since it is not just the music we remember but also the objects’ smell, the 

artwork we looked at so often and which might still hang on the wall and other multi-sensory 

extensions of it.  

 

Nikolaj claimed that life without our five senses would be boring; perhaps this counts for 

material objects as well that fail to touch a good number of them.  While Miller (1987) does 

not particularly refer to the sensory when he talks about engagement with material objects, 

I would argue that our senses are the first thing that allow for identification with a given 

object. In the same line of argument, Gilmore and Pine (1999) claim that, ideally, all five 

senses need to be engaged in order to create a good experience. This can be exemplified 

with the record stores, where a number of music-related material objects, from instruments 
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to posters, wall clocks made of a vinyl disc or even clothing items related to a certain music 

style were displayed on the walls.  Additionally, a particular odour was present in the record 

shops during the observation that is related to vinyl discs. This odour would increase when 

the store was smaller in size, more filled up with records and those were not sealed. Arguably, 

the olfactory component as another sensory factor counts into the atmosphere as well.  

 

While the most obvious sensory factor, the sound of vinyl records, has not clear without 

ambiguity been described as superior to the sound on other formats, the research participants 

would all say that they enjoyed the sound more. Andreas was the only one that used 

technical terms for this, when he described the sound as more dynamic, with more difference 

between bass and treble. However, he said that high resolution streaming could achieve the 

same sound. Nikolaj and a customer claimed that the sound on vinyl records would be better 

but evaluated their statement with the atmosphere that comes with setting up the record. 

This could mean that the perception of a better sound experience cannot be explained with 

technical superiority alone.  

 

Miller (1998) argues that sound can be a highly material aspect of culture and, again, this 

point proves that form can be more important than functionality (Miller, 1987). In fact, it is 

the whole atmosphere and the mind-set that come with vinyl records that lead to listeners 

being more immersed in the music and thereby enjoying its sound more than they would on 

other music formats. This could also explain why Flemming would describe the sound of 

digital files as bad even though he never listened to a single digitised song. The atmosphere 

that for him is connected to listening to music on a computer or mobile device can never be 

as good as the one connected to vinyl records, which means that the sound can never be as 

good. The point that it is not technical superiority that is important is also emphasised in the 

claim made by Nikolaj and Simon respectively, who stress how old and poorly produced 

records should not be played on expensive hi-fi systems. A poor sound quality, sometimes 

even scratches, contribute to the desired sound atmosphere.  

 

Another example for a contribution of sensory stimulation is the act of digging, where 

customers would get their hands dirty while browsing through more or less filled crates with 
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vinyl records. While this is necessarily related to the material object, the vinyl record, it 

refers more to an action than to the record itself, which makes it difficult to place in Millers’ 

(1987) work. However, I would argue that the notion of experience in the context of Gilmore 

and Pines’ (1999) experience economy can help to refine Millers’ idea of attendant relations. 

They identify a good experience as one that is memorable and empirics show that the higher 

the number of memorable experiences around a material object, the more valuable it can be 

to the subject. The process of digging has often been observed as very experienced and 

sensual. Customers would flip through close to all records, take them out and inspect the 

back and front as well as the condition of the disc. While this action is part of the experience 

connected to vinyl records and record stores in particular it arguably also fulfils another 

purpose. Once a new customer enters the shop, they could easily feel overwhelmed by all 

the impressions, such as the tons of records or other customers. However, to blend in, they 

just need to approach the nearest crate and start digging. Regulars of the shop would often 

go right away to the counter and ask for a particular record, whereas the act of digging can 

be described as an easy way to feel like an active part of the experience scape by following 

a universal routine. This suggests a notion of safety and comfort around the material object 

and its surroundings and thereby shows the power that material objects can have (Miller, 

1987). In this case, they humbly order the unconscious, as in they help the subject to deal 

with a sense of belonging by being the anchor for a universal routine. 

 

5.2. Experiential Value 

 

Gilmore and Pine (1998) described experiences as the new predominant economic offering 

after the product-based economy and the service economy. One could in fact argue that 

while music is increasingly sold as a service, mainly through streaming, instead of as a 

product, it is the physical music formats that bring experience into the question of economic 

offering. It is important to point out, that this notion should be described as a function of 

digitisation. 20 years ago, when music could only be purchased on a physical format; it 

would have been described as a mundane product. Today, the experiential qualities of vinyl 

records became apparent with the digitisation of music. The first point that needs to be 

investigated when considering the experiential value attached to material objects has to be 
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their sensory qualities again. To touch as many of the senses as possible is one of the 

characteristics Gilmore and Pine (1999) use when they describe how the perfect experience 

should be shaped. As has been laid out in the last section, both the vinyl record as a material 

object and the record shop can engage our senses.  

 

5.2.1. A sense of Belonging 

Another factor attached to the record shop experience is a notion of belonging. To some 

extent this can already be seen in the earlier described act of digging, where certain courses 

of movements can be understood as a universal and non-verbal language. While Miller 

(1987) stresses the importance of human relations when it comes to how value around a 

material object is shaped, Gilmore and Pine (1999) do not explicitly mention the effect other 

human beings can have on experiences. I would argue that, even with the individuality of 

experiences in mind, social relations play a big part in most experiences and should be 

examined when experiential quality is investigated. Some of the interviewed record shop 

owners described some sort of a big family vibe when it came to their relationship with 

customers. When we look at a commercial setting, one can then argue that this can be an 

expression for a good experience. People would in general be quite open-minded and 

expressive about their hobby and obviously a shared hobby can connect.  A reason for this 

could be the fact that it is not a necessity to go to record stores anymore if one desires to 

listen to a lot of different music. On the contrary, the vast array of music available online 

outruns the music available in a single record shop. It is not even necessary to go into a 

physical shop in order to buy a record since a lot of vinyl records can be bought on numerous 

online platforms.  

 

Simon mentioned some form of tradition among regular customers who would come weekly 

into the store with their partners or friends to look for new arrivals and buy a couple of 

records. This suggests that customers of record stores are highly interested in social 

exchange, often based on musical expertise. Nikolaj claimed that it would be mainly 

collectors that would have a social thing, which could be true since most regulars would 

probably be collectors. Another factor here would be the joy in showing off your collection. 

As both, Nikolaj and Andreas put it, you cannot impress anyone with a digital music file 
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library of tens of thousands of tracks but you can impress someone with a physical record 

collection, even if it is only a few hundred numbers big. Still, it is questionable whether, for 

example, stamp collectors, have the same need or interest in social exchange as record 

collectors, which means that social exchange is possibly not an interest that is particularly 

assignable to collectors. Again, Gilmore and Pine (1999) do not stress social encounters as 

a measure of quality for an experience, still in most of their scenarios along their experience 

dimensions from passive to active and from absorptive to immersive, other human beings 

play a crucial role in shaping those experiences.  

 

Tim assigns part of the increased need for social interaction to the fact that we spend more 

time alone in front of our computers than ever before. Accordingly, Bartmanski and 

Woodward (2015) stress that we spend more time ‘together alone’, which would lead to 

some form of unconscious reaction. Based on this, one could claim that the increasing 

digitalisation does not only lead to a new found appreciation for certain material objects but 

also for social and classical retail experiences. Nikolaj stresses this point when he shares his 

conception of a part of his job that he compares to that of a hairdresser. Some customers 

would really have the need to share their personal life-stories. Again here, the presence of a 

particular material object can help to order the unconscious (Miller, 1987).  

 

One reason for why record store customers seem to be more open about their problems and 

thoughts is given by Nikolaj again, who emphasises that in comparison to big supermarkets 

or other retail stores, customers as well as employees would take a little extra time for 

personal communication. Different from grocery shopping or other commodities, record 

shopping has a lot to do with leisure time and pleasure and it just takes a while to dig through 

all the stacks of music and listen to some of the records. So it is in the very nature of record 

shops that customers spend a little more time in them, which helps in developing a 

relationship. This also leads to a form of trusted relationship most customers have with one 

particular employee and if that employee would not be present the customer would wait for 

them to come back or leave to come back another day. Another reason for customers to feel 

more comfortable could be the music that was played during all observations.  
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However, the feeling of belonging is not just crucial for the record store experience but also 

for our personal experience with the material object. While it is the individual relation we 

have with an object that makes it valuable, those relations are often expressions of relations 

with other human beings (Miller, 1987 and Magaudda, 2011). As has been laid out before, 

vinyl records often come into our possession because they are gifted by family members or 

friends, and the memories we have around them often are memories that we share with 

others. This ranges from a specific record we always put on when our best friend comes for 

a visit to the loving memory of a grandma that passed years ago.  

 

5.2.2. Information as Added Value 

Another reason for frequenting record shops is the level of expertise that is common among 

store employees. Nikolaj claims that a wide range of music knowledge would allow him 

and his fellow colleagues to make very individual suggestions. Here, the social factor helps, 

since a personal relationship with customers leads to an understanding of their taste, which 

often is not limited to just one genre. Suggestions could embrace music that is out of the 

normal comfort zone of the customer or right in it but in the direction of a wildly unknown 

artist. Sometimes customers would even buy vinyl records with a specific type of cover-art 

or just out of the interest for covers with women on them. According to Gilmore and Pine 

(1999), it is the level of customisation of the shopping experience that turns it into a good, 

a memorable one. This is something the internet is not yet able to achieve since most online 

suggestions are based on simple algorithms. Arguably, those algorithms get more advanced 

and precise with regular use but another question is whether one would like to give all this 

information about ones’ preferences to the World Wide Web instead of a trusted real person 

and often friend. The relationship of trust with that particular person in turn also helps again 

to contribute to the value of a vinyl record since the memory of that suggestion and that 

relationship will be forever entangled with it, at least until it switches ownership (Miller, 

1987). Understanding that experiences with material objects are necessarily different from 

person to person is a crucial step towards understanding the value of both, the material 

object but also the experiences that are staged with it.     

 

Not only the employees can be able to navigate listeners through the vast musical universe 
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but also the organisation of the record shop. Every store has a different collection in stock, 

presents a unique emphasis on music genres and thereby functions as a form of gatekeeper 

and navigator.  Arguably, a lot of information is available online as well, if one cares to 

search for it. However, the sheer amount of data that we are presented with each and every 

day can feel quite overwhelming and it can be helpful to use a record shop as a form of 

sorting gatekeeper. Moreover, in most independent record shops, customers have the 

possibility to not only get a good suggestion but also listen to every record they might want 

to buy. They have the chance to know exactly what they get, from the musical content of 

the vinyl record, to its feel and condition. Bartmanski and Woodward (2015) describe this 

advantage as ‘material immediacy’, whereas Nikolaj uses the phrase ‘better fix’. I would 

argue that this holds an early chance for objectification, as in the customer has the chance 

to immediately build up a relationship with the material object (Miller, 1987).  

 

Furthermore, the vinyl record case too offers additional information on the producer, the 

members of the band or other people involved in the musical and technical process. While 

this is, again, a further way for the subject to build relations with the material object, it is 

also ground for social exchange and a manifestation of interest (Miller, 1987). The 

information is often read before the music is heard and also during a listening session, as 

Andreas explains which is yet another use of the vinyl record that goes beyond its utility. 

Moreover, the observation showed that extra information is absorbed as part of the digging 

process. Very experienced record collectors have developed a good eye for valuable records, 

a capability that can only be obtained by experience and a high degree of knowledge about 

production studios, pressing plants and other factors accountable for the quality of a 

particular recording. Most record store owners have spent a lot of time educating themselves 

or being educated and can therefore offer a lot of expertise to the intrigued customer. 

Consequently, spending time at a record shop can be a highly educational experience, which 

is one of the qualities Gilmore and Pine (1999) assign to a well-staged experience.  

 

In fact, I would argue that the record shops I investigated where able to offer experiences in 

the so-called “sweet spot” (Gilmore and Pine, 1999). In order to reach that spot an 
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experience has to be entertaining, educational, escapist and aesthetic (Gilmore and Pine, 

1999). The record shop experience is entertaining because most people follow their hobby 

when they listen to music but they do not need to play an active part, they are being 

entertained. The educational quality has been explained above and an escapist experience 

can be when one is a regular customer, who chooses the music and gets to know other 

customers. An aesthetic experience does not involve the customer actively but the 

experience-scape of the record shops can be described as beautiful and even emotionally 

touching when it triggers memories. However, according to Gilmore and Pine (1999) an 

experience only occurs when it is intentionally staged. I claim that not only does an 

experience start way earlier and is deeply immersed in our everyday life but also can it make 

the experience in a commercial setting more powerful when it is unintentionally staged.  

 

5.2.3. The Convenience Factor 

However, it is not only the social factor or the added information that lead us to leave our 

quest for ever more convenience in our lives. It is precisely that, the inconveniences, that 

extra effort we have to put into purchasing a vinyl record in a physical shop that makes it to 

some extent appealing. Arguably, to understand the vinyl record as an inconvenient material 

object shows the dynamic relationship we have with things (Miller, 1987). It is only when 

we see the object in the setting of digitisation that it makes sense to talk about the 

inconvenience of its size and the whole listening experience, since a digitised music file is 

just so much more convenient in that it takes up close to no space, can be transported easily 

and spread in seconds. According to Andreas, a notion of inconvenience would have a major 

impact on the resurgence of vinyl records. This does not only count for the shopping 

experience but also for the act of playing a vinyl record. It is a deliberate choice when the 

consumer decides to put on a record and that entails the dedication of spending the next time 

period with the music and its physical extension.  

 

Here, the atmosphere comes into the picture again. As has been laid out by Nikolaj and 

Andreas, there is nothing else they would do while the music is playing. They would sit 

down with the cover in their hands and embrace the auditory, visual and haptic qualities of 

the material object of their choosing. This shows how this particular material object matters 
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to them (Miller, 1998). Furthermore, an added effort has to be put into the maintenance of 

vinyl records as well as in their production. In fact, the production of a vinyl record takes 

considerably longer and is eight times more expensive than the production of a CD and the 

end-product contains less music and needs to be cleaned on a regular basis, stored correctly 

and takes up a lot of space (Bartmanski and Woodward, 2015). In comparison to music that 

can be exchanged as a digital file, the extra effort could mean that the artist spent more time 

in an attempt to create something in the best possible quality. Digital files can be produced 

quickly and spread even quicker, which could result in a lack of quality. With this in mind, 

the consumer could end up valuing the physical object more since they know how much 

effort went into the process. An attentive and conscious contact with a vinyl record can be 

seen as a form of respect for the efforts of a valued artist. One could then argue that 

additional information influences the objectification process (Miller, 1987). In this, case, 

more information leads to a higher degree of identification with the vinyl record.  

 

Nikolaj claimed that music would play a different role in everyday live and as convenient 

and nice as it would be to be able to carry a whole record collection around on one device 

when on the go, there would be a different, more present and conscious feel to the vinyl 

experience. This can in part be attributed to the fact that the listener plays a much more 

active role in their own experience. The particularity of the materiality of the vinyl record 

allows for that immersion (Miller, 1998). Instead of just clicking a button on a computer, 

one has to take the record out of the shelf, carefully free it from its protective sleeve, set it 

up on the turntable, bring it to spin and slowly sink the stylus onto the groove. To switch 

between songs is possible but rather difficult, which is why most consumers decide to listen 

to the whole side of a record. However, due to the manual operation of the turntable, it is 

possible to manipulate the sound, for example to skip to the middle part of a song, adjust 

the speed of two songs, so they can smoothly blend into each other or distort the sound by 

moving the disc quickly back and forth. Those techniques are often used by DJs or Hip Hop 

artists and express an even higher degree of actively shaping ones’ own experience with the 

material object. 

 

Nikolaj makes another crucial point when he claims that people who would listen to vinyl 
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records would be people that would deliberately take the time, in a society where time would 

be an increasingly valuable asset. Tim adds that, in his opinion, vinyl would represent the 

wish to slow down, as in a reaction to the fast pace of our society. In this context, it makes 

sense to discuss the closing down of several of the bigger chains that sold records in 

Copenhagen; a point that was emphasised by Nikolaj and Flemming respectively. While it 

is difficult to claim that this trend can be observed globally based on an article of The Vinyl 

Factory (2016), that stated that UK record shops were at an all-time high but big 

supermarket chains like Aldi, Tesco and Sainsbury’s had started to sell records as well; 

empirics lean towards a simple explanation. This point shows that the whole experience 

around the material object is much more important than the object by itself (Miller, 1987).  

 

Nikolaj claims that people would make an effort to go back to basics and in general, one 

could argue that bigger chains combine the inconvenience of the physical store with the 

impersonal atmosphere of internet shops. The research has shown that, as much as people 

use the internet as well as vinyl records to hear music, most of them do not buy records in 

physical shops because that would be their only opportunity. They want the whole 

experience. The same is true for physical music formats. While they were once the latest 

form of sound-carrying technology, they are now a tangible choice by the consumer, who 

aims for the particular atmosphere that comes with the vinyl record. However, in our western 

society one can observe that the digitisation of music has made it to such a degree disposable 

that it started losing meaning for consumers, who are now experiencing the need for 

something real.  

 

5.2.4. The question of Authenticity 

According to Gilmore and Pine (1999), a sense of authenticity is crucial when it comes to 

the vinyl experience as an economic offering. First and foremost, this starts with the 

employees. All research participants but one claimed that in their understanding one would 

have to embrace all kinds of music as well as all kinds of music lovers in order to be a good 

shop owner. Discrimination and an overemphasis on their personal style would feel out of 

place in the shop, whereas the appreciation of the gift of music and a common interest would 

drive their relationship with the store and its customers. Consequently, music should be 
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affordable for everyone. While the digitisation of music arguably also democratised it by 

making it cheap to produce and to hear it without too much equipment, vinyl records are a 

fair bit more expensive. However, the interviewees claimed that they would not be in the 

business to make a lot of money, especially if that would entail to unfairly price the records 

more than what they were worth or compensate sellers poorly for their old vinyl. 

Additionally, Nikolaj stated that music is universal and language would never be a barrier 

to understanding music. He would in fact only buy local records when he would visit another 

country. This can in some way be understood as one example for how a material object can 

be the means towards making sense of our own as well as of other societies and cultures 

(Miller, 1987). 

 

Flemming and Simon expressed a notion of incomprehension for the type of collector that 

would refuse to buy a record if it was not the right issue, since most of the times there would 

not be a difference in quality. The reason for their emotion towards this could be the type of 

shop they work in, where rare copies are seldom part of the stock. However, the fact that 

they argue for a universality of music, the availability of cheap records for everyone and 

that music could also be heard on reissues until one should happen to stumble upon the 

desired first edition could also be understood as a sense of authenticity. For them, the 

purpose of a music shop lies in the fair distribution of all kinds of and often almost forgotten 

music and that is exactly what they aim to do. While it is difficult to judge authenticity out 

of a fair pricing since in order to do that the research would have to include more shops and 

comparable access to a pricing system, authenticity can be assumed by the level of trust 

between the employees and the customers. This was expressed both, through the interviews 

but also in the observations where a sense of this relationship was present. As a staged 

experience, authenticity could also be understood as for the record shops to offer their 

customers an authentic insight into the old days. However, I argue that this approach would 

misunderstand the resurgence of vinyl records, which only makes sense in response to the 

digitisation of music.  

 

Authenticity as a quality is not just important when it comes to the experience-scape of the 

record store; it is also a much valued aspect of our relationship with the material object 
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(Miller, 1998). While Magaudda (2011) stresses that one could observe a loss of meaning 

and value around the musical experience, which would also be perceived as a loss of 

authenticity, empirics have shown that the vinyl record is perceived as an authentic object. 

Be it the way that the cover artwork gives a first impression of the musical content, the fact 

that music production is actually visible through the transparent lid of the record-player, or 

the sound, that is influenced by imperfections and patina. A digital file does not allow for a 

relationship between the listener and the music he listens to in the same way that a vinyl 

record does. There is no possibility for the subject to engage in a tangible way with the file, 

it will never be the ground for unique experiences. Based on this claim, one could question 

whether Gilmore and Pine (1999) might have to emphasise the role of material objects in 

experiences to a greater extent. More than just some props that can be used to stage a good 

experience, tangibility is the essence of every experience. Miller (1989) argues that it is the 

objects we are least aware of that have the power to set the scene determine our expectations 

and behaviour without being challenged because we do not see them for those properties. A 

red curtain at a theatre play is as important in shaping the experience as the theatre play 

itself and the presence of a bargain bin has the power to give the collector the excited 

expectation of leaving the record store with a good find.  

 

 Arguably, we can get attached to the music in a digital file and the sound quality might even 

be the same but it does not matter whether we listen to that particular file or another one. 

They are interchangeable. Material objects can hardly be interchangeable because the 

relationship we have with them is as dynamic as it is personal (Miller, 1987). No two people 

will have the exact same emotional response, relation and memory with the same vinyl 

record. One can then argue that the emotional reaction towards the material object is what 

shapes the experience, be it in a commercial context or not. While Gilmore and Pine (1999) 

are well aware of the fact that experiences are highly personal, they might have to take this 

a bit more into consideration. Moreover, one could question whether experiences are not 

always a part of every economic offering, as much as they are a part of every involvement 

with objects and thereby a part of everyone’s daily life. In some way, all consumption can 

be understood in experiential terms, since value is necessarily co-created through the 

interaction of consumer, producer and material objects. Does it make it more of an economic 
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offering just because it is intentionally staged? Furthermore, how authentic can a staged 

experience really claim to be? 

 

Another reason for the perceived need for authenticity could be that the computer as a 

material object and the internet as the broader subject-produced object have become to some 

extent alienated to us. The process of alienation is part of the dynamic relationship we have 

to the objects that shape our world (Miller, 2005). In this case it might be the anonymity and 

the complexity of the internet that result in a new form of identification with simpler, more 

authentic objects, such as the vinyl record. Crucial to point out here is that this process 

should not be understood as the wish for going back in time or an alternative; it is more a 

function of the digitisation. The alienation can also be explained in the humility of things, a 

concept that Miller (1987) uses to describe how material objects can have power over us 

because we get so used to them. While he predominantly talks about objects that are so 

much integrated in our everyday life but without us noticing their power, one could then 

argue that consumers started to slowly feel overwhelmed by the power that the computer as 

well as the internet have over us. It has taken on such an important and indispensable part 

of our modern society that we might unconsciously feel the need to take back agency and 

tactically respond.  

 

Therefore, the rise of vinyl can be seen as some form of reaction to the digitalisation of our 

modern world. The tactile experience is missing, which is a means towards identifying with 

the object and thereby with ourselves (Miller, 1987). The consumer wants to invest in 

something that gives them some emotional return, also if that means that more money has 

to be spend and more effort has to be put into the experience. This is the essence as to why 

record shops still exist. They do not sell commodities but authentic experiences attached to 

material objects that have a personal and dynamic value. Experience is the relational part 

between object and subject, the essence of objectification. Miller (1987) was careful not to 

tie his research too much into a commercial setting.  

 

However, in order to understand how experiences, form a relationship of the subject with 

material objects and how this influences the objects’ value is a crucial step towards 
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understanding how material culture has attained new urgency. While it is questionable that 

the shop owners understand this prospect, it could still be a reason for them to not sell 

records online, which would arguably be a much easier and cheaper way of doing business. 

So, perhaps one can say that the rise of the experience economy does not show that 

materiality matters less these days but that the society increasingly understands that 

experiences are a crucial part of the value of material objects as much as material objects 

are a crucial part of every given experience, be it staged intentionally or not.  

 

5.3. Future Outlook 

 

As has been argued throughout the discussion, the study of material culture requires in-

depth and longitudinal research designs, preferably along the lines of ethnography. The use 

of object-based interviews together with observations has proven to reach a thicker data 

collection, which did justice to the material based approach of this study. However, a 

longitudinal ethnographic research would have been an even better approach towards 

answering the research question, mainly due to the personal value of material objects. 

Accordingly, such an approach would have helped the challenge of word-based research in 

material culture studies to a greater extent. To investigate the urgency of material objects in 

our modern world has proven to be difficult by relying on word-based output only. While 

the presence of the material object helped to anchor narratives, a more thorough observation, 

perhaps in a variety of environments could have revealed a richer, probably more natural 

handling of the material object.  

 

Miller (1987, 1998, 2005) set up his research in an area of mass consumption without 

making an attempt as to what conclusions could be made for business stakeholders. I would 

argue that the implication of an incommensurable value of material objects also has to be 

considered in economic terms. What does it mean for the monetary value of objects if their 

value is as dynamic, personal and related to patina and biography as his research suggests? 

 

Another point worth of further research would be the expansion towards the significance 

other physical music formats, such as CDs and cassette tapes, as well as other physical 
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manifestations of entertainment objects. As for the former, I would suggest that, in particular 

their size is not substantial enough in order for the human subject to have a meaningful 

relationship with it. However, to make this claim would demand an investigation of those 

kinds of relationships. Books and movies are other items of interest in the digitisation debate 

and future research could potentially give some further insight as to the meaning of material 

objects in our modern world. 

 

6. Conclusion 

 

This study suggests that digitised music loses its significance since we do not have the 

ability to form a relationship with it through a variety of meaningful experiences in the same 

way that we can with the vinyl record. Our modern world is increasingly characterised by a 

process of digitalisation. Material objects, which once shaped the entertainment sector, have 

been digitised to a point where it is possible to carry around record collections, books, 

movies and other formerly analogue items of everyday life, all on one gadget. Miller (1087, 

1998, 2005) investigated how material objects shape social relations and how the value of 

those objects is influenced by memories, relations and patterns of usage. My research 

framed those thoughts in the setting of our digitalised society in an attempt to find out how 

material objects, in this case vinyl records, attained new urgency despite the availability of 

cheaper and more convenient digital substitutes. Moreover, I used the idea of Gilmore and 

Pine (1999), who argue for experiences as the latest form of economic offering, in order to 

refine an understanding of the relation between subject and object. The experience economy 

approach was also used to emphasise the consumption idea of Miller (1987) and draw it into 

a more commercialised setting.  

 

I utilised empirical data, obtained through five object-based interviews with record shop 

managers. By doing this, the knowledge of those five experts was contextualised with the 

presence of the material objects and other observations obtained in the experience scape of 

the record shops. The research showed that the digitalisation has taken the experiential 

character out of a lot of activities, especially in the entertainment sector. As a function of 

this process, consumers started valuing qualities of the material object that is the vinyl 
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record, such as its ability to engage our senses, a sense of belonging or the extra information 

in another way than they had done before.  In some way, the internet has put back the 

romance of what was good about vinyl records but lifted this notion to another level.  

 

Consistent with Millers’ (1987) research, I found that the value of a vinyl record is not just 

to be found in its musical content but consists of a wide array of relations, based on the 

subjects’ history, preferences and emotions. While some social agency can be attributed to 

material objects, in that they are more or less powerful in being the foundation for 

experiences, I argue that it is crucial to understand that meaning is not something that is 

inherent in the object but arises out of the setting that the subject-object relationship 

develops in. It is the experiences we have with material objects that make them meaningful 

to us. Companies that understand the importance of experiences, in particular, the notion 

that what they sell should be memorable and personal, to some extent also understand the 

importance of material culture.  

 

The same can be said of meaningful experiences; to fully grasp their meaning one has to 

investigate the material objects used to stage them. This line of thought can extend the work 

of Gilmore and Pine (1999) in two ways. Firstly, as they rightly claim, it is the memories 

we have of experiences that make them valuable but those memories are connected to the 

material objects that shaped the experience as well as those that remind us of the experience. 

Secondly, I argue that experiences are a part of everyday life and every economic exchange 

and could in fact, lose their proclaimed authenticity when staged in a commercial setting.  

 

This research should be of interest for everyone involved in the production, distribution and 

consumption of vinyl records but also for everyone interested in material culture studies 

because it ties a comprehensible line between a material culture approach and experience 

economy. Additionally, it is of crucial concern to think about material objects when we 

investigate memories, relationships to other people and our own biographies because of the 

dynamic nature of all relations attached to material objects.  
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8. Appendices 
 

Appendix 8.1.  Interview Schedule 

 

1. How long has the store existed and who is working here 

2. What else is sold apart from vinyl records? 

3. Is there anything this store is specialised in? 

4. Have there been any significant changes in the past years? 

5. What do you expect to happen in the future? 

6. Is there something like a typical customer? 

7. Is vinyl the superior music format? 

8. Does vinyl have an added value besides the storage of music and if yes, how 

would you describe it? 

 

 

Appendix 8.2. Interview Transcripts 

 

8.2.1. A1, 01.02.2016 

Interview 1 with Andreas at Mint Records, 2.30pm  

 

Johanna: Ok, I have a few questions, like guideline-ish things but if you feel like saying anything 

just shoot...Alright, a few practical things; how long has this store existed? 

 

Andreas: Ahm, 10 years now this april. 

 

Johanna: Oh ok, wow, tillykke. That’s a long time. 

 

Andreas: Haha, thanks 
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Johanna: And for how long have you been working here, have you been building it up? 

 

Andreas: I’m not the owner here but I’ve been part of starting it up, we were in another location 

on Nørrebrogade, then we decided to go solo and we started this one, so I’ve been here for almost 

ten years as well. 

 

Johanna: Ok cool. And who else is working here? 

 

Andreas: Ehm, Martin, who’s over there now and we are, just let me count that (busy counting for 

a while), seven plus the owner but only the owner works full time, the rest of us have other things 

that we do, so we’re just part time. 

 

Johanna: Ok, and what else are you selling apart from vinyl, obviously CDs and … 

 

Andreas: Yes, CDs, comic-books, music-books, DVDs, Blue Ray, Games as well, ja. 

 

Johanna: So a lot of collectibles. 

 

Andreas: Ja, ja ja, same same kind of people who… 

 

Johanna: Hm, and is there anything this store is specialized in? 

 

Andreas: Not really, which is kind of special in itself because most record stores in Copenhagen 

and, I think, all over Europe, to my knowledge, are specialized. 

 

Johanna: Yeah, either music wise or, just new stuff. 

 

Andreas: Yeah, a small store with only specialized in Jazz or Heavy Metal or something like that, 

so the fact that we have all kinds of music and even the kinds of different inch records is a little bit 

special. 

 

Johanna: Ja definitely, I mean, it doesn’t say here, but how many, do you actually have and 

account as to how many records there are? There’s also some in the basement right? 

 

Andreas: Jeah, there’s a lot in the basement but no I don’t have any count of it. 
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Johanna: I mean that’s a pretty impressive collection. 

 

Andreas: Yeah, I don’t know maybe 60- or 70000, VINYL RECORDs and… 

 

Johanna: but you don’t have any other storage room sthg, this is like really... 

 

Andreas: Well, it’s only this location, there’s storage room in the facilities, I mean, we have it, just 

behind the counter, there’s records and we have two basement rooms, i guess wider than, 10 

meters or something, packed with records. 

 

Johanna: Ah ok, and hm, have you been noticing any significant changes in the last few years? 

 

Andreas: Ahahaha, that’s almost a trick question isn’t it. 

Johanna: Well, trying to keep it unbiased 

Andreas: Sure, sure, well, the obvious is that CDs are fastly declining numbers that we sell. 

 

Johanna: But then actually, from when you started, you must have been, seeing first the decline of 

vinyl and then the rise of CD and… 

 

Andreas: Ja ja sure and now both the vinyl is climbing again, it’s getting more and more, it’s 

about outnumbered each other, the amount of CDs we sell less is, we sell that much more in vinyl. 

 

Johanna: Ok, Alright. 

 

Andreas: Just an example, just yesterday I saw a record with an old sticker from 1999 or 2000 

with a 30 kroner sticker on it, hm, and today or yesterday I priced it as 300, just to say that it was a 

U2 record and from the mid 90s and at that period there wasn’t selling any records or vinyl, we 

couldn’t even sell it for 30 at that time but today those kind of records it’s they’re rare numbers, so. 

 

Johanna: That’s kind of fun actually, and do you also, ah you also have new records right? 

 

Andreas: We have a little bit, it just started, it’s almost everything is second hand, almost. But 

we’ve had had, yes a couple of hundreds and then just at the end of last year we started getting a 

bit more new vinyl...and it’s mainly… 

 

Johanna: Also reissues? 
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Andreas: Yes, mainly reissues, ah we want to get, soon we will get some of the new records as 

well, things just coming out now but for now it’s mainly re...re-issues. 

 

Johanna: Ok ok, I think that’s also really overtaking at the moment, clogging up the presses and 

everything. 

 

Andreas: Yeah, I saw some numbers coming out, that was in, or was it worldwide, that the old 

records are… 

 

Johanna: are outselling new music, yeah, that’s kinda fun 

 

Andreas: Oah, you knew this of course. 

 

Johanna: And do you have any prospects for the future, do you think it is going to continue like 

this or what do you, would be your suggestion? 

 

Andreas: Not forever but I don’t know when it’s gonna recline again. It’s hard to say, I don’t 

know. Ten years from now I don’t see the same numbers of vinyls and then but I don’t, then again 

just a recent year I‘ve seen some people starting to collect the CDs again 

 

Johanna: Nå ok 

 

Andreas: so, so little by little some CDs will get rare and you can price some of the CDs, only few 

of them now, but a little bit higher and you see in international marketplaces that some CDs are 

going up in price and I would have sworn that would never happen, so who knows...on the other 

hand coming to filmmarket, the video tape, that’s completely dead, so that’s no no revival at all. So 

am but the music cassette tape is selling again a little bit, so, my guess is that in 10 years again the 

vinyl will be selling a lot less than now and  the CD is almost dead but I wouldnøt, I wouldn’t, 

what do you call it, bet on it. 

 

Johanna: Ah ok, I mean after all, it really is against all odds in a way because it’s really not 

convenient really you know, it’s like… 

 

Andreas: Yes but I think the not-convenient part is a part of the success, that a… 

 

Johanna: Can you elaborate on that? 
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Andreas: Jaja, if you want to or if you have to put a record on, it’s a very, what do you call it 

conscious choice that you make, you wanna hear this record and you have a plan to spend the next 

hour or half an hour listening to this record and so, that mindset is ahm, is winning for the vinyl. 

 

Johanna: Sure, you cannot just put in a playlist and wander about 

 

Andreas: No, it’s kind of like slow cooking right, you focus on the music for that period of time 

and while the streaming doesn’t really, doesn’t really have that kind of feeling to it. 

 

Johanna: That’s ah, true. Hm, is there something you would feel like a typical customer or would 

you be able to explain them? 

 

Andreas: Ah, I don’t know, if you were to make a statistics of probably a man from somewhere 

between 25 and 40 would be the most...but only by a little bit cause there’s a lot of young women 

and people over 60 and 70 buying as well and, ah I can’t even say about the kinds of music 

because that’s also very different, you have young people, 17 buying 60s rock and… 

 

Johanna: And how much time do they usually spend here, I mean  there’s like a huge amount of 

crates you have to dig in. 

 

Andreas: Yeah, well, I think that most people come in here to kind of browse, to look around and 

so, so, they spend, I don’t know in minutes, maybe half an hour or something like that. A lot of 

people do, of course there’s also customers just looking for one particular thing, they looked 

everywhere and they can’t find it. 

 

Johanna: Would you be able to point them, like, in the right direction though really, I mean if it’s 

something like really wierd? 

 

Andreas: Yeah, almost, of course, sometimes I just don’t know the kind of music they’re asking 

for but, most of the time we do and if we don’t know if we have it than we can, as you say point 

them in the right direction. And also about the times spending, I work often Sundays, there we’re 

open from 12 to 6 and it happens that someone is standing outside the store when I come and then 

they come in and they leave just when I’m closing up. It’s not often but it happens. So, a lot of 

people are in, two or three hours, I think that’s kinda normal. 

 

Johanna: But is it something like a community also that happens here, that people start chatting 

with each other. 
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Andreas: Yeah, I mean that’s not the rule, I mean most people don’t know the other customers 

 

Johanna: I feel like danes don’t really like talking to other people that much 

 

Andreas: Ja that’s true but there’s also the people that know each other and two kinds to me, I 

mean the ones that know each other and meet up here, by coincidence or from appointment but 

also I‘ve seen that some people have met down here and when they meet again they talk about the 

music that hey buy last time and they have that, I guess they also exchange music in between them 

as well, so ja, that happens. 

 

Johanna: Do you have a lot of regulars? 

 

Andreas: Yeah, yeah definitely, or I don’t know how do you define regulars, like how many times 

you have to come here but a lot of the customers that come in, I’ve seen before yeah. 

 

Johanna: Ahm, would you say that vinyl is the superior music format? 

Andreas: The what? 

Johanna: The superior music format, like it’s better than the other formats because that is an often 

discussed question right? 

 

Andreas: No, no definitely I wouldn’t. i mean, as we talked about before, it has advantages and I 

think that it has, a dynamic sound that is not coming through on CD and… 

Johanna: Would you be able to describe that sound? 

Andreas: Ahm, more difference between the quiet places and the loud places, more difference 

between bass and treble, ahm, I think it has that going. But hm, if you have a really high resolution 

streaming, I would say it could probably do the same but it has to be really high, like better than 

spotify and so on. 

 

Johanna: Do you think you’d be able to like, just from hearing find out whether it’s from a CD or 

or vinyl, if it’s a good vinyl and you don’t hear a lot of clicking sounds? 

 

Andreas: Ahm no, probably not, no probably not, well, but that depends on how the test is going, 

if there’s a CD player and a record player and you have a small switch between them, I think I 

could hear the difference but if you were to, if you hadn’t heard it and you are in a room and you 

put something on and say CD or VINYL RECORD, than I probably couldn’t. 
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Johanna: ok ok, me neither I think. Ahm, we talked a bit about it but, do you think that vinyl has 

another added value besides just storage of music and how would you describe that? I mean we 

talked about it, like the... 

 

Andreas: Yeah, it’s pretty much that you get in the mood and that you make a deliberate choice to 

spend the next hour… 

 

Johanna: But is there anything else, i mean why would someone buy vinyl 

 

Andreas: Of course the covers, if you like to, i mean in streaming you don’t have, for some wierd 

reason, you don’t have any extra information, like who’s playing the bass and who produced it and 

all that stuff, you get that on both, CD and vinyl ahm and the you have this, you can see the big 

covers and it looks good and it’s something, I don’t know sometimes I sit with a cover and just 

look at it and read the vinyl notes on the back of the… 

 

Johanna: Yeah I mean I think there are actually some people that just buy them for the cases 

really, to hang on the walls 

 

Andreas: Yes yes, there is, definitely 

 

Johanna: Well, there are some really beautiful ones as well. Ahm, do you think that, well it’s also 

kind of a recent discussed thing but, do you think that owning music actually is still important? 

 

Andreas: Owning music? 

Johanna: Hmm, ‘cause I think like these days it’s going a lot about, or it’s more about, you don’t 

own music necessarily anymore but you listen to music. 

 

Andreas: Ok, well, for me the most important thing is listening to music and I ‘m listening to 

streaming as well, that works fine, I also have a lot of vinyls, both can do, hm what I forgot to say, 

sorry, the question again sorry. 

 

Johanna: Ja no, whether you think that owning music is still important. 

 

Andreas: Oh ja, well, i think, it’s about ahm, showing who you are, I mean, when you come in, 

books are selling badly as well these days, so when you come into a room and there’s no books 

and there’s no VINYL RECORDs, so how much how am I gonna know who that person is that I’m 

visiting and I know you can have posters and paintings and a lot of other things but records and 



90 

 

books is a very strong way to show who, who you are are. 

 

Johanna: Yeah, that’s true, isn’t there a saying that goes like; Show me your, i don’t know you can 

probably say record collection and I know who you are? 

 

Andreas: Ja, something like that, so there’s this signal value, I don’t know if you can say that?! 

 

Johanna: Yeah yeah, that makes a lot of sense. 

 

Andreas: Yeah, so to owning, to owning records. 

 

Johanna: Ja ok, that makes sense. 

 

Andreas: And then, for the collectors it’s about owning something that no one else owns. The 

collectors is different people alltogether 

 

Johanna: I mean I guess to every record you kind of have a different story in a way, or the person 

that owns it. 

 

Andreas: Yeah, unless you have 10000 records, then you’re really just a collector. 

 

Johanna: haha yeah, sure. And then the last question already actually, ahm, what is your favourite 

record and why? hahaha 

 

Andreas: (Shakes head) Ah no, I can’t do that 

 

Johanna: Don’t you have a distinct story , like to some, specific record? Doesn’t have to be your 

favourite one. 

 

Andreas: No no, well, sorry to disappoint you but for me it’s really the music, I don’t have that 

many stories to my records, i mean i remember some, for example, the first time i heard prince that 

I really like or Portishead that was like a revelation, that you get from hearing music that you just 

think is out of this world but it’s I don’t have these  of romantic stories. 

 

Johanna: So it’s not about this: So I went to this store and somebody really cool suggested this... 

 

Andreas: No, no, for me it’s really about the music   
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Johanna: Well, thank you very much, that was really informative! 

 

8.2.2. N2, 03.02.2016 

 

Interview 2 with Nikolaj at Sound Station at 10am  

 

Johanna: Ok, first some practicals 

 

Nikolaj: Yes 

 

Johanna: What is your name and how long have you worked here? 

 

Nikolaj: I’ve been working here for 12 years now...in this record shop. 

 

Johanna: Ok, how long has this shop existed? 

 

Nikolaj: 24 years, yeah yeah, this year it’s been 25 years 

 

Johanna: wow, then you’ve really been through everything pretty much, the whole process 

 

Nikolaj: We yes, myself as a person, I ‘ve been akd in record shops, you can say its a shop 

education you get here in Denmark, you take it for two years and then you go to… 

 

Johanna: particularly in actually selling records 

 

Nikolaj: Yes, you can choose to sell, you can it’s like people have like, how do you say when you 

go to Praktik, it’s just an education you take for two years for a shop or, you have a lower wages 

but you get educated, you learn how to do practical things, you learn how to order records, you 

learn how to count up the cash machine, things like that, practical things 

 

Johanna: Don’t you also have to have some sort of musical beackground? 

 

Nikolaj: Well, mostly, it comes with the time but of course you have like, when I started I was, 

this is not my, how do you say, my shelf on a. I was, I wanted to be a chef, a cook, BUT, I found 

out that this was maybe not me because I think it was quite hard and I was not weak guy or 

anything, I just couldn’t deal with the people who work in that business and i think that it’s too 
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much of a thing...so I knew a guy who was a musician and ehm, he was a friend of mine and he 

said: why don’t you, his name is Klaus, he’s actually a famous musician in a totally different area 

but he makes music and still, he’s still living off the music but he was working in this record shop 

and he said why, I mean you’re interested in music why don’t you come with us, you can get work 

here for three years and see what happens and I went there and I got my job there and then it was 

just something that continued 

 

Johanna: So you really also just stayed in this record store the whole time 

 

Nikolaj: This was my...the first record shop I was working was a chain, called studie which is 

closed, ja last year and then I stopped working there because I wanted to travel and eh, do things 

like that and I went to the UK and was living there and went home again, got back in the business, 

went a little bit off again because, well i thought I can’t be in this shop for the rest of my life and 

whatever and I met a girl, went to Copenhagen, worked at another record shop which is more 

specialized in electronic music .. 

 

Johanna: Ah, there were two here, actually when I moved here there was still the one at 

Hyskenstræde 

 

Nikolaj: that was the one I was working in 

 

Johanna: That was actually the reason why I moved to Copenhagen to be honest 

 

Nikolaj: Oh that was, that was the, I was working in that shop, ah that was, but it closed down 

because of financial problems. 

 

Johanna: Yeah, i know, I think Bezz made a lot of 

 

Nikolaj: Yeah but it was one of the leading record shops for electronic music in Scandinavia. But, 

anyway, so and then I knew Jesper, the guy you just talked to, the boss and he said well man, but, 

you can try to work here, we see how it works and I said yeah why not and eh, i was here for one 

day and he said, well you can work here if you want 

 

Johanna: Ah ok, nice 

 

Nikolaj, So it was just a matter of finding out to, and I’ve been here for 12 years so I, I mean, I 

can’t be wrong, haha 
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Johanna: well it’s a very beautiful shop I have to say, because usually you really have this like, i 

don’t know you have to dig a lot and here it seems like very bright and organised 

 

Nikolaj: Yeah, we try to be organised but it’s always, the organsation is definitely how to put the 

records out, how to price them, how to categorize them, I mean all this things that matter with 

records, that is something that people forget, that’s a part of the job. 

 

Johanna: yeah, of course, sure 

 

Nikolaj: yes, you have, when you’re a special store like this you have different kinds of demands 

and people have different kinds, ways of seeing things and that means you need to have it 

organised in the most simple way so that everyone understands what’s going on. 

 

Johanna: That depends on what kind of shop you are 

 

Nikolaj: Yes...Well that’s the short story of my life in the record business. 

 

Johanna: Ok and in terms of this store, what else is being sold here, I saw CDs and 

 

Nikolaj: Well, we have, we always sell accessories to records, it means that things for inner 

sleeves and outer copies and brushes for dusting off the records and also the adapter for the 7”, 

things for selling, you know for lighten up your records, ah, we don’t sell record players, because 

we don’t have the knowledge 

 

Johanna: It also takes up a lot of space i guess 

 

Nikolaj: It takes a lot of space and it also now off, for us everything sticks together, you know, like 

the record player, speakers, amplifier and the records. 

 

Johanna: But you probably have your favourites right, in terms of record player 

 

Nikolaj: well, I think that, maybe people say it’s a provocative way of saying that it’s, if you have 

a hi-fi system which is worth 10000 DKK, around 10 - 12000€, ok, and you go out to buy a garage 

record, like Stooges, Iggy Pops first band, pfhh, it wouldn’t make sense to buy that stereo system 

like that , it should be dirty you know 
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Johanna: Yeah I get that, it’s taking a lot of its life 

 

Nikolaj: Yeah exactly and some people, some people as, can I get it for an audio file version and I 

say; i mean, you can but it wouldn’t make sense to buy it, because that sound on that album is so 

fucked up, one in a thousand record players wouldn’t up the sound and it is, the more trashy your 

sound system is, the better for that album on the other hand you can also go and buy a classical 

piece and then it sounds a different way, so it depends on what kind of sound you like and in my 

opinion it works together but I also think that buying an album for an audio file version - fuck it! I 

would never I would never do that. Anyway 

 

Johanna: And is there anything this store is specialized in? 

 

Nikolaj (2:45): We’re specialized in people who have a weakness 

 

Johanna: ok, hahahaha (both laugh) 

 

Nikolaj: No, we have, you can say that our force is that we have wide range of music knowledge 

and we also have a knowledge about, how do you say, the styles. For instance, if people come in 

and ask for reggae, we say ok what kind of reggae do you like? I just like reggae and then you ask: 

is it Bob Marley you like? Yeah it’s Bob Marley, ok and then you know ok, this is the sound. If 

another guy comes here and asks for roots in the reggae genre or rock steady or ska or dub, it’s a 

totally different thing- 

 

Johanna: Ja 

 

Nikolaj, so you need to guide those people, you need to say that this is the section where you have 

this kind of sound, if he’s in productions or in weird kind of productions like scratched perry or if 

you more into, let’s say, disco reggae you need to go in this section, you know it’s a matter of 

know what people want. 

 

Johanna: And that is pretty much something you can not get when you order online, where they 

use algorithms and such 

 

Nikolaj: No, no, exactly, because you, I’m a guy actually, when I buy online, I have my place 

where I buy online, of course I buy online, everyone does that and we, I mean we do it ourselves. 

The point is that, I can go in in a place, then I can pick out records, dodododo (makes a sorting 

sound) but I can also pick out records that everyone else wouldn’t go into 
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Johanna: Yes exactly, for example going into like a crossdimensional ehh, section or something 

else, like roots for example, I guess it’s, it would be really cool for someone from … 

 

Nicolaj: exactly exactly and you can exaclty and that’s my point, eh, I mean because when I work 

with records, like I’m doing or Jesper is doing, your taste gets more and more delicate because 

there’s some things that you like and some that you maybe didn’t knew that you like because you 

found out one day, wow, this song on this album, the way they put some trumpet up or the way the 

bass is used in this production you think like ok, I would never buy this country album, if, for 20 

years ago but because you were listening to music everyday and you talk about music everyday, I 

do it for 24 hours if, I mean seriously my girlfriend she’s getting crazy but it’s my job and when I 

go home I use maybe 2 and a half hour on music, so it’a lot of time and it’s a lot of time you use 

on records of course, eh because it’s your job. 

 

Johanna: Yeah yeah sure but I guess it also takes a lot of empathy too in a way, you know because 

you can not just. I mean that would for example be my problem that sometimes it’s difficult to, if 

for example somebody comes with like a wish that you totally don’t agree with or something and 

you know you still have to make some good suggestions 

 

Nikolaj: Well you need to hold back with your feelings when you’re selling records because in our 

opinion there’s no, I mean there’s something that you like, personal taste, but , in my opinion all 

music is good, it depends on who you are 

 

Johanna: Yeah ok, that’s probably a first I’ve heard 

 

Nikolaj: I mean, I I have my personal taste but I could never never never put my personal taste in 

front o the customer 

 

Johanna: Yeah of course 

 

Nikolaj: Because I mean then then, I mean for me, another way of saying is that some music is 

just with butter and bread, for me, as I see it and then I have my personal things, that I like but it 

does, it’s not necessarily good things because for example I’m also into totally weird musics 

extreme forms like oi music, which is really not a guy like me, it’s really right politically 

orientated, really punk but I think it’s interesting. Not in the music but the whole concept of why 

these people make this kind of music and why they also buy reggae music and why they buy soul 

music because it’s something against their political nature that hey are totally left or right 
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orientated, mostly right orientated in a political way but they like reggae 

 

Johanna: haha, that’s right 

 

Nikolaj: But but, it’s also because some reggae music is extremely political and hardcore to listen 

at 

 

Johanna: Yeah that’s what makes it so interesting 

 

Nikolaj: Yeah and it also makes it, how do you say, it makes sense that you can have like two 

different kinds of extreme musical causes melting together, which is something that is part of the 

musical history, for instance like in the 60s, 60s definitely, along this term like rootboys in the 

reggae genre is from America, because the rootboys in the 60s and in the 50s were guys who was 

inspired by the gangsters, gangsters look, you know where their black shoes, white shoulder, 

turning gangsters, you know 

 

Johanna: Ah alright 

 

Nikolaj: So there was those guys and they were when you went to these parties where they was 

those big soundsystems, the only job they had to do was to ruin those parties, so hey were bashing 

up the people they were bashing up the soundsystems and they were called the root boys, so they 

took it from America to Jamaica to the UK because a lot of the immigrants went from Jamaica to 

work in UK, so you can say that something that happened in America went to Jamaica and then to 

the UK. 

 

Johanna: Wow, that is really interesting so you must really be like, every record is not just the 

music that’s on it, there’s like a whole history 

 

Nikolaj: There’s a whole history about it, for instance that culture for people when you listen that 

you understand ok, that’s the reason why that you can have these people coming to a Clash concert 

in the 70s and they were like the guys they were just in the back, I have a friend of mine, he’s from 

the UK, and he told me he saw clash in 78 or something, 77 or something and he told me eh he 

told that was the way it was, you would have all these boys in the front who was the guys who 

wants to fight and who wants to show them off, you have the people in the middle, who was 

listening to the music, just for the music and you have the third part, that was the guy who looked 

at the people who fight because they knew that, I mean it was, it is… 

 



97 

 

Johanna: A lot of energy 

 

Nikolaj: Yeah, it is, it is and that makes extreme, when I have people who come here, who have 

like a really really hardcore mentality towards skinheads, i have some skinheads coming here and 

they are so fucking rough to look at, you don’t wanna interrupt them you don’t wanna, you just see 

them, because I’ve been there for so many years, my background is from the neo-punk movement 

and I know how people are, you know in that underground movement and when they just come 

into the shop you say fuck, you know, not again...and then they just go to the reggae section and 

you don’t talk to them because you don’t want to deal with them and you, but you can’t say that to 

them, you can’t come into the shop 

 

Johanna: But how would you describe the, is there anything like a regular customer, a typical one 

maybe? 

 

Nikolaj: Ph, ahh, I mean I mean, record customers is something that, those guys or just in general? 

People come here, we have different kinds of, you saw the guy who bought CDs in the beginning, 

he was into, he went to this blues concert in Sweden and he just popped by and bought some 

Marianne Faithful CDs and he told us that he had to go to New York, so he’s a regular customer, 

he’s the average customer, i don’t know his name but I think that he represents also a customer 

who likes to go to record shops, so I mean, we do have people who come to buy classical music, 

punk, metal, electronic music, whatever. And people can also, you know, swap between genres. 

 

Johanna: yeah yeah sure, i mean especially in a store like this, but you wouldn’t really be able to 

say like there’s more drop ins or I’m guessing not just people that just drop by once 

 

Nikolaj: nonono, we have people travelling from all around the world coming here, just to buy 

records here. Or when they are on holiday. I do it myself, first thing I do when I go on holiday is to 

check out, this is a thing that my girlfriend actually likes, because a record shop tells you a lot 

about the city. 

 

Johanna: Yeah definitely, it’s actually one of the more social places. 

 

Nikolaj (13:50): It is, I mean you can check out the flyers, you can check out the posters and you 

can check out if there’s record shop who is only specialized in punk or metal or jazz or whatever, 

so you can go in and you can see if you can find something that you can’t find here. I mean when i 

go out in record shops, i always buy local music because I’m surrounded by records here, so so, I 

don’t have to buy a Danish record in Italy,it wouldn’t make sense, I mean, i’m going to Italy here 

now in a month or something and Iøm going for italian music and it could be Italian metal, Italian 

punk, it could be anything as long as I mean, music is universal, so for me the language is not 
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necessarily a barrier to understand music. 
 

Johanna: But do you think that it has changed, because I think like when you look at old movies 

for example, record stores used to be this kind of stops where people would meet up regularly and 

they talked to each other and give each other suggestions and they I don’t know, drink coffee 

whatsoever. Do you think it’s still like this? 

 

Nikolaj: I think it is, that we, not everyone has the need for doing that but a record shop as you 

said before is a social space 

 

Johanna: yeah and you also don’t just come here to spend like ten minutes or something right, i 

mean it’s like? 

 

Nikolaj: Nonono, you can have a quick fix, you can go and buy the latest Depeche Mode just 

because you need it, or you can’t wait for it, that’s one thing, you can also go here to dig, to go 

through (digs in the closest crate), aah, this one looks like, ah, I’m into this one, ok, the cover 

looks good, I don’t know it but I can check it, you can do that but you can also come here for 

social matters 

 

...because there is something that is really really true, people who collects things, it depends on 

collecting, they have a social thing 

 

Johanna: yeah, at least I think they also like to talk about, because I mean it's also a matter of luck 

right, to 
 

Nikolaj: Yeah but what you have here for instance, this is a good example of a, how do you say, 

for instance, Bowie died. What happens when David Bowie dies (David Bowie VINYL RECORDs 

are all over the window sills), people go crazy, not only on the social media but also in the record 

shops 
 

Johanna: Yeah yeah sure 
 

Nikolaj: That means that, what I think is good, if you can say what's good about when people 

dying...but you can say it in a commercial way without getting, how do you say, misunderstood is 

that you have, when a guy like David Bowie dies, you have, things happens in the social media 

and also in the newspapers, everyone goes berzerk, you can't go a place without thinking of 

Bowie. You go into a shoe shop, they play Bowie, you go into a café they play Bowie, you go out 

Friday night, there's a Bowie theme, I mean it's a massive thing, so people get influenced by, they 

want to, I mean oh shit like, I have to buy this, I have to buy let's dance, they need to buy 

whatever. What happens is that people also go out and buy things that has a connection to Bowie, 

that means that people wants to buy Mark Bowland, people wants to buy Kraftwerk, people wants 

to buy velvet Underground, people wants to buy Iggy pop, things that have a connection music 

wise. 
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Johanna: And it wouldn't really matter as much if it would just be some sort of digital file or 

something, they need to grab it. 
 

Nikolaj: yeah, they need to they want to have it physically, something that we can still not 

understand and it's maybe a psychological thing, I'm not a priest or anything but if people dies we 

don't understand it but we have something to hold to, you can hold onto to something and say like, 

oh fuck he was nice. It's something that is dead but there's something alive into it as well, because 

the sound. 
 

Johanna: Would you say though that eh, VINYL RECORDs or vinyl is superior to other formats? 
 

Nikolaj: I would think that it's much stronger, because it has stronger look, it's not something that 

you need to do like this to look at (holds a case close to his eyes), you can see it in front of you 

unless you have eye problems, things are more clear on the cover and people are attached to 

physical things, for instance, you could have done a phone interview with me, but that wouldn't be 

the same because there is not a person or something, you can look in my eyes, I can look in your 

eyes. 
 

Johanna: maybe all these surroundings 
 

Nikolaj: The surroundings! On a phone or something that is, we get used to it now because it's a 

part of our lives but 
 

Johanna: yes, I've also been thinking about that because I wanted to do some sort of a comparison 

and go to Berlin and such, the I could just as well do some sort of like written interviews 
 

Nikolaj: yeah exactly, I mean, it wouldn't be, it wouldn't be the same, so it's a physical thing and 

people are, we have our five things like ears and smell and talk and you know and it's something 

that, if we didn't have them, it would be boring. 
 

Johanna: So you would say that like, an VINYL RECORD is touching more of our senses than.. 
 

Nikolaj: yeah, we can ask the gentleman who goes through the records and (motions at a guy, 

roughly 30, browsing through an ale of crates, close to us).  I mean he, he's attracted to vinyl and 

he's maybe also attracted to digital platforms but he prefers the vinyl because it look s also good in 

the shelf. 
 

Customer: it sounds better 
 

Nikolaj: It sounds better, its... 
 

Johanna: Yeah, you think it sounds better? 
 

Customer and Nikolaj simultaneously: Ja! 
 

Johanna: In what way does it sound better? 
 

Customer: yeah, the atmosphere, putting on the record, the whole process of the, starting to listen 

to music instead of just taking out the ipod and press play 
 

Nikolaj: It's more difficult to zap 
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Customer: yeah, you can't skip a number, you can but it's really tricky so you need to listen to the 

whole side of the record 
 

Johanna: But you also can't just put it on and listen to it forever 
 

The shop owner jesper comes in to talk to Nikolaj about a record that a customer wanted and that 

is on the way to the store 

 

Johanna to the customer: Do you only buy vinyl? 
 

Customer: yeah yeah and CDs, CD is more for background and stuff, when you're cleaning or 

making food or something When you're putting on an VINYL RECORD, you're sitting down and 

listening to the music on the record 
 

Nikolaj: I couldn't have said it better 
 

Customer: You're sitting on the couch and this whole presence of the music 
 

Nikolaj: I would say this a little bit and you can say that it's just me being, there's something 

wrong with it: people that buy records is for me people that have time 
 

Johanna: or who actually take the time 
 

Nikolaj: take the time and take time nowadays in 2016 is something that is valuable 
 

Johanna: That is actually the paradox in the whole thing, it's actually a lot less convenient 
 

Nikolaj: yeah, yeah it is 
 

Customer: You can also listen to music on the phone, when I'm on my bicycle or. Music is playing 

a different role in dailylife 
 

Nikolaj: Yeah exactly and that is why I said to you before we started talking about it is that you 

can take your record collection with you on a holiday on a gadget on a phone 
 

Johanna: yeah, that is very convenient 
 

Nikolaj: That is convenient, because if you are on a holiday in Barcelona and you're on the beach, 

and you want to listen to something that you have in your library is something you maybe also 

have in your record collection, sou can bring your record collection with you like this when you 

travel 
 

Johanna: I think a lot of people would go when you, I think last year was the first year were old 

music outsold new music, as in they have mainly reissues 
 

Nikolaj: We have reissues but that's but we are picking reissues because we're not taking every 

reissue. What we do with reissues is, we take the classic ones, we take the ones that has, for 

instance, instead of paying 500 Kroner for a Stooges album it's better to give the customers a 

chance to buy it for 200 on a reissue because what is happening is 
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Johanna: So it's not some sort of elite 
 

Nikolaj: Exactly, because when you do that you also show 
 

Jesper is coming in again and asking about a delivery from Warner,  but Warner is delayed 

 

Nikolaj:  (00:23:23) My point is that you have a chance to buy a record which is not     

expensive. Because, another thing that is a discussion about records nowadays is the pricing. 

Because, you have really high pricing on some records, which is understandable because there is 

also a demand for it. 
Johanna: Yeah, and also I think it’s kind of in both ways. Of course, there’s a demand for it, 

but also the pricing plan does not— 
Nikolaj:  Exactly. It’s more difficult. And you also have a thing where you can that. Nick 

Drake, for instance, he is very common. I think he has sold more records now than 

he did when he was living. Because, those prices on these albums—you want to buy 

it from (unclear 00:24:12). They are so extremely expensive. 
Johanna: Yeah. I mean, how many were they actually producing then? 
Nikolaj:  Not many. Maybe he sold like 5000. And if you have a guy like that who has a really 

important way of doing folk music from this period—not only Bob Dylan but in a 

British way where you have things like Bon Iver and all these bands afterwards—in 

the last 10 years who listen to his stuff, the man would be too big compared to how 

many who have leased. So, the prices, of course, are sky high. 
Johanna: It’s also a problem. Especially for the Hindi labels in a way, because they cannot 

really produce as much—they cannot get their stuff out in a way. I think—I have 

always just thought there’s been some more present plans, but I think the material 

that is being used hasn’t been renewed. 
Nikolaj:  No, and that’s the thing. Some pressing plants are actually stopping—taking more 

customers in because they can’t fulfil their-- 
Johanna: And the majors obviously can’t pay more money and they are clogging it up. 
Nikolaj:  I think that is part truth and that is part not truth. I think that is typically something 

that happens in a rumor-type thing. But of course, there’s some truth in it. The 

reason why I say this is because I have tried to release a ten-inch last year, and what 

happened was—it was from this German plant in Germany called—the big one 

north of Germany. 
Johanna: Omega? 
Nikolaj:  Optimal. It’s a big one. 
Johanna: Yeah. I think that’s the biggest. 
Nikolaj:  That’s the biggest one. It’s really big and they are really good at it—I must admit 

that. What happened was, I knew for a fact that I had to start—setup during that ten-

inch. Because I had to use it for a certain day—the record store day. 
Johanna: Okay. 
Nikolaj:  So I knew that my experience talking to people and whatever—I knew that I had to 

start before, and I couldn’t do it a month before. 
Johanna: Especially so close to record store day. 
Nikolaj:  Exactly—so close to record store day. What happened was it took exactly 4 months 

to do it. I ordered. I did all the setup—all the graphics, the music was ready. On the 

2nd of January, vinyl came just the day before record store day. 
Johanna: (Laughs) Seriously? 
Nikolaj:  Yes. It’s also a matter of how you schedule your things. You need to think ahead. 

Because, if you-- 
Johanna: Yeah. And that is pretty much fair enough in a way. 
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Nikolaj:  It is. Because it’s a process of making them now. It’s a process that you need to take 

care of. Something can go wrong in the process. What if the test press is not good? 

You need to check out your test press. You need to have a test press. It’s not 

something that you just upload digitally on a sound cloud. It’s something that you 

need to process from when the band is starting till it comes off with a product—and 

that takes 6 months. Now then, you can say that it takes maybe longer because what 

you are saying—some of the big record companies come in the first queue— 
Johanna: For example, presently at Optimal, they have been—for 8 years or something. That 

was just a normal pressing plant, and then they started working 24-7. I think they 

built some new ones—they bought up the old ones that were still around, but they 

are really working maximally effective. They cannot produce any more. 
Nikolaj:  No, they are up to their limits. So what I am more or less saying is that you need to 

prepare your things. And what comes with that is—there’s like a counterculture to 

that, and that’s the tape culture. Because, then it’s easy to process. You can make a 

recording and you can do 50 copies and just sell at your show, and then you have a 

tape culture, which is like the opposite of the record music business which is more 

on the ground. 
Johanna: Yeah, but I’ve also heard that it’s coming back. 
Nikolaj:  It’s coming back a bit, especially in different concerts. For instance, I am not 

collecting tapes just because they are tapes. When I collect tapes, it’s because I have 

a band which I am fond of, and I buy it. And tapes are not very expensive. What you 

can see is, the tape culture is something against the record culture because it’s easier 

to release. You don’t need to have distribution. You can do it yourself. 
Johanna: But why don’t they just build more pressing farms? I wonder. I mean, of course, you 

cannot really predict how long this trend is going to last, but-- 
Nikolaj:  I think what the problem is that they don’t have the knowledge. The knowledge and 

the way of doing it. 
Johanna: Okay. But it’s not that difficult. I mean, that’s actually one of the things why vinyl 

works so good. Because, the techniques, for example, they still—I mean, these 

things are still old. And the record players still work and everything. 
Nikolaj:  You have to think about what happened in the 90s or in the middle—the beginning 

of the 80s, because that’s when the CDs came. It just got big in the 90s. CD was 

already a thing in the beginning of the 80s, ‘82 or something. It just got bigger and 

bigger. And what you could do with the CD was you could read these things. It was 

easy. Because, then, it was like a file and archive from the record companies to 

make money again. They couldn’t make enough money on this one anymore. 
Johanna: Yeah. Because I think the production for CDs just got down very quickly. 
Nikolaj:  Yeah, and then, you could reissue things. I mean, I don’t know how many reissues 

on CDs have been endorsed, but people still buy it because it’s classical. You can 

take the Beatles—I mean, it’s a business. And when it goes into that kind of 

commercial business, there’s no limit because you could always put two extra tracks 

on the CD, and people will go and buy it. Because when you do that, you are—you 

appeal to the collector, and you know the collector wants everything. For instance, 

the Depeche Mode—I must admit they have been clever business-wise because 

what they did was—for instance, when they did have a single, they did have a single 

for the European market, for the American market, and for the Asian market. That’s 

the thing that people do generally. (Blurred 00:32:08) also did it. All bands do—

Madonna does it, because you have different kinds of versions. You have different 

kinds of covers, so you use people—others craving for having something they 

wanted to get. The (unclear 00:32:24) did that. And what they did was, they always 

did 2 trail fences. But they did on different kinds of areas. You have the two trail 
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fences in the UK. Different label—Scandinavia, different label. In Germany—so, 

you can see the difference. Whatever, because that was a big market—Scandinavia 

and Germany. That was the biggest market for the (unclear 00:32:49) in the 

beginning—and the UK. What they did, they did two different kinds of versions, and 

then they did the U.S. version. And the U.S. version was a (inaudible 00:33:09). 

Just take that for example. It comes in generally 3 different kinds of formats in the 

beginning. And you can understand. You can make a culture. 
Johanna: Yeah, of course. 
Nikolaj:  You can make a business out of it. 
Johanna: Do you think they made it from the very beginning? 
Nikolaj:  I think what they did in the beginning—I must admit, I don’t think they were ready 

for getting that kind of success, but they had a success because what they did was 

they knew how to use the music in the clubs—because, if they did a remix of a track 

and they send it out to John Pill, for instance, or a famous DJ in Los Angeles who 

only played that kind of music—I mean, that’s the way of breaking a track—to play 

it in the club and see how people react on it. If people react on it wisely, then, 

“Okay, we are going to sell like this.” So they have been using the business totally, 

and made a new business out of it because everyone does that now. And (unclear 

00:34:24) is also an example of doing that. (unclear 00:34:29) were going trail 

fences, for instance, they did neoliths but even different kinds of versions. French, 

German, Spanish, Italian—whatever. The German version was the most intrusive 

one because it was neon and green. It was luminescent. So, when you put on the 

record player and you close the light, the lighting was green. 
Johanna: Yeah. 
Nikolaj:  So you have an artefact. 
Johanna: It was very clever. 
Nikolaj:  Yeah. And you also have—because it was neon-like. And you have a green record 

shining up in your black apartment. So it’s a way of using the media in a really 

clever way that people like. 
Johanna: Yeah, and I think also—not only that in a way, but on top of that concept—you said 

about all the history you had about the vinyl, but every single person that buys the 

record probably has their own history, too. 
Nikolaj:  Yeah, trust me. And that’s the thing. When we go into that discussion about buying 

records from other people. You can’t sell people’s feelings. You can add your own 

feelings to it. You can add your own story to it. But I can’t sell—Mr. X coming in, 

and he has this love story with this record because he met his woman. How can I 

remember that in 5 years? 
Johanna: Yeah. 
Nikolaj:  I can remember my own story. 
Johanna: If he would lose that record, for instance, it would mean so much more than if he 

would lose—it’s not just the music. You cannot just buy a new one and you get the 

same thing. 
Nikolaj:  And that’s the thing. When people come in and say, “Oh, I bought this one in 

Germany in this period”—or whatever. That is something you can’t do anything 

about. It’s a personal thing, and these records have a story. It has been in some 

home. Somehow, this reflects maybe 20-30 years of time in Denmark. 
Johanna: Where you do you buy mainly? Online, or do you also go to fairs? 
Nikolaj:  No, we are more focused on our business in the shop. And the reason we are focused 

on that is because we—it’s our main call. We like records. 
Johanna: I mean, where do you yourself buy the records? Where do you get them? 
Nikolaj:  People come with them. 
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Johanna: Seriously? 
Nikolaj:  Yes. You get offers from all over the world. “Hey, we have this guy in Spain. He 

wants to sell his record. Are you willing to take a list? And if it’s something that you 

like, you can come and check it out.” You go to the UK. So, it’s what people offer. 

We don’t advertise for it. People just come. 
Johanna: Wow. That’s a good way— 
Nikolaj:  Yeah, it is. And I think what makes it special is that you can always—if you have 

some records which are extremely expensive, you also attract— 
Johanna: Because they are very concise in a way, right? 
Nikolaj:  Exactly. And people know that if they take 200 Euros for a record and they have that 

one in their collection, they know they aren’t going to get 200 Euros for it. They 

know they are maybe going to get 100 Euros for it, because you need to sell it, and 

you have the pay the VHE. So price-wise, you don’t give the full price for it. You 

have to pay a certain amount, and then you have to think, “Is this going to sell quick, 

or is this going to go slow?” 
Johanna: Taking up shelf space. 
Nikolaj:  Exactly. So the pricing is definitely a thing where you can say that you can make the 

difference. 
Johanna: Okay. Right, I think I have pretty much got everything settled. 
Nikolaj:  Sure. 
Johanna: Thanks a lot. 
Nikolaj:  I am ready now. I am warm. 
Johanna: (Laughs) You can tell everything you want. 
Nikolaj:  No, there is no secret. The best thing in the record business is definitely that you 

meet a lot of different kinds of people. People have different kinds of demands. 
Johanna: Yeah. It was super interesting. I mean, I am also a music lover, but I think they are 

probably because there’s no day where you don’t have an interesting story to tell 

about someone that has a weird taste in music—and you learn something new from 

somebody that knows more about that particular style than you do. 
Nikolaj:  I always have this thing when I go to work. I know every day that when I go here, 

there is one thing I can’t answer. That’s something you can learning something 

about. And you also learn that people are really fragile. Because they also kind of 

explain their life story in a way that’s truly cool, but sometimes, there are some 

things that you don’t want to hear. 
Johanna: Yeah, I can imagine. Yeah, of course. 
Nikolaj:  It’s like going to the hairdresser. 
Johanna: In a way, it is. That’s also where I have felt like—this topic is super interesting. I 

mean, I am standing at a business school, and in the beginning, I was like, “I don’t 

know if it’s relevant enough or something.” But especially the whole—researching it 

and everything. I guess this is pretty much the only place where people like to talk 

about it. 
Nikolaj:  Yeah, exactly. 
Johanna: There’s all kinds of different stories. Whereas, any other shop you would go to is 

going to be-- 
Nikolaj:  Yeah. Because you know—that’s the thing. When you go to the supermarket, you 

know you pick up your things on the shelves and you go. You take your milk, you 

take your barley, you take your salad, and you take your meat. You don’t go to the 

desk and talk to the person who sits at the desk taking all the grocery in because you 

know there are 20 more people who want to check out, and you don’t know this 

person. But you get a relationship with customers. Some customers—I mean, we 

have customers who only want to talk to Jasper. We have customers who only want 
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to talk to me. 
Johanna: Sure. I mean, if they have found you are trusted—of course, they want to have him 

as-- 
Nikolaj:  Yeah. And also, you get involved with people that you didn’t know that you are 

going to be involved with. 
Johanna: Yeah, I can imagine. I also imagine that there’s probably a lot of eccentric people. 
Nikolaj:  Don’t misunderstand me. But I would say I would never have a relationship with-- 
Johanna: Yeah, sure. 
Nikolaj:  Because they are just too fat. 
Johanna: Yeah, I can imagine. You can also get lost—and this whole music universe is so big. 
Nikolaj:  It’s so big, and it could be the small things that people want. Some people only 

collect records with women. Some people only collect records with production. 

Some people only want to buy records if it this guy who produced it. 
Johanna: Yeah, okay. For mastering and studio work. 
Nikolaj:  Yeah, because it’s important to them. And I think that—that was the reason why I 

said before there is no bad music. You just need to find out the way into how people 

buy records. 
Johanna: Yeah, I think you are right, actually, now that I think about it. I mean, in the end, as 

long as people are interested in something regarding music—that actually makes it 

kind of interesting already in a way. 
Nikolaj:  Exactly. 
Johanna: I mean, I always used to say that the worst thing that can happen to me is to talk to a 

person and they have absolutely no opinion on whatsoever. I think that’s really 

difficult. (Laughs) 
Nikolaj:  I think when you are in a place like a record shop like this, you need to be open to 

people’s way of craving for something that they like. It could be Schlager music. It 

doesn’t mean I need to hear it. 
Johanna: Yeah, you are absolutely right. 
Nikolaj:  Honestly, I don’t care. For me, if the person is true to what he likes—and I think 

something that’s maybe—we need to have a hobby. Otherwise, we just go to work 

and go home. And it could be-- 
Johanna: And I think that’s the thing. It’s not a hobby to just listen to music on your way to 

work and coming back. It has to be something that you actually physically do, and 

the thing you touch. 
Nikolaj:  Exactly. Because, who tells you the true thing is to work? 
Johanna: Also that. Exactly. 
Nikolaj:  I mean, it’s something that society decides. You have to have a job. It’s the way the 

society is built up, which is—I mean, it’s not in the human nature to work. 
Johanna: (Laughs) 
Nikolaj:  It has become that. 
Johanna: Especially not your whole life. To have enough money saved up so you can not 

work for 10 years. 
Nikolaj:  Exactly. It gives another perspective. I mean, working is another—you have 5 needs 

for sleeping and for eating. All these things that are physically good and mentally. 

Working is not. It’s something that you are told when you are small—in school. 

“You need to do something.” Exactly. And I don’t have anything against it, but I 

always thought— 
Johanna: The system is like this, but I think it’s a very good idea to question it. 
Nikolaj:  It is. 
Johanna: And really wonder if it has to be like this. 
Nikolaj:  Exactly. But the problem is, the majority is deciding for you that it should be like 
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that. Yes, you can. But it would be a hard life. 
Johanna: I think there are some tendencies to work. Especially these days, it’s also where I 

think—when renaissance comes in as well—everything is so convenient these days. 

Everything is more effective. 
Nikolaj:  That’s true. 
Johanna: It’s digital and everything, so I think people are craving for a bit more work-life 

balance—more quality time with their friends and family, with themselves. 

Something that is not only effective—that’s not only about making money and about 

saving up time and stuff like this. 
Nikolaj:  Exactly. I think that’s true, and I think—in my opinion, on a personal level, I think 

we are in a time now where everything is—something that is—I think it’s an 

interesting time music-wise and also political-wise. And all these matter—which 

direction the society goes. Because, now—you’ve probably heard and read about 

this big music and electronic chain. Fauna controls their doors. That means they do 

not close their doors physically now, but they are not paying their bills. I don’t know 

the right term for that. 
Johanna: It’s very interesting, really. Because, that was the bigger-- 
Nikolaj:  It was one of the biggest. And you could say what is happening is people are maybe 

going back to small shops. 
Johanna: Precisely. I would never think of going there, actually. That would kind of be the 

same as ordering online in a way. 
Nikolaj:  Exactly. It would be easier to order online or to take the time or to take the bus to go 

to a store to buy your television or whatever you want to buy. I mean, it doesn’t 

appeal to you. 
Johanna: Enough of these kinds of things. 
Nikolaj:  It appeals to a certain kind of people, but for me, I would never go there. 
Johanna: (inaudible 00:47:47) goes into that direction of wanting to have more intimacy and 

social connections—more beauty maybe, as well. 
Nikolaj:  More authentic things—say something you can smell. You go into a room. It’s just 

going to the doctor. 
Johanna: Yeah. And also digging through the— 
Nikolaj:  Yeah, and get dusty fingers. And I think I read in the news maybe half a year ago 

that in America, all these malls can’t get people in because it’s too expensive, and 

people don’t go there as they did 10 years ago. And the United States is also trained 

for what’s going on now. And you can see that in America— 
Johanna: Actually, I didn’t hear that, but thank God. 
Nikolaj:  America is big. But Europe, population-wise is bigger. I think there’s only 250 

million people living in America, and there’s 500 here or something. But I think I 

can see—I can also see that people want to go into small shops. I don’t know why, 

but I think people just need the basics. They don’t need to go into (unclear 

00:49:27) that they don’t like. 
Johanna: Yeah, I think that’s really actually where the whole Internet or digital things come 

in, because if it has to be convenient and time effective, it’s way easier. But that is 

not enough because not all our lives can go on online anyway. So, for all the really 

emotional stuff—and actually taking some time towards a hobby is something—that 

is actually where all the small shops come in. 
Nikolaj:  And you also get—a better fix to go out and buy physically than to buy online. 

Because the fix comes two days afterwards, and that’s where you have the 

hangovers—that’s where you have used the money. (Laughs) 
Johanna: Yeah, you are right. Also, you don’t really know what you are going to get. You are 

very likely coming home with something but you are not so sure what it is. 
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Nikolaj:  Yeah. I have seen some figures that people are buying tickets online—travel, 

concerts, books, and records, but also clothing, shoes, and women are the people 

who buy most, which surprises me. This is not because I want to offend you or 

anything, but for some women, it takes a longer time to decide to buy— 
Johanna: I think just because of the recall—you can actually spend pretty much everything 

back these days. So, they order 5 pairs of shoes and then send back 4 of them. 
Nikolaj:  Exactly. But my point when I am saying that is, when you buy the records, for 

instance, you can go home and you just listen to it. When I buy online, I think it’s 

boring. 
Johanna: Yeah, that is true. It really is. I mean, you are probably thankful because you have 

found it. 
Nikolaj:  Yeah. 
Johanna: But also, you actually haven’t heard it really on a record player. 
Nikolaj:  Exactly. And you don’t know if it’s scratched or if it’s broken—it’s damaged or it 

has a seam split or a water damage or whatever. You don’t know it unless it’s 

described where you bought it. I mean, this one, you can see—it’s quite clear. It is 

still factory sealed. 
Johanna: That’s what you could call a mint condition, right? 
Nikolaj:  It has never been played. People always ask us, “Did you seal this by yourself?” 

“No, we didn’t seal this by ourselves.” Because, the sticker is out on the plastic and 

it has this belt which is the factory closing. So this has never been played. Is that it? 
Johanna: I think that’s it. Thank you very much. It was very interesting. 
Nikolaj: You are welcome. 
(00:52:33) (end audio) 
 

 

8.2.3. T3, 15.04.2016 

 

Third interview with Tim at Ooh Aah Records, 1pm 

 

Johanna: Not a stressful job, too? 
Tim: No, but I am doing sync. Normally, it’s not this crazy. 
Johanna: Yeah, exactly. Then you probably also have a lot of rotation going on, right? You 

don’t just sell out of the stock-- 
Tim: No, I barely have any stock right now. And I have my prices sorted. I like to flow. 

I don’t like to overprice. I do a little bit different than a lot of people. Are you 

recording right now? 
Johanna: Yeah. 
Tim: Okay. 
Johanna: I don’t have a crazy structure. There are some questions I want to ask, but in 

general, you can just say whatever you want. 
Tim: I try to do—you know, you can always buy a record online. It’s like what most 

people do, of course. A lot of people who had record stores in the past complained 

about the Internet, but what are you going to do? You can’t really fight the 

Internet. I mean, that’s stupid. So instead, you have to offer something else. Kind 

of a strategy—I don’t know if it’s a strategy, but what my personality fits—I like 

the idea of when you are coming to this record store, I am not like a Mr. Know-it-

all. I just try to deal with people and just be helpful. It’s just service. Service in 

Denmark is kind of not so good. 
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Johanna: Yeah, I know that from Germany. 
Tim: Yeah. But I try to do—people can go behind the counter and play records 

themselves. 
Johanna: They can do that themselves? 
Tim: Yeah, if they ask, I can let them do it. 
Johanna: And you can play any record? You don’t sell any new sealed records? 
Tim: Not really. If I get some second hand, obviously-- 
Johanna: But you could still play them if you wanted to? 
Tim: Yeah, if they want to hear it, I’ll just open it. But the idea is that, what a record 

store could offer compared to the Internet, it’s actually a social thing. And that’s 

what I think a record store can do, compared to—a real shop could do that. And 

especially around music—the thing about music is, all people buy records. It’s not 

just about music. The thing about vinyl coming back is more also of a statement 

of—I mean, there’s so many levels to it, but I think some of it is like—I am 44-- 
Johanna: Have you always collected vinyl? 
Tim: Yeah, because I grew up with my it. I am not a big collector. I am more like the 

middleman. I used to have records in the 80s. So at one point in the early 90s, I 

got invited to go make a movie in Nepal—a children’s movie. But I didn’t have 

the money for it, so I was like, ‘How would I get the money?’ I sold my records, 

got the ticket and got a little bit of money, and then I could go. 
Johanna: It was probably also a great time for that. If it was in the 90s-- 
Tim: This was in the 90s, actually, it was like 93’ or something. 
Johanna: 93’. That was like the total breaking point. 
Tim: Yeah, but nobody really thought about it. So I sold all my records. I had people 

taking care of them while I was gone, and then I moved to California. I lived in 

California, Los Angeles, for many years. I came back in 99’ and I started looking 

for records again. I slowly got into it and—I had a car and then, the car broke 

down, and I started going to Flea Markets and picking up records to make the 

big—car breaks down or you need a dishwasher or something, I would look for 

records and sell them to buy these things. Or if I got an unexpected bill, I would 

go out and try to find some records and sell them to pay them off.  
Johanna: But then you always had this kind of switch in your head that you knew where the 

value kind of lies and in what kind of records. 
Tim: It’s like a training. Because, you do a lot of faulty buying. You have to remember 

what you are buying, and then you have to kind of be open to—you look at a 

record and you look at the titles of the songs, and you are like, “This sounds 

good.” Or maybe it has a strange title or a strange picture and it is 5 krone or 10 

kroner, you just buy it. After a while, you get this database in your head. 
Johanna: Apart from the social thing, I think that is the main thing about record stores. Of 

course, you can probably order online and you will probably get it cheaper, and 

you will get a lot off the records, but nobody suggests anything. Everything is 

going by algorithms. but when you go to a record store, especially if it’s someone 

that you trust—you know, most people don’t really go to all kinds of record stores. 

They go to the one place that they trust because they like the owner or they like 

the selection or something. 
Tim: Exactly. And I think some of my reasons why people come down to me is because 

I have a free flow. And I pay people a little bit more money when they come with 

second hand stuff, than a lot of other places. So I choose to make a little less 

money per unit, but then I have the quick flow. 
Johanna: Yeah, high turnover. That’s true. But how do you get the records? Is it only from 

people coming in? 
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Tim: No, people call me. And then ads in the paper. I just had one customer whose dad 

was cleaning out a house 50 kilometers from me, and they talked and  because 

he’s not fair. Seriously, I try to be really fair with this business. It’s full of people 

who are just trying to cheat other people. 
Johanna: Yeah, I think it’s a question of whether you want to do it for the love of music or 

for the love of it, or whether—if you do it for very commercial reasons, of course, 

you would have to be kind of not be very nice to people. 
Tim: Yeah. In a way, I don’t—I lived in the United States for so long, and I think it is 

okay for people to make money. I think it is fine for people to make money, but 

it’s more a question of how you make your money. And how are you going to 

make your money? Are you going to cheat somebody and make your money short-

term or are you going to try to do it in a way where you can live with yourself and 

everything’s cool, and make the money in the long run?  
Johanna: Yeah, and build up a trusted circle. 
Tim: Especially in this kind of business. So many store owners open up because-- 
Johanna: Yeah. I am mainly interested in electronic music and older—now also, all the 

stores that I talked to are all kind of heritage stores with Vintage records, and have 

all kinds of genres and different selections, of course, but there is not really any 

DJ stores. There used to be two, I think. 
Tim: Yeah. And the one that closed down here, he would get angry at customers 

because they didn’t want to buy anything from him.  
Johanna: Yeah, I know some of those record stores from Berlin as well. 
Tim: And you can’t really do that. 
Johanna: For some reason, sometimes it works—also, I just had this interview where 

somebody said, “Yeah, but you also have to earn being a valued customer.” 

Because a lot of people just start it and they-- 
Tim: Yeah, but I am not into this—really, I don’t really care what kind of music people 

listen to. I don’t discriminate. Of course, there is music that I like better than 

others myself, but I can’t really be like the typical record store guy who is being 

all snooty about you buying a Michael Jackson album. 
Tim: Exactly. And the reason why is because I have tried it myself, here in Copenhagen. 

I went to buy—this was late 80s. I went to a store called Six Beat Records. It’s in 

the city. I wanted to get a Mano Negra. I don’t know if you know him—Manu 

Chao. I went in and asked if they had it, and he looks at me and goes, “We don’t 

sell French music.” 
Johanna: (Laughs) 
Tim: And that kind of stuck with me always. I am like, “What kind of bullshit is that?” 
Johanna: The thing from these kind of experiences is you get to know what kind of shop 

owner you want to be. 
Tim: But also, it’s also “What is your relationship with music?” Because, if you like 

music, of course, you are going to have a favorite music. But I see music as more 

of—I am not trying to sound like an asshole—but if you like music, you kind of 

have to accept music in its totality. You have to appreciate the people making 

music, no matter what kind of music they make. Even if it’s like Schlager. They 

actually put in an effort in making music, and some people like it. 
Johanna: I think you can find something in every kind of genre. That’s the thing about 

people that know a lot of music and have these kinds of databases. Because they 

can, for example, say, “I don’t know if you like electronic music, but you will 

probably be very interested in the bass line in this album, of this record, or 

something.” 
Tim: Exactly. 
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Johanna: “Because that really fits into your collection,” or something. And that’s really true. 

Obviously, people have different ideas of what is good music. 
Tim: Yeah. This is kind of far-fetched, but I know a guy who has a guy who has a Ph.D. 

in Schlager music. 
Johanna: You can do that? 
Tim: Yes. He wrote a Doctoral thing on the pieces—music is connected to politics, as 

we all know. To a degree, it really is. If you put in generally, in Denmark, in the 

70s, it’s frowned upon if you like Schlager music, especially in Danish language. 

And the people who listened to it were actually considered culturally poor. 
Johanna: Yeah. A bit dumb—living on the outskirts or in the villages. 
Tim: Exactly. But this guy’s theory was that, what is happening now, with the taking 

over a lot of Danish folk party, it’s kind of like a revenge thing. It’s actually like a 

cultural radical class fight. You have all the leaders who like Jazz and Classical 

and all this bullshit, but the way they liked it, I like Jazz and I like a lot of-- 
Johanna: Yeah, but it’s true. Sometimes you are being told what you should listen to. 
Tim: Yeah. 
Johanna: I am just going to ask some of the questions that I wrote down, so you can just 

touch on them. 
Tim: Yeah. 
Johanna: For how long have you had that store? 
Tim: Almost two years, but I had a store before called Records. It just closed. We were 

three guys. There was Thomas, who ended up with it alone, and Insula was the 

other guy, and then me. 
Johanna: Insula also just opened two years ago? 
Tim: It’s his birthday today. It’s been six years. 
Johanna: Okay. 
Tim: But I waited for a long time, because-- 
Johanna: So you haven’t really seen the developments as a shop owner itself, at least not 

from 20 years ago. 
Tim: No. Compared to 20 years ago, I also have a lot of statistics now. It’s like—instead 

of the DanCARD machines, I use a small Swedish-invented machine that takes all 

cards, and it gives me statistics of how much people spend month to month, plus 

the Facebook stuff. I do a lot of boosting. 
Johanna: Yeah, I saw that. You are probably the best Facebook page of all the record stores. 
Tim: Thank you. I found out you could have pictures. And then, I won’t give out any 

prices. 
Johanna: Yeah, exactly. It’s a super good idea. 
Tim: Because I want to reward people to get up from the couch and walk down. 
Johanna: They know ‘I am going to find this record that I really want, but maybe I will find 

some other stuff as well, make a bargain and’-- 
Tim: Yes, but it’s also to make a distinction. If I start giving out prices and stuff, I might 

as well just sell online. I am kind of annoyed that people just ask me, “How much 

is this?” I actually put in an effort to have a shop, so you are just going to sit at 

home and ask me. You live in Copenhagen. It’s just 10 minutes from here. 
Johanna: I believe that, as much as this is about the whole social thing and is really coming 

back and all, I think people tend to be a bit weird with social interactions 

sometimes. They would rather not talk too much to people in a way. 
Tim: Yeah, it’s true. But for me, I am like, we just met, but I can be a little too personal 

too quick, but I try to think of this when I am in the store. But really, I just let 

myself go.  
Johanna: Seriously, I am pretty sure that’s exactly the reason why people come to the store, 
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among other reasons. But I think the social aspect is really important. 
Tim: I think so, too. 
Johanna: Because there are all kinds of different customers. Obviously, people that buy 

vinyl but they tend to really like to talk about the topic. They are also going to like 

to talk about other things. And you have got this kind of personal relationship with 

them. 
Tim: Yeah, and I go out with some of the people. I have really good friends that I met 

through the shop.  
Johanna: Are you the only one working there? 
Tim: Yes. Well, I have a guy in I have these guys who are unemployed, most of them, I 

have known for a long time. Instead of them having to go to some kind of weird 

cleaning job, they come down here for like a month or two months. 
Johanna: Okay, nice. 
Tim: They are left alone. And then, I like to They make coffee and they go to the post 

office. 
Johanna: What would you say are the normal tasks in having it? Because, for example, with 

the second hand stuff, you also have to do the pricing yourself, right? 
Tim: Yes, you price the stuff. You kind of price all the stuff, you put all the sleeves on 

and you kind of find the right price. You have to file it, of course. Then there is the 

cleaning. 
Johanna: It’s not to be underestimated. (Laughs) 
Tim: No, and then you have to deal when people come in, make offers and stuff, taking 

phone calls from people who are asking thousands of questions; people who want 

you to go out and look at thousands of collections, and then you have the books. 

You have to really keep the books going. And then you have to make sure to keep 

your stock—not records, but sleeves and inner sleeves. Like now, I made a 

mistake. I ran out of sleeves before—I buy all my sleeves in Germany—this 

website called (It’s really good. It’s cheap and it’s quick. And then you have to all 

the plastic That’s right down here. So I am still learning, because I am not a 

business guy. I spent maybe 20,000 krone last year, being coached by my 

accountant who is a Like a Gothic type. But she handles bands and record stores, 

so I actually paid her to coach me with the-- 
Johanna: I think there’s some value in knowing how the business works, because it just 

makes life easier. So you are not ending up with, “Oh, you don’t know where the 

money went now.” 
Tim: The way I did it is, whenever I make money, it comes into the register or the credit 

card. It goes into my account, I split my account into four. I have my personal 

account, then I have the account that all the money comes into, first. Then I have a 

tax account and I have a MOMS account. So the principle is, whenever 300 krone 

comes into the account, I split it through ways, so you can never do it wrong. 100 

for tax, 100 for MOMS and 100 for myself. 
Johanna: It’s a super interesting technique. I have never heard about that. 
Tim: You can never fail. Because you are going to have too much money on the MOMS 

account because that’s only 25% and you are putting down 33%. It’s bulletproof. 
Johanna: Because that’s the only thing that could actually go wrong. 
Tim: Yes. I didn’t know what was going to happen when I opened this, but in the first 

month, I made like 60,000. I was like, “Wow.” Maybe this is possible. 
Johanna: (Laughs) That’s nice. But do you think that vinyl itself is a superior music format? 

Why do you think people are so keen on buying it again? 
Tim: I think records like vinyl records have some kind of street credit. 
Johanna: It’s kind of a lifestyle thing. 
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Tim: It’s a lifestyle thing. But the lifestyle—what vinyl also represents is that you 

should slow down. It’s a reaction against the fast days. Then you have the stamp 

collection. A lot of people talk about sound. I am really interested in the music, not 

the sound. I am not a HiFi guy. All I have to do is—I think you might want to 

check this. I think only 50% of music made on vinyl came out on CD.  
Johanna: If you take all of it together? 
Tim: Yes. I think 85% never made it to streaming or to-- 
Johanna: It’s changing a bit now because, I think all the major labels are bringing out all the 

old music in vinyl. 
Tim: Yeah, but they are only bringing top of And it’s all the big ones, the blockbusters 

that nobody gives a shit—that you can buy used.  
Johanna: I think that is probably also going down again. It’s a, but I think they are also 

producing new pressing machines now. One in Germany and also in Canada. Now, 

people are really jumping on the train. 
Tim: Yeah. You know Tesco in the UK, there are three major chains—they are selling 

vinyl now. 
Johanna: Yeah. I think it’s really more about the small shops anyway. Why would you go to 

to buy a vinyl? People do that, but first of all, it’s super limited. I think it’s in some 

way to rip off people twice or three times. You can get a download code when you 

buy a vinyl, but you will buy a vinyl and the CD. So I think the small stores are 

really more about—there is something real in it. 
Tim: It’s also a hobby for a lot of people. Music has a lot of real value. 
Johanna: I think you are right also. The timing also has a lot to do with—I mean, first of all 

you have to—there are so many schools around here. 
Tim: This neighborhood actually used to be like a ghetto. 
Johanna: I could totally not see that out here. With the timing thing that you are going about 

a conscious choice of listening to music when you listen to vinyl, because you 

have to really think about what kind of record are you putting on? You can only 

listen to it maximum 30 minutes. You have to change the record, you have to put 

the needle on and you have to be very cautious as well. 
Tim: Yeah, it takes work, and you have to kind of be present when it happens. It’s not 

like something that’s going on in the background of your phone. 
Johanna: And you can just put it on shuffle or something. You think about what you want to 

listen to. 
Tim: A lot of people don’t like the word vinyl. Like the diehard old school—you will 

never see them say vinyl. 
Johanna: Yeah, I know. And it makes sense. Because this is just the description of the 

material that is being used at the moment. 
Tim: But it also because, chromatically, they are using the wrong—they are calling it 

vinyl. It’s called albums or records. But, I mean, that’s technicalities, but a lot of 

people comment on it. There’s another thing. When you search vinyl on Google, 

you are going to get a lot of flooring. That’s why my sign says “Second-hand 

Gramophone records” because that’s what it is.  
Johanna: The first gramophone was on a cylinder, I think. 
Tim: It’s true. 
Johanna: It’s true. Vinyl is actually just a name for the material. I mean, you probably don’t 

sell Shellac anymore. 
Tim: It’s almost like the people who buy it are dead. Really, and most of it is super 

difficult to handle. You need another needle and can’t play it with the regular 

needle. 
Johanna: And what about acetates? I think I know someone that actually makes them here. 



113 

 

You can produce them if you wanted to. They really have a quick output if you 

produce them yourself. 
Tim: But they are very—you can’t all the time. They have like a printing place out in 

Amager, where they make it out of Lacquer. It’s like a plastic material. It’s thick.  
Johanna: Okay. I mean, that’s kind of also the beautiful thing about these kinds of records. 

The techniques about it—the turn table and everything—of course, there is 

sophisticated stuff now as well, but it’s very simple and it hasn’t really changed 

for a lot of years. I think you can put together a turn table yourself and you don’t 

really need that much material. 
Tim: It’s true. The needle is kind of a problem. But then again, you need to use just the 

needle spike to get the sound out. 
Johanna: In a way, yeah. It wouldn’t sound that great, but-- 
Tim: But it sounds. Actually, there is another thing I want to say. The reason why vinyl 

is coming back: if you look at it, there is something else coming back, which is 

storytelling. I think music is connected with storytelling. It’s a different way of 

telling a story. So I think there is a connection. Radio is making a huge comeback. 

Besides this, I have a small job where I clear out apartments. When people die, I 

go clear out the place. Right here in the second entry on this third floor, I cleared 

that out. I found this stack of letters all numbered. At the time, I had a friend who 

was doing an internship with). It’s an Internet podcast magazine doing stories. If 

you listen to This American Life. 
Johanna: Yeah, it’s true. There is so much going on. 
Tim: But I think that whole way of telling a story is connected to music. But it’s all 

storytelling, really.  
Johanna: Yeah. I also think that when you listen to your record, you will feel more 

connected to the actual music and to the person that actually produced it, and also 

to the people that had the record before. Every record kind of tells his own story. 

Maybe it has a scratch from someone that threw the record because they were 

angry. There’s a kind of personal—there’s a strong narrative way more than just 

the digital file. 
Tim: Yeah, and also, if you look at it in a different way—for me, anyways, a lot of it is 

also the history behind the artist. Then again, I think that’s connected in some kind 

of degree to reality shows. I think there’s a connection because it’s really a 

personal experience, and people are interested in people’s lives. It’s kind of like 

people are interested in gossip. And I think musicians represent a good source of 

gossip. Because they live outrageous lives and there is like a story behind it.  
Johanna: And you do get more information on the record sleeves than if you-- 
Tim: And you get artwork that you can’t get anywhere else. Especially if you go way 

back, you are not going to get it anywhere else. Even before the venograms, he did 

very strange drawings. 
Johanna: Yeah. The people from the vinyl factory in London, they always did super nice—

and it’s also a way of—this label thing, puts the stamp on the record. I think that’s 

a huge part.  
Tim: It’s a huge part. So I think it’s a big mix of—you know, with the street art thing, 

it’s connected to all this. But I think a lot of it is that, the characters of music has a 

lot to say in this, too. People’s personal lives also bring in people’s interest. And 

that’s really just the story to it. Even if you are not telling the story, a guy like Bob 

Dylan has a crazy story. So you want to hear his music. ‘What is this guy about?’ 
Johanna: Truly. Especially in terms of social media stuff where everybody is just artificially 

created. Very polished picture of everyone’s story. 
Tim: We also have spent more time alone. 
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Johanna: We are being together alone in the whole World Wide Web thing. (Laughs) 
Tim: Yes. So we need some kind of story told to us in a way.  
Johanna: Yeah, it all comes back to the social part of it. It’s definitely a huge part of it. 
Tim: That’s the way I kind of see it. You are passing on stories. To get back to that of 

it—we went and made a podcast that kind of blew up. The third year, It’s called 

the blue letter in Danish. It’s a divorce story from the 40s. It is 47 minutes or 

something. It premiered which sold out. People just sat in the theatre listening to 

the story. And I was like, “This is crazy.” And then, the Royal Danish Theatre took 

it and did a play on it, which is really strange. I think that was not that our thing 

was a kickoff, but really in that whole of the storytelling thing coming back. Of 

course, there has been layers of it before, but it’s been Now, it’s all over Europe.  
Johanna: Especially in terms of telling personal stories. I actually just heard a podcast about 

it in the States where this is a really strong thing. People just gather to listen to 

people’s personal stories. 
Tim: But I think it has some kind of connection to this whole—not music directly, but 

it’s in there. People are looking for good stories anywhere they can go. A guy like 

Bob Dylan, he is not popular because of his voice or the way he plays. He tells 

stories and he has an impact on people. It’s really the art of saying a lot with very 

little. Because if you look at the structure, you don’t really have too much to deal 

with. Most of the times, I think song lyrics are not great art, but a very short 

song—lyric-wise, can give you a huge experience. 
Johanna: You can actually grip more. For example, poems. It’s sometimes difficult for 

people to get a personal relation to that. But in music, I think-- 
Tim: You can back up the words in music. It’s like a powerful thing. You have to make 

an active effort if you don’t want to—you can’t really protect yourself against 

music, in a way.  
Johanna: (Laughs) You have pretty much said everything that I wanted to hear. 
Tim: Good. In Africa, you have people who—you know, there is band called Zap Mama 

from Belgium. It’s a vocal group of women who are originally from Africa but 

live in Belgium. The main leader has some kind of status in Africa, because a lot 

of people believe they can heal or make things better for people with sound. It’s 

actually what music does. 
Johanna: I definitely agree to that. 
Tim: Yes. And it’s also like the sixth sense. Something that we don’t use enough. 
Johanna: Absolutely. I think it also goes away from—just being too convenient. That 

personal note, and something that’s more about experience and really making 

things more effective and quicker and easier. 
Tim: Yes. But also—I don’t know how you listen to music, I am at a point where when 

I use music, I kind of—back in the day, you go through your collection and you 

are like, “What do I want to listen to?” I think you should actually do the opposite. 

“What happens when I put this on? How does that make me feel?” 
Johanna: Yeah. 
Tim: Instead of feeding your own thirst. I mean, you can do both. But I am at the point 

where I want to put on something to bring me to some other place.  
Johanna: Yeah, you are right. I think not a lot of people do that. I think it also comes with 

having a very varied taste in a way. 
Tim: Yeah, but if you do this, it actually makes you open to stuff that you normally 

wouldn’t listen to. Which is why I said before, with music, when you like music, 

you have to kind of embrace all music. 
Johanna: Absolutely. 
Tim: Of course you can have favorites, but preferences will actually make you 
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discriminate a little.  
Johanna: It’s true. On Spotify for example, people only listen to the same 150 tracks all the 

time, even though they have millions of titles available, they just listen to the stuff 

they know already. 
Tim: Yeah. It’s like when everybody gets drunk, they want to hear Abba. Which is 

like—I don’t particularly want to hear Abba. I like Abba. You have to get away 

from the repetition. 
Johanna: Absolutely. My favorite way of listening music is, I actually like sitting down with 

another person and just spending time with it. You can show them the track that 

you like and also pinpoint why you like it. Because there is so much getting out of 

that. Of course it has to be someone that’s somewhat interested in music. 
Tim: Of course. It’s very annoying sitting with someone that’s not interested in a 

song—“you can’t hear it.” 
Johanna: (Laughs) Exactly. 
Tim: “You can listen to it, but you can’t hear it.” 
Johanna: Totally.  
Tim: Music changes people’s lives. 
Johanna: I think you can very fairly say that. 
Tim: Yeah. 
Johanna: Definitely. But I don’t want to disturb you any further. 
Tim: No. no worries. Was that good enough? 
Johanna: That was perfect. 
 

 

8.2.4. F4, 18.04.2015 

 

Fourth Interview with Flemming at GOLDMINE Records, 1pm 

 

Johanna: Okay Is it ok that we speak in English? 

 

Flemming: Yeah. 

 

Johanna: Nice 

 

Flemming: Well, I'll try my best 

 

Johanna: Great 

 

Flemming: Okay, Yeah. I think we are good to go. 

 

Johanna: What's your name and how long have you worked here? 

 

Flemming: My name is Flemming Mogensen. I have been having this shop for 19 and half years 

now. 

 

Johanna: You are the owner? 
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Flemming: I'm the owner of the shop. 

 

Johanna: 19 years? Wow Congratulations. 

 

Flemming: December 6th, 20 years ago since I started. 

 

Johanna: Impressive. And what are you selling here exactly? Like I'm looking, a lot of... 

 

Flemming: VINYL RECORDs, CDs a little bit of DVDs but mostly music, also a little bit of 

normally movies but it's the music that's, that has my big interest. 

 

Johanna: Okay everything related to this world like the T-shirts-- 

 

Flemming: Yes, yes, of course yes. Like the T-shirts, some guitars. I don't play myself but it looks 

nice, I don't wear them, sometimes people inspire me. 

 

Johanna: So it's really nice atmosphere with everything including in it. 

 

Flemming: Yes. 

 

Johanna: But is there anything that you are specialized in? 

 

Flemming: If I'm specialized in something, it must be the blues stuff. I sell a lot of blues. I have a 

very big selection of blues music and a lot of customers, from Denmark and from Sweden, 

Norway, Germany, and Holland. Those who are coming here to buy especially blues stuff. 

 

Johanna: Alright. Okay, so... 

 

Flemming: They can't find it anywhere else. I also have some special imports from the states, also 

with some blues stuff. 

 

Johanna: Okay, where do you get the stuff? Do you buy that or... 

 

Flemming: The CDs I buy from some record companies in the, in U.S, or buy where I can. 

Sometimes I buy collection from people stuff; you know people don't want it anymore. If it doesn't 

stock in the cellar, in the loft, or something like that for a long time. And then they want to get rid 

of it. Mostly because, the wife or the girlfriend tells the man. No more, no more. 

 

Johanna: It's taking up too much space. 

 

Flemming: Yeah, yeah. 

 

Johanna: But in 19 years you should have a really good network going on. So that you have to 
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know the right people when you are into it. 

 

Flemming: Yeah. 

 

Johanna: Good stuff. And have you noticed any - In the 19-years - have you noticed any 

significant changes in the last years? 

 

Flemming: Of course. The music business is going down very fast, very fast. 

 

Johanna: Since when. Is it going together with the digitalization? 

 

Flemming: Three, four years ago. It really started and it went down fast. You can see all the big 

shops are closing. The two biggest chains. number three is closing down, so... 

 

Johanna: But the small shops... 

 

Flemming: Scudery studios were closed and TP music it’s been having 18 shops. One of my good 

friends closed down after 35 years. Now Fona is closing and that's the biggest. They can't sell it 

any more so. Only the small independent shops less than... 

 

Johanna: What do you think that they are maybe more successful than the chains? 

 

Flemming: More successful I think. 

 

Johanna: I mean you must be doing something right? 

 

Flemming: I don't think any of us is making big money. It's because of the interest. It's not 

because of getting rich, no. 

 

Johanna: Yeah, getting a lot of cash is not part of it. 

 

Flemming: If some of the of the others are getting rich, they know something better than I don’t. 

 

Johanna: No, I think you are not really doing it for the money anyway, that's true. 

 

Flemming: Yeah. 

 

Johanna: But I think it's nice in a way that the independent stores. 

 

Flemming; Yeah, yeah. 

 

Johanna: seem to survive all that 

 



118 

 

Flemming: Of course I have, not the big expenses because I'm running this by my own. 

 

Johanna: But you have a lot of rotation? all the time or this is like the stock you have 

 

Flemming: A little bit, a little bit yeah. For the most of time I'm buying more than I'm selling. So 

that's a problem. But of course I have to buy them. If you buy big collection there's always a lot of 

stuff that's not so good. 

 

Johanna: And do you buy new stuff product? 

 

Flemming; Yeah. I have some, a little bit. 

 

Johanna: And mainly when you don't use stuff is it when you reissue or also... 

 

Flemming: Say reissue, yes. New releases if it has something to do with--I think I can sell that I'll 

buy it but I don't have everything you know, it's too expensive. Also the prices are far too high. For 

the buying lending CDs nowadays. 

 

 

Johanna: That's ridiculously high. What do you think will happen in the future, do you have any 

prognosis? 

 

Flemming: Of course everybody is saying that the CD is totally dead. No it's not. Everybody still 

comes in the vinyl will still continue, but I think after few years...Now now the vinyl is so hot, 

everybody wants to collect. I think it will go down a little bit in a few years. 

 

Johanna: But they would you say it would be stupid Idea to build new pressing plants such as 

they are doing in the moment? 

 

Flemming: Yeah. 

 

Johanna: Okay because the trend is going down. 

 

Flemming: It's popular now. I don't think there would be--there wouldn't be the same hype about it 

in two or three years, no I don't think so. 

 

Johanna: Yeah, okay. And is the tape coming back lately? 

 

Flemming: I know some of the groups are maybe but no, no, no. It's hard to sell, it's...I know some 

punk groups and they are sending out tapes, but who will listen to that? No, no, no. Why make the 

sound worse and worse if you can have it in... 

 

Johanna: But what do you think is the superior music format? 
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Flemming: What do you mean by that? 

 

Johanna: To your ears like in terms of the quality of sound? 

 

Flemming: It depends on the ear that’s listening to it, so I won’t go into big discussion about what 

sounds best. If people think the vinyl sounds best then it's okay. Some people think the CDs, some 

say--it depends on what kind of music you're listening to. Because all the music they made from 

the mid-nineties it was made for CDs. It's made for sounding like that; they didn't send it out on 

vinyl. So all of these nice electronic music without absolutely without any noise it's perfect for 

CDs. them some is perfect for vinyl, so if you can combine both of it, don't only stick to one. Don't 

forget it's the music; it's the music that counts. Because there are so many things you can't get it on 

vinyl, so why only collect one if you can't get the stuff on that. 

 

Johanna: Yeah, or the other way around as well. I think it's always best to combination. 

 

Flemming: I'm collecting you know, I like a lot of this James Band, American James Band. All 

Of My Brothers Pain stuff like that. It's impossible you can’t send it out on vinyl because if you 

send on live stuff you know it's lasts three hours that it should be out file flying all the time. So 

you have to send it out, small CD boxes and stuff like that it's impossible to send it out on vinyl. 

 

Johanna: And in terms of the quality of the listening experience do you think there's a difference? 

Like I mean because now you said you can't only listen to an VINYL RECORD for a certain 

amount of time but you also have to put more, probably have to do more conscious in a way. 

Maybe that makes you listen to it more. 

 

Flemming: You can do that on both. For me that's a question of taste, I prefer the CDs-- 

 

Johanna: Because you don’t have to... 

 

Flemming:-- It's easier, it's more convenient. You don't have to change the side you can really 

relax and listen to the music.  

 

Johanna: But what about digital file stuff. I mean that is like as convenient as it gets. 

 

Flemming: I've never tried that before. Never downloaded not even one number and all. 

 

Johanna: Okay. But isn't appealing to you that you can carry around your whole record collection 

in one device? 

 

Flemming: Of course it's very convenient. If you don't really like the music, the sound quality. 

Then it's okay to take it out. 
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Johanna: So you think it's like less sound quality on the digital file? 

 

Flemming: Yes Of Course. I don't know. I just heard it from a lot of, my collectors of course they 

don't download. People who always buying the vinyl they don't do like that. 

 

Johanna: No. 

 

Flemming: They said no, no it's awful.So I trust them. I haven't tried myself; I listen to the CDs or 

sometimes the vinyl. 

 

Johanna: In terms of customer, is there anything like your regular typical customer that comes in 

here? 

 

Flemming: I have a lot of good regular customers that keeps the shop running. And of course as 

for me new customers. But I have been having them for a long time. Especially because I have a 

lot of good stuff that you can't find in all the shops. Of Course they have to come here and buy. 

 

 

Johanna: But would there be also another reason for coming to a shop like this? Not only but... 

 

 

Flemming: I hope they would say it was because of me, but I don't react because of it. I have a lot 

of good friends who's passing by for a cup of coffee, buying stuff you know. It's like one big 

family. Some people like it like that. Some people when they come in they see too many you know 

friends of the shop they just walk out again. 

 

 

Johanna: No kidding. 

 

 

[crosstalk] 

 

 

Johanna: It is somewhere also social space, I don't know. 

 

 

Flemming: That's the way I grew up, you know if I didn't have any money I could easily go into a 

shop, just hung around listening to the music, talk to them and when I got money I went in and 

bought something. But it's...But most of the young people don't like that. They come in with the 

big headphones on, they don't want any consult, I don't like that.  

 

 

Johanna: It's Kind of a Danish thing I have to say, Danes don't really like to be talked to when in 
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public  for some reason. 

 

 

Flemming: You just wait and see, if somebody is coming in here, they look at us with you go over 

there. 

 

 

Johanna: Yeah. 

 

 

Flemming: It's like they don't want any consult. Strange. It's completely different from let's say 

older. You really talk to the guys, was here asking them about music, and I got a lot of new 

experience in that. 

 

 

Johanna: Precisely I think that’s actually the thing that you get out of going to physical store in a 

way. You can talk to someone who probably knows more or knows other things than you. So you 

have this exchange. 

 

Flemming: Half of my customers they don't even want to talk to me. But when they open up I 

show them out if I can, of course if it's something I know, I can really sell for them and give the 

some very good... 

 

Johanna: And I think that is actually part of your kind of value proposal in a way. You are not just 

selling music you are actually also-- 

 

Flemming: I know everything about music. That's why I have this shop. 

 

Johanna; Yeah, and you also know what you have anyways. 

 

Flemming: I can see if they're listening to like this. I can easily spot it and then I suggest 

something else. And then wow, I haven't heard about that before. Because if it's the old 70s stuff 

60s stuff. Maybe they don't know anything about this. 

 

Interview; Yeah, and actually if it's someone that maybe comes frequently or you kind of know 

something about their taste and music. 

 

Flemming: Yeah, yeah of course I know my customers. Stuff of size and all. When they come in. 

A lot of my customers they doesn’t even walk around in the shop, they just sit - now there's no 

place on the - they just sit down or just give me, we should buy this one, okay thank you. they trust 

me so. 

 

Johanna: Okay, without even listening to it? 
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Flemming: Yeah, yeah of course. I know their kind of taste also. 

 

Johanna: Okay that's nice. And I think that is I mean. Of course when you buy online you also get 

suggestions, but also in terms of that's not the best. 

 

Flemming: That’s not the same, that's not the same. It's a computer who makes that. No, no no. 

 

Johanna: Exactly. 

 

Flemming: There's a big difference. 

 

Johanna: Yeah, Absolutely. 

 

Flemming: If you just try to check after, check if blues goes into our own music zip, what kind of 

music it is. It can be rock, jazz, strong soul, psychedelics in the same. 

 

Johanna: Or maybe just the kind of the you know like bassline or something. 

 

Flemming: What they call it bassline or whatever. 

 

Johanna; Yeah, but do you also have genres. 

 

Flemming; Yeah, a little bit yeah. 

 

Johanna: And you do that yourself? Do you just the CD ware... 

 

Flemming: Yeah, but then of course a lot of regroups, what kind of music you listen? I don't know. 

I don't know where to place it. There are also a lot of artists; they are so different you know. So 

where should you put them? -- 

 

Johanna; Yeah and its increasingly improving. 

 

Flemming:--and stuff like that. Sometimes they play jazz, sometimes they play you know soul and 

sometimes they play something completely different you never know. Walk Blue Ocean. 

 

Johanna: But do you have like overview, would you be able to really pinpoint where stuff is? 

 

Flemming: I think so. 

 

Johanna: And how do you do the pricing? Do you use this...? 

 

Flemming: As the price list you know, we also use the internet but you can’t always use that. 
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Johanna: [crosstalk] 

 

Flemming: What the customer want to pay, they pay for it. It doesn't matter it's 10,000 Kroner. 

Nobody wants to pay 10,000 Kroner for it. 

 

Johanna: It also depends on the condition of the-- 

 

Flemming: Yes of course. 

 

 

 

Flemming: Yes, but of course no good. If you can go into discogs, you can go into specific site 

called the pop-side, and then you can see the daily price. You can be able to see how the highest 

price, the lowest price, the average price and for that you can see and stuff like that. But also if it's 

very sought after you know, you get much higher price. We find three of our customers who have 

been looking for the record for a very very long time, but we can't find it anywhere. Of course you 

can get a good price for it. 

 

 

Johanna; But it also depends on how the market is and how good it is. 

 

 

Flemming: If for one don't want to pay 2000 for maybe the next one or one would buy for 2005 

so, which probably is not 

 

 

15:45 A customer appologises for interrupting and asks for Pink Floyd Records after having been 

around for a while. Flemmig points to a part of the store and laughs about the fact that two big 

signs lead to the Pink Floyd crates. He also shows him an VINYL RECORD that lies on top of a 

bulk of records in front of us, a copy of “dark side of the moon” but the customers claims to be 

looking for other, probably more rare records. 

 

Johanna: Is that an old one or a new one? (referring to the Pink Floyd VINYL RECORD) 

 

Flemming: That's an old one, that's the second edition. 

 

Johanna: Alright. How long do customers usually stay here? or it depends on how long [laughter] 

 

Flemming: Some people just look in and they go again. Another people will stay, 3, 4 ,5 hours. I 

never noticed anything. normally 

 

Johanna: So it's kind of location. Funny location it's kind of hiding here you know. 
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Flemming: But if you are really interested in music you will find it. It's the same if you go around 

the world, you find the music shop if you like the music you will find it. So those who are really 

interested. Those who can't find me are not good customers I don't think so. 

 

Johanna; Yeah, exactly not just drop-ins But do you think that like I mean just physical formats in 

general have an added value beside just the storage of music. I mean you haven't really 

downloaded any music yourself but it's not just music you buy right? You know for example with 

this you have some art work or... 

 

Flemming: Yeah. Yes of course. 

 

Johanna: If that's the case, so do you sell much? 

 

Flemming: You can't fully service this one here. I see one right there, it's impossible to... 

 

Johanna: Oh, wow that's beautiful. 

 

Flemming: This is impossible to make on a CD, because all of these is especially made for this 

vinyl. All the joints everything. If you download this, if you get it on CD, no no. 

 

Johanna: It looks good wow. I mean these days you can't get download codes and stuff for vinyl. 

but this is real. 

 

Flemming: Maybe you can have it on your computer but looking at this is... 

 

Johanna; That's true. 

 

Flemming: Of course the vinyl is much nicer, to look at with the big covers and beautiful colors. 

And you can read it if you like to know all the lines and also it's hard on the CD. 

 

Interview: I think it also; in some way it makes the music more approachable, because you have 

more of a feeling as to what they artist wants to tell you in it. 

 

Flemming: Yeah. 

 

19:30 The customer has not found what he was looking forward but promises to come back for 

some records and wishes us a good interview 

 

Johanna: They've also been putting more effort into the whole process as they collaborate with 

other artists, but there is a probably think more about it's not just the music you know, there is so 

much. 
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Flemming: No, no of course the cover is also a lot of it. This is also nice, think of being on the 

road, climbing trees. It's very nice made so you can see how the change with nice proof with 

the...this is you can see how the artist convinces the [?] and when they change the members and 

like that. It's nice. It becomes into a small - it's not so - 

 

Johanna: Yeah I think some of the CDs have some posters or something, but I think it's also nice 

to actually get all the information. You know, not just the lyrics itself but also I don't know. Who 

produced it, who mastered it and stuff like these you know. 

 

Flemming: Some people are interested in that. It depends on what kind of music you listen to, if 

you listen to Justin Bieber and stuff like that you really don't care who is playing the base or who's 

playing the drums or like that. 

 

Johanna: Yeah, that's true sure, sure. 

 

Flemming: But if you're listening to other kind of music, you are very interested in who's the 

producer, who has been doing like that, who has been making the covers and ...yeah. 

 

Johanna: Yea, I agree.  

 

Flemming; It depends on what kind of music. It's the same one you know you don't care 

downloading Bieber, Selena Gomez or stuff like that. You just want it in the background. But if 

you are more interested in...The other music [background talk] you want the physical stuff. 

 

Johanna: So what's maybe the difference between owning music like it used to be and not just 

listening to music you know, because people just stream music, they don't put money in it 

anymore? It's not about having your collection, it's more about oh yeah of course I have million 

digital files and I can listen to all of them all the time. 

 

Flemming: You pick whatever you like, but those people who's paying 500 kroner, 1000 Kroner. 

5000 even more for vinyl. They really worship it. Take pictures and put them to Facebook and 

spend hour and hour listening to this and even though you can't hear the difference because at first 

they should...You see if this one here, this’s the second edition. If this triangle was a little bit 

different color. 

 

Johanna: This one will be like way more valuable. 

 

Flemming: It's more than ten times this price. Just for thetriangle.you can't hear any difference 

 

Johanna: Isn't it ridiculous really? 

 

Flemming: Yeah, yeah. But I have a lot of customers who, wow we want the other one. 

 



126 

 

Johanna: Exactly like they want same thing they want all of them or for like example the 

Kraftwerkg like I don't know which one but they had it in different colors and they bought it out in 

different countries for example you know. I mean everyone has to have their own copy. 

 

Flemming: Yeah, and if they can afford it, it's okay. But you can get 5000 krona for yellow copy. 

 

 

Johanna: But I think its nice just tangible thing about it, you know that you being. Because e In 

these days, everything is going so effective and quick and convenient you know this is really 

something where you have to spend some time with and you have to search for something, and 

you maybe forget about it, so it's kind of a surprise you never know whether you get something or 

not you know. And also I think the thing about maybe you don't hear the difference but for 

example if it has a certain scratch or something and you remember where it came from, or so 

maybe it was from the person that owned it before you or something. Every record in itself has its 

own kind of sound history you know. Maybe it hasn't played too long.I don't know it's kind of a 

more personal thing. And it's also not just the copy of something, it's actually everything has 

unique piece of card in a way. And that also differs to the CD of course if it scratches as well 

that’s, for some reason... 

 

Flemming: It's true, you helped. If you listen to it ooh, in a few seconds there would be more 

clicking. So this is my copy, if it goes to one of your friends and listen to it, you missing this small 

click because the other one is perfect. 

 

Johanna: Exactly. 

 

Flemming: It's okay. 

 

Johanna: I mean, but you said that when I came here the first time, your thing is just-- what did 

you say? Like it's just something in new clothes but you're not like this huge vinyl fan or so right? 

 

Flemming: I love the music. 

 

Johanna: But that’s actually what everyone do. I think that's going to... 

 

Flemming: I think the music comes first. I think if people have been going around for ten years 

looking for special records, and then they come in here find a nice mid copy and then they... And 

then they find out, it's either from England or from U.S.A or from France or from Germany. And 

they wanted it from this specific country then they won’t buy it. Because it comes from another... 

 

Johanna: And in that case it's really beautiful but the music. 

 

Flemming: Forget it. Why don't you buy in the same level with the...what don't want real issues. 

Buy listen to it, enjoy the music and then when you find the first mid copy the you can buy it. 
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Don't forget and they are coming, this is a German person I don't like it. But it sounds exactly like 

the other one. It comes from the same master tapes. Most of the time you can't hear the difference. 

Buy listen to it, enjoy the music and then if you really want and you have enough money but it. 

 

Johanna: Also buy the other one as well. That's true. No, I agree, the re-issue point is also really 

important, because I think it’s true that also with the record stored in and everything. When the 

major labels are clocking up the pressing plants and everything, of course it's kind of a bit stupid 

and it's also sad if they just get out all of this really rare like new editions and everything but in the 

end if for example there's only the first edition and you can almost not pay for it, because it's so 

expensive and there are so few left why not just press it again and actually make it more affordable 

for everyone to listen to the music. 

 

Flemming: Universal has just been sending out three very very good daily Vinyls for reasonable 

price. They sent it out two days ago.Pain,Old Man in the Sea and Cuvinyl recordable Soldier. For 

around 200 kroner, less than 200 kroner. You can buy very very nice good hundred and eighty 

frame, instead of paying 2000, 4000, 5000 kroner for the vinyl. Then it's okay.  If you want it on 

vinyl then they can afford it. 

 

Johanna: Yeah, exactly it shouldn't be this kind of Elite thing you know. That only the people with 

a lot of money would kind of really destroy the whole spirit you know. But what do you think 

about the record store day? I mean you are not participating in the records store day right? Do you 

think it's a good invention or... 

 

Flemming: There's too much profit in it. You can get it, you can just check out that I have a lot of 

the vinyl, I have here for a very reasonable price. If you check down a certain stuff it's a five, six 

seven times you know. People are hiding it for themselves and selling it afterwards on the internet 

and it don't go out to the customers. I think it was meant to be a special day where record 

collectors could get some nice good rare stuff for a reasonable price. No way. 

 

Johanna; Yeah, also the whole point about having people come into the shop and say all they 

have. It is a fact but you are totally right. There are some problems in it. 

 

Flemming: Not only the record company but also some of my colleague are charging too high 

prices. I can just see how big the difference has been from the prices, from one shop to another. 

 

Johanna: It's really interesting in Denmark, because I have been almost only interviewing this 

kind of heritage stores not the boutique lifestyle. The Djs store are not here anymore anyways but 

this was and still exists, a menu this kind of you know second hand or menu second hand and all 

of them are still quite different like in terms of how they do stuff and what they sell exactly and 

how their approach to the price thing and everything. 

 

Flemming: Yeah, but okay if you are you know. Because if people want to pay the prices then it's 

okay. And then some say, we have been buying in this shop, so they don't mind paying more , 
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because it's maybe sounds better than we have been buying it from this shop, instead of the other 

shop so it's...Okay you have to say some people you know, we only our food in Irma, okay then 

you're a little bit crazy. Then you pay 20% more. 

 

Johanna: For exactly the same thing. 

 

Flemming: For exactly the same. It's okay they have some stuff that you can't buy, but it's the 

same here you know. But we have been buying this in - I don't want to mention any name - but 

they pay a lot more. 

 

Johanna: I think the only thing that would be a reason for paying more in way would be if the 

conditions would be better for example you know. But I think none of the shops are entirely in a 

sense. 

 

Flemming: You can really, if you compare the stuff also. If you want to go in and sell stuff you 

can get a different prices. If you are bringing in some of the [inaudible 30:37 ]. That's a very big. 

 

Johanna: I think I even know which ones are far expensive. 

 

Flemming: If people don't know about it. 

 

Johanna: That's the thing, that's why you go to a record store because you don't really know how 

to sell it yourself and then you do. 

 

Flemming: Yeah. Some are nicer than others yeah. 

 

Johanna: I can totally feel that, I mean of course it's a week for me to really say what you can 

easily get a feel for that. 

 

Flemming: Yeah. 

 

Johanna: Interesting, okay. I think we ask pretty much everything I wanted to know. 

 

Flemming: Okay. 

 

Johanna: Thank you very much for the interview.  

 

Flemming: Same here. 
 

 

8.2.5. S5, 18.04.2016 

 

Fifth Interview with Simon at Accord, 5.40pm 
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Johanna: Actually, some of the information about the shop, I got from this very nice pamphlet. 
Simon: The history? 
Johanna: Yeah. 
Simon: Okay, cool. 
Johanna: My first question would be how long the store has existed. It must be like the oldest 

record store-- 
Simon: With the current owner, I think he bought it in 85’, but the record shop as a whole is 

about 75 years old. But there was another owner. It started selling Shellac 78’ records 

and who owns it today, he bought it in 85’ and changed it into a second hand shop. He 

started with one shop and then expanded. And at one point, there were like 7 shops. 

Today, we have 3 shops.  
Johanna: One is in Lingby. 
Simon: One in Lyngby, one in Nørrebro and one in Vesterbro. Then we have a market in inside 

Copenhagen. And the market is like—because we get so many CDs and DVDs and 

VINYL RECORDs that we can’t consume in the shop, because there is too many 

Hollywood DVDs and too many CDs, so we send them to a Dutch market where the 

price goes down every day. What is not sold will actually be thrown away. And then, 

we get so much new stuff that we can start over again every month. 
Johanna: Okay. So you do have kind of a rotation as well. 
Simon: There is a rotation. Because, some of the staff have been here for a long while. I am not 

a store manager. I just-- 
Johanna: How long have you worked here? 
Simon: I have only worked here for two years. I worked with vinyl. In Lyngby and Vesterbro, I 

price the vinyl and I decide what to keep and what not to keep. And then of course, I 

have a certain amount of space for the vinyl. It’s easy to decide that the Rock, Pop genre 

sells best today. So, that’s what we are most based on. But of course, as a record shop, 

we have to have all kinds of genres. 
Johanna: Yeah, it depends on what kind of record shop, of course. 
Simon: Of course. But we are a big store. So if you want country music or soundtrack classical 

music or folk music, then we should have some. 
Johanna: How do you do the pricing? Do you use catalogs on the internet? 
Simon: Yeah. You can put records in two categories. There are records that are rare, and then 

there are records that are sellable/not sellable. The sellable records, it’s like demand 

controls the prices. A lot of records—we have a two base prices—a red and a blue one. 

The red one, a 30, and you get a discount if you buy more. The blue one, a 60, and you 

get a discount if you buy more. The discount, for the red one it’s a 25, and the blue one 

is a 50. It’s demand that controls whether it’s a red or a blue price. 
Johanna: Sure. 
Simon: The rare records is a different story. Then, it’s suddenly pressing that it has to be 

calculated in. And of course, what is the grading of the vinyl? Is the vinyl scratched? Is 

the cover torn?  
Johanna: You are sealing them here, right? 
Simon: Yeah. There are two reasons for that. We seal them for protection. The cover will protect 

it. But we also seal them because we have a second sortment. We have a second sortment 

up here, and it’s in poor condition until I can create them up to our normal standard—

excellent VG++, and the lowest is VG+. But there are still sellable/rare records. So those 

are the records that I think is possible to sell for 60 kroner or more. But because you 

cannot trust everybody, then if I have a record that is in excellent condition and is second 

hand, if I am doing laminating, then all experienced somebody would swap them around 

and say 50 kroner or something. And if there’s posters included, like a post card or insert 

of some kind, then that can disappear, too. 
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Johanna: Okay, sure. Does it also mean that you won’t be able to play the new arrivals? 
Simon: These that we laminate, if you want to check them out, we have a listing station. Feel 

free to go to the counter, and we will open them for you and you can listen to whatever 

you want. And then you just return them to our counter and we will laminate them again. 
Johanna: Okay. 
Simon: It’s for protection. 
Johanna: Yeah, sure. That’s nice. Is there anything that this store is specialized in? You do have a 

wide variety. (Laughs) 
Simon: No. Today, there are some second hand shops nearby. There is Mint on Gammel 

Kongevej, and there is Sound Station and Goldmine. Mint is more like us. Sound 

Station—I wouldn’t say a better record shop, but they have more expensive records. 

Their prices are very high—new stuff, too. Because we also have CDs and DVDs—

vinyl is a part of it, but we also sell a lot of CDs and DVDs. Everything together, perhaps 

we are kind of a supermarket. Do you understand? 
Johanna: Yeah, I know what you mean. 
Simon: You can find CDs, you can find DVDs. 
Johanna: But you also have to dig more and you have to put a little more effort into finding them. 
Simon: Of course. We have a wide variety of stuff. We also have books. The other shops have 

that, too, and they have music and perhaps movie related books. But again, we have a 

wide sortment, and that’s our force. 
Johanna: Okay. But are you also specialized in different music genres? 
Simon: Me personally? I have, of course, some genres I listen to privately. I know fairly enough 

about every categories except classical music. I know some of the rare stuff, but I do 

not price the classical music. We have a guy that only prices the classical VINYL 

RECORDs, CDs and DVDs.  
Johanna: Okay. 
Simon: Because that’s a whole another game. You have to know what’s sellable and not sellable.  
Johanna: Sure. How many people are working here? 
Simon: In this shop, on normal working hours, we will be two persons, and maybe one working 

part-time some days a week. 
Johanna: In general? 
Simon: In general, in every shop, there should be about two persons. 
Johanna: And do you rotate as well? 
Simon: I rotate in that kind of way that I price in Lyngby and here. So I rotate and I work 

normally, two days here and three days in Lyngby. Every second week, I work six days.  
Johanna: Okay. That’s quite a bit of work. Have you noticed any changes over the last years? 
Simon: Of course, in the last years, people buy more vinyl. More youngsters come in and want 

vinyl. And that has not changed that much, because I think it’s been like that for four to 

five years. I think it’s the same. I think there’s more young people listening to some 

genres that have not been moving that well like two years ago. Like Prog Rock, Yes and 

Krim Crimson and stuff like that. Like two years ago, that didn’t sell that well. But now, 

I don’t have it. It was something that if people come in and ask for YES records, I would 

always say, “Yes. You can go downstairs and you can find it.” That’s not possible 

anymore. Now, it’s sold out. The demand is bigger than what we get in. 
Johanna: Interesting. Would you say that you sell less CDs now? 
Simon: I would say, actually, that the vinyl, the CD and the DVD segment is about the same as 

when I started. I have not noticed that the CD has gone down in how sellable it is, but 

it’s different stuff we sell. You cannot sell Rihanna every day, because people can stream 

that. But general rock albums from the 70s that are rare on CDs, in the 80s and 90s, 

that’s highly sellable.  
Johanna: Where do you get reissues from? I mean, do you also buy new records? 
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Simon: No, only second hands. All the reissues that we get in from CDs or vinyl, people would 

buy it and come sell it. And we have a lot of customers that don’t sell it. They change, 

because the changeable price is higher. If there is a cash price, then normally we throw 

in like 30 to 40% of the cash price if you want to change to stuff from the shop. And 

that makes good sense because then, then money stays in the shop. 
Johanna: Yeah, nice. That makes sense. You can’t really say what your prognosis for the future 

is-- 
Simon: The prognosis for the future is that, at some point, DVD, I don’t think it would die totally, 

but a lot of the stuff—Hollywood production that you can buy maybe for 15 or 20 krone 

for a new DVD, that will stop being sellable. It will be more classical movies. But still, 

as a shop, we have to have wide segments. We also have to have these Hollywood 

productions. Because I have noticed that when the Danish TV shows a particular movie, 

the day after, people come and ask for it because they didn’t see it from the beginning. 

So for us to sell it, we have to have a wide segment of choice, and then we will be some 

kind of a library. Do you understand? 
Johanna: Yeah, true. Because it’s not that much money. 
Simon: I think that we would be forced to lower the prices. Lower the one-piece price and give 

a larger discount if people buy more. It’s still sellable, but not as it is today. The DVD 

will have a hard time maybe five years from now. That’s how I think about it. I do not 

know, but that’s my feeling. The CD will survive in longer terms, and who knows if the 

CD will become some kind of retro at some point like the vinyl is. I don’t know. It’s 

part of why the vinyl is cool today. They also buy vinyl—something from their mother 

and father. 
Johanna: Of course, absolutely. What about tapes? 
Simon: The tapes? 
Johanna: Yeah. 
Simon: Yeah, of course we sell it. In our shop in Lyngby, we have a great selection of tapes. In 

Lyngby, we also have Shellac record 78s, we also have laser discs and VHS. Because, I 

think it’s funny that if you are a music shop, you should have all. 8mm too, if it’s 

possible. You just don’t see that often anymore.  
Johanna: How about acetate? 
Simon: Acetates too, but not that many. It doesn’t look. And it’s not because the VHS—I cannot 

sell VHS. Maybe one in two months, but it has a little place for itself. Perhaps somebody 

has a summer house somewhere or if they don’t have an antenna and they have an old 

VHS player, they can come in and find an Old Danish movie or Star Wars or some 

children’s movie or something. 
Johanna: (Laughs) But do you have something like a typical customer? You probably have a lot 

of regulars-- 
Simon: We have a lot of regulars. Some of them are more crazy than others, but that’s how it is. 

We have a lot of regulars coming in and—what do you mean by regulars? If they come 

more often? 
Johanna: Yeah, for example, is it mainly people that just drop by because they pass by here and 

they come only once? 
Simon: This shop is centered in Copenhagen, so we also have people on holiday. There is 

tourism here, too, but that’s not the main part. The main part is, people collect records. 

Not on a great scale, but just buy a new vinyl every week, and they swing by with their 

wives or boyfriend or girlfriend and check out what new arrivals there are, and buy some 

records. Then we have some that collect and they come in and buy for maybe 500 or 

600 kroner, but the most sales we make there are like 100 or 150—buy two or three 

records. And then, we have some—because we have the market here, too, for our scratch 

stuff in the basement. The price goes down every week. And of course, there are some 
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who only come for the good bargains. They only go down to the second hand market 

and buy a lot of stuff for a little price.  
Johanna: Okay. Would you personally say that vinyl is a superior music format? 
Simon: I am not sure what you mean. 
Johanna: Whether it has the best sound quality. 
Simon: There are two things in that. I think you can buy CDs called SA CDs, and I think they 

have a better sound, but I do not go that high up in sound. Because sometimes, earlier 

recordings or poor recordings can be cool.  
Johanna: Yeah, it depends on the kind of music. 
Simon: Yeah. I am not the kind of guy that uses 10000 kroner on an amplifier and a set of 

speakers and a gramophone. I just have a basic system and I use my money on records. 

Some of them sound poorly but they are cool because they sound poorly. Some sound 

superior, that’s also cool. I do not want the superior production. I do not dig the 80s that 

much because, for me, it’s too clean. It’s too vibrant, maybe. We listen to jazz now from 

57s and those recordings sound fantastic. So they can be cool, too. Maybe the dynamics 

is not the same, but that’s how you listen to it. 
Johanna: Yeah, sure. I think it really depends on the type of music it is. 
Simon: Exactly. 
Johanna: Would you say that these have an added value besides the storage of music? 
Simon: An added value? The VINYL RECORDs? 
Johanna: Yeah. 
Simon: The added value, if you buy first presses. That’s an added value. But then, you also pay 

a lot of money for them. Some of the vinyls go up in price. Some of them maybe evens 

out, but if you buy Pink Floyd, Dark Side of the Moon, you can buy it in a reissue—in 

a decent copy, it would be around 150. Original pressing in UK in a decent cover, it 

would be around 2000 krone. That’s how I manage the shop. I think internationally, first 

pressing in the UK can go five times the amount. There is an added value, but that would 

be more in original pressings. And who knows? Who can figure out the future? There 

are a lot of new vinyls that come out in 2015 and 2016. They come out in limited editions. 

Like the first 100 pressings colored vinyls and stuff like that. Some of them would go 

three or four times up in price.  
Johanna: That’s kind of an artificial added value. 
Simon: I know. That’s how many collect records out from what’s expensive. I have some that 

only want the original pressing. They would never buy a reissue. But it’s just like the 

added value for me is the . The cover art and the.  
Johanna: That’s also what I am talking about. In terms of experience-- 
Simon: That’s the experience. Because the feel of the club, if you did posters and stuff like that, 

it is like a small poster.  
Johanna: Yeah, I mean, it’s really something to grab on. 
Simon: Yeah, it’s more physical. You can actually use your nails, but the vinyl will not be 

damaged if you touch the vinyl. It would get greased and you can clean it, actually-- 
Johanna: But you do have to take care of it and maintain it a bit.  
Simon: Of course. You know, I find out that these old time PBCs can damage the records. You 

have to be sure about what you are doing because you can damage the records. These, 

you buy because you want to protect the cover—to protect the record, but actually, if 

they are stored and not listened to for a long time, the vinyl can take damage, and it 

would get like a milky gloss that in the end can be audible and have a low noise when 

you play it. So I think they should stop selling these in the shops. That’s something I 

think we should do. You can get something that’s more like this. This is not that 

damageable. And this, down here. They are not that nice. They are more milky, but they 

do not damage the record to the same extent that these can. I have seen a large collection 
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come in where 150 records have been all damaged by milking. So before, I stored my 

record in this, too, but that has ended. So, that’s my advice. No more PBC.  
Johanna: But I think it’s kind of nice that you have to maintain them a bit. 
Simon: Of course, yeah. And it is paper. So when you are storing it, it will get worn. But I do 

not have any problem with worn records. I do not collect records in excellent condition. 

I collect records that I want to listen to. And I think some of them, when they are 

damaged, that’s pretty cool because it has that history-- 
Johanna: It’s unique. 
Simon: It’s unique in some kind of way. 
Johanna: That’s true. And even some scratches-- 
Simon: Scratches can be okay. At some point, if you want to listen to jazz and there’s just a solo 

piano playing, sometimes, it can be annoying. But at some point with a quintet or a 

sextet playing jazz, the scratches are okay, and it also saves a lot of money. 
Johanna: Yeah, and maybe it reminds me of your personal-- 
Simon: Of course, my personal copy of it has its own audio file expression. 
Johanna: Okay. Last question, why do you think people would buy and should buy vinyl in stores 

and not on the internet? 
Simon: I don’t know if they would get a good service, but if you go to the internet, you can 

listen to a 30-second sound clip of it or stuff like that, but if you go to the shop, you will 

meet a nice guy trying to help you—trying to inform you about what it is and 

possibilities of listening to. If you go to Discogs and a lot of places on the internet, if 

you go into a certain record that you are interested in, then YouTube would have some 

suggestions for you where you can purchase through. 
Johanna: But only based on algorithm. 
Simon: Yeah, it’s possible for me to say, “I dig this. This is me. I dig this album. And you dig 

this album. This is very similar, not 100%.” 
Johanna: And maybe not even in the same genre. “This bassline-- 
Simon: “It comes from this record” or something. And then, they would try to listen to other 

stuff that they would have never listened to before. And then it’s always cool meeting 

people and interacting. So it’s kind of like people get good service. I don’t know whether 

or not it’s true, but I don’t buy on the internet. Some of my friends do and they have 

experiences like that. Lots of pressing failure in the new vinyls if you buy them, and 

then you have to return them and stuff like that. 
Johanna: And if you buy second hand-- 
Simon: Second hand, you have to depend on the seller. A Frenchman or even another Danish 

person creates a record—some are very high on creating it and some others are not—if 

you go to a shop, you will get a lot of good information and you have the chance to 

listen to some other stuff and browse around and then you look at another cover and say, 

“Oh, that’s interesting.” And you can ask the one behind the counter, “What is this?” 
Johanna: Yeah. 
Simon: Is that it? 
Johanna: That is it, thank you very much. 
Simon: Cool. No problem. 
 

 

Appendix 8.3. Field Notes 
 

Interview 1 with Andreas (Mint Records) 
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• Asked him just a couple of days earlier, very eager to participate without knowing exactly 

what it was about or my name. 

• I came in in time at 2.30 pm on the first of February. 

• Quite busy when I came in but another guy was there to take care of the customers. 

• It smells of records and a bit of dust, especially in the basement, which is the space where 

the bargain bins are placed 

• Still, I would browse a bit through the crates because Andreas had something to organise. 

• The presence of VINYL RECORDs, CDs, DVDs and other music related objects is very 

obvious, almost a little overwhelming to a point where it's difficult to know where to start 

digging 

• With me, there were four other people, just men, browsing, all of them alone, in different 

parts of the shop. All of them appeared to look at every single cover in the crates they 

picked and took out a lot of them. 

• One guy had an extra bag for the storage of vinyl records, one that DJs often use when 

they go on gigs. Another one had a bag that looked slightly impractical, not just the normal 

backpack, but more of a messenger bag, big enough to carry around vinyl records. 

• While I said hello to Andreas and his co-worker, another guy came in to ask whether they 

had a particular record in store and left again when they said no. 

• A bunk of records lay on the counter and crates were squeezed into the small room behind 

the counter, so that Andreas had a little trouble getting out from behind the counter. 

• We had to go to the far end of the store, surrounded by crates and crates of records, no 

place to sit or put things really but still cosy. 

• The store is spacious, with newer music close to the door and older music in the basement. 

The listening booth invites to listen to records, there is no listening opportunity for other 

music formats. 

• During the observation, there is some customer talking to the clerk at all times, they seem 

to be having questions about the records, where something is stores, the stock and other 

suggestions. 

• Two customers browse through the CD section, they are approximately 19 and 65 years 

old respectively. 

• Covers are put up on the wall and referred to during the talk 

• Every bit of space is used up for storage and at some point it gets a little uncomfortable to 

be squeezed into the far end of the shop. This might have led to kind of a rushed interview. 

• lots of laughing or joking around 

• lots of affirmative ja’s and ok’s from my side 

• Andreas doesn’t feel too comfortable with the reissue thing. 

• Andreas has talked about this topic a lot it seems, especially when it comes to vinyl being 
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a conscious choice. 

• the name “Mint” is weird, since there’s hardly any records in Mint quality available at the 

store. 

• Andreas points a lot to the cords to underline points in his narrative. Also, he uses a lot of 

hand movements to show how one takes a record out of the case, puts it on the player and 

takes the needle carefully down. 

• For example, when he talks about the cover of the VINYL RECORD, he takes on out and 

shows it from all angles, points to the artwork and on the back to all the information you 

can get. 

 

Interview 2 with Nikolaj (Sound Station) 

 

• When I enter the shop, Nikolaj is not present, so I browse a little bit. The shop is big but 

divided into 5 smaller room, each with a different focus. The first room features crates in 

the middle with new music and newer CDs on the wall. 

• The rooms still feel spacious since the crates are not so squeezed in and classy black 

shelves are build all the way up to the high ceilings. 

• Everything seems very well organised 

• Also, the crates are not to full, so one can dig through them more easily. 

• A guy in his late 60s is looking at the CDs. 

• On the right hand site is the counter but nobody stands there. 

• All the way to the back a door stands open to a back room and I can see a man sitting on a 

big desk with hundreds of VINYL RECORDs lying and standing around him. He seems to 

be doing some bookkeeping or the like. 

• I approach him and he says loudly that somebody will be with me in two seconds. 

• I ask for Nikolaj and he points to a door to the basement where Nikolaj is apparently 

picking up some records. 

• The man at the desk introduces himself as the owner, Jesper and asks what the interview is 

going to be about. 

• Meanwhile Nikolaj comes upstairs and proceeds to make some coffee for us while I talk to 

the owner. 

• He seems very interested in the topic and has obviously thought a lot about it. According 

to him, the time factor is most crucial. The resurgence of VINYL RECORDs as a reaction 

to a fast-paced everyday life. 

• I feel very welcome, almost as if I'd been invited into a family's home. 

• Nikolaj comes with the coffee and we talk about how we want to conduct the interview. 

• He wants to take all the time needed so we go into one of the less crowded rooms of the 
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shop and sit down on two footstools, that can be adjusted in height in order to reach the 

top shelves. We sit between two lines of crates in the middle of the room. 

• On the way into the room, he talks the older customer from before and suggests two Cds, 

that he also sells him right away. 

• Since we sit down it is a very relaxed interview situation, also with the coffee mugs 

• At some point, while we talk about how organised the shop is, Nikolaj finds an VINYL 

RECORD that stands in the crate next to me and takes it out, claiming that this particular 

VINYL RECORD absolutely doesn't belong in that crate. He then puts it in another one. 

• Nikolaj very often refers to some of the customers that are present or have been present in 

order to explain what their motives for coming into the shop as well as categorising the 

customers. 

• When he talks about how people use the store he stands up and browses through a crate, 

takes out a record to show, how that could be interesting to a customer and why one might 

ask questions about or that it could simply be the cover-art that would drive someone to 

buy the record. 

• To emphasize the advantage of an VINYL RECORD cover, Nikolaj gets a case out of a 

crate and holds it very close to his eyes so as to say what one would have to be doing that 

to get information of a CD case. 

• When we talk about the sensuality of vinyl, Nikolaj points to a customer in the next room 

and asks me to let him confirm that part of why he's be attracted to vinyl would be its 

sensory qualities. 

• That customer also includes himself in the conversation at some point talking about the 

sound, the atmosphere and such 

• Nikolaj takes me to the counter after the interview to show me a variety of records with 

special features. Beautiful artwork, liner notes, extensive posters or photograph, even a 

box of matches 

 

Interview 3 with Tim (Ooh Aah Records) 

 

• Tim has a rather small shop (just one room) in a quieter part of the city. 

• Apart from some cafés there's not a lot of city life 

• Still, when I arrive, three people are in the shop already, together with him, sorting through 

some new arrivals 

• As I figure out later, none of them are employees but part customers, part seller. 

• They sell some stuff out of their collection and in turn look for new stuff. Most of them 

still leave some money with Tim. 

• The atmosphere is very friendly and family-like 
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• While we smoke a cigarette outside, some of his friends/customers put on music on the 

turntable behind the counter 

 

Interview 4 with Flemming (GOLDMINE Records) 

 

• Flemming told me at the previous introductory meeting that he is not the biggest fan of 

vinyl and would not contribute to an ode on the format. I his opinion it's just a good thing 

in new clothes. 

• When I come into the big but very crowded one room shop, two customers are digging 

through the crates. 

• The room has a very high ceiling and is up to the hilt filled with records, some hang on the 

wall, together with guitars, other instruments, posters and other music-related objects. 

•  

Interview 5 with Simon (Accord) 

 

• Simon is the Vinyl expert of the store, it was really hard to get an appointment. 

• I arrived 10 minutes before the shop closes, there’s still around 10 people browsing, one 

couple, else just loners, 

• One listens to an VINYL RECORD on the player that stands present with headphones just 

on the opposite side of the entrance. 

• Simon is on the phone but waves at me when I come in, afterwards he goes around to tell 

people that they will be closing soon but nobody seems to leave. 

• We start the interview on the counter, he offers to turn down the music but customers are 

still present and i don’t want to disturb the normal routine, so jazz music is playing in the 

background, apparently an VINYL RECORD that he is really fond of and put on just 

before the interview starts. 

• He notifies me that they are going to have a staff meeting in an hour and seems a bit 

stressed. While we talk he finds new sleeves for some VINYL RECORDs and continues to 

work. 

• Some customers go throughout the interview and staff members come in, lingering around 

the corner as if they want to hear what we are talking about. 

• Simon seems to be a bit distracted and eager to answer the questions quick and right. 

• Simon seems shy about having worked there only for two years. 

• When asked about how he does the pricing Simon refers to the computer that is currently 

open on a pricing site, apparently he just looked something up before putting a price tag on 

an VINYL RECORD. 

• Simon points to the disc with the better second assortment to show how easy it would be to 
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exchange a cheap for a better disc if they would not be sealed inside the store. He seems to 

be sad of the fact that this has happened before and they need to use this type of protection. 

• He points to a version of “another brick in the wall” of Pink Floyd, probably the same 

version that I'd seen earlier at Goldmine, when we talk about the pricing. Again, the 

argument here is, that one could get a much higher price for the record if it would be the 

first or a more rare pressing. 

• When we talk about maintenance Simon refers to a bunch of VINYL RECORDs that lie in 

front of him, he has been working with them before we started and also a bit throughout. 

He shows me the cases they were stored in and how they give the record a bit of a milky 

appearance. He tells me that he noticed that they ruin the records and that he stopped using 

them at home. Now he urges the store to stop using those as well and switch to slightly 

less elegantly looking ones that don't damage the VINYL RECORDs. 

 

 

Appendix  8.4. Coding Structure 

 

 

 

 

 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Cultural Heritage 

- effect of famous musicians dying 

- collecting culture 

- culture class fight 

- storytelling 

- cultural heritage 

- old music outsold new music 

- record shops tell about the city Personal Heritage 

- connection to the dead 

- selling feelings 

- biography of records 

- music changes people’s lives 

- personal copy 

- memorabilia 

- young people buy more vinyl 

- vinyl is retro 

- nostalgic 

- records have history 

- scratches can be ok 

- records show who you are 

- signal value 

Heritage 
Materiality 
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Taste/lifestyle 
- taste 

- personal taste 

- tape culture 

- systemic pressures 

- new direction of society 

- attitude 

- lifestyle 

- digital music not for music lovers 

- worship 

- combine formats 

 

Sound 
- more to it than sound 

- better sound 

- bad sound quality 

- CDs too clean 

- more dynamic sound 

- difficult to hear difference Feel 
- Digging 

- Value of tangibility 

- Atmosphere 

- Feel 

- Presence 

- Vinyl is materiality 

- Sixth sense 

- Feel 

- smell 

Look 
- Size 

- Looks  

- Artwork 

- Condition  

- equipment 

 

Style 
Materiality 

Sensory 
Materiality 



140 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Open-Mindedness 
- Non-discriminatory 

- Music is universal 

- How people buy records  

- Open-mindedness 

- Appreciation and acceptance of 

all kinds of music 

- Preferences discriminate 

- Everyone should be able to afford 

records 

- All genres Trust 
- Trust 

- Not about the money 

- Authenticity 

- Quality is uncertain online 

- No overpricing 

- Fairness 

- It’s about music 

- Real value 

- Not about the sound 
Belonging 

- Social space 

- Meeting different kinds of people 

- People like to tell their stories 

- Relationship with customers 

- Space for eccentricity 

- Social responsibility 

- Loneliness in www 

- Music is experience 

- Big chains are closing 

- Regulars keep the shop running 

- One big family¨ 

- Hang out space 

- People are more distant 

- Good customers find the place  

- Change option 

- Social tradition 

Authenticity 

Materiality 

Experiential 

Value 

Belonging Experiential 

Value 
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Expertise 
- Expertise 

- Navigation 

- Gatekeeper 

- Flow  

- Service  

- Middle man 

- Using technology 

- Reward for coming to shop 

- Network 

- Buying up collection 

- Buying more than selling 

- Good suggestions 

- Organisation 

- Bargain 

- Rare records 

Knowledge 
- Value of records 

- Not all music is online or on 

CD 

- Limitations online  

- Vinyl trend 

- Music genres are difficult to put 

in a box 

- Information 

- No info in new music 

- Uncertainty 

- knowledge 

Information 

Experiential 

Value 
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Effort 
- Maintenance 

- Longevity 

- Inconvenience 

- Quick fix 

- Time constraints 

- Double use 

- More effort in producing  

- Better fix 

- Easier to sell online 

- Effort 

- Convenience  

- New value 

- Against all odds 

- Non-convenience is part of the 

success 

- Conscious listening 

- More focused 

Slowing down 
- Simplicity 

- Conscious choice 

- Time  

- Taking time 

- Back to small shops 

- Back to basics 

- Slowing down 

- Most people browse 

- Some people stay six hours 

- Deliberate choice 

Convenience 
Experiential 

Value 


