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Chapter 1:  INTRODUCTION 

Setting the ‘Scene’

The ways in which we produce, promote and consume music are undergoing a dramatic transformation, defined by digital technology and the role of the internet.  Placing independent music at the centre of the wider creative industries, this research sought to capture experiences and perspectives from 1990s DiY Music  in order to inform our understanding of the rapidly changing ‘business’ of music.  

The initial idea for this research stems from my own involvement in 1990s DiY Music and subsequent career in creative industries, and explores the latest incarnation of ‘DiY’ music resulting from the digital music revolution and the ability to record, produce and promote music without the influence of major record companies. However, to what extent is the current DiY trend new and ‘independent’, and how does it relate to the changing nature of the music business?  

As this research highlights, ‘DiY’ Music is particularly hard to define, yet is characterised by punk ideology, anti-consumerism and political protest.  Although the roots of UK DiY can be traced back to the 1960s and beyond, from hippy peace camps to political punk bands such as Crass, DiY became a defined cultural movement during the 1990s when the protest, free-parties and punk scenes converged.  With the backdrop of Thatcherism and economic recession, and history of counterculture and protest, 1990s DiY Music ranged from techno to anarcho-punk, with bands, DJs and sound systems rejecting corporate mass-production by taking control of their own recordings, gigs and distribution. 

Throughout this time, I was heavily involved in the UK DiY Music scene as a gig promoter, a fanzine writer and publisher, and a performer in a ska-punk band.  From 1997, I combined this activity with the relative security of working for a media charity and have since developed a diverse and independent career in community media production and education, a career which could broadly be classed as that of a ‘Creative and Social Entrepreneur’ and one which has largely been defined by continuing social and political values. 

In recent years, I have observed whilst ‘DiY’ has come to refer to ‘alternative’ music in general, and to the increased ‘Do-it-Yourself’ music production and marketing potential of new technology, suspecting that the term has re-emerged without the original substance and values.  Therefore, in order to further understand the nature of creative, and specifically music, entrepreneurship, I set out to discover if fellow 1990s DiY Music practitioners saw current independent music in similar terms.  If the roots of my own career lay in the DiY ethos, had others followed a similar path, and if so what are the issues and the implications for creative entrepreneurship in the cultural economy?

The Government’s call to build a “Creative Britain” (DCMS 2008) is one of the most recent examples of the increasing significance of creative industries in the British post-industrial economy, largely defined by digital technology and the central role of small businesses and independent working.  The economic impact has resulted in increased theoretical and policy focus on the characteristics of creative entrepreneurs and the drive to build an enterprise culture to support their development (DCMS 2008:48).  Whilst the growing focus on ‘Creative Industries’ recognises the significance of independence, policy and theory places creativity in increasingly economic terms.  Where 1990s DiY Music may have set out to challenge capitalism, current ‘DiY’ Music has gradually become discursively repositioned at the centre of capitalism.  I was interested in these discursive tensions and in finding out the terms in which others talked about the ‘independent’ music industry today.

Leadbetter and Oakley (1999) highlight the role of ‘The Independents’ within the knowledge-based economy, a theory built on and adapted to the analysis of music micro-enterprise by Wilson and Stokes (2002). However, whilst both attempt to re-frame the concept of ‘entrepreneurship’ in terms of the collaborative nature of creative entrepreneurs, this research demonstrates the degree to which economic and cultural value continue to be inextricably linked.

The research places music at the heart of the wider creative industries and explores music ‘activity’ in it’s widest sense, focussing not only on the recording as the primary commodity, but on wider music cultural practice from live performance and promotion to graphic design, merchandise production and fanzine and magazine publishing.  Whilst each of these areas of cultural production warrants further exploration, the primary research aim was identify broad themes through a snapshot of activity.

DiY music and culture play a significant role in the history of popular music theory.  However, rather than outlining the history and definitions of DiY Music, this research focuses on one particular area as an example of alternative practice.  The anti-corporate, protest roots of 1990s DiY culture provides a useful case study for the exploration of current music practice, particularly that which is based on the potential to recapture creative freedom, producing and promoting music without corporate interference.

The research methodology combines recent interviews with ethnographic observation and participation throughout the 1990s and to a lesser extent today.  I sought to engage a range of people who had been active in the 1990s DiY Music scene in order to reflect the diversity of activity, and chose to refer to ‘practitioners’ throughout after respondents invariably spoke of involvement in more than one area of creative production, a characteristic attributed to current music entrepreneurs.    

Throughout the research, I attempt to relate a 1990s DiY Music discourse to the rapidly changing independent music sector and role of the music entrepreneur.  In the following chapter I outline the main theory and debate surrounding cultural industries and entrepreneurship, together with the notion of ‘independence’ within popular music.  In the Findings Chapter, I then use these ideas in adapted form in the analysis of in-depth interviews with a range of 1990s DiY Music practitioners.  These accounts of countercultural creative practice help to explore the nature and implications of the ‘Creative Economy’ and ‘Cultural Entrepreneur’, highlighting the complex relationship between cultural and economic ‘value’.

Chapter 2:  LITERATURE REVIEW

Counterculture, Music & the Creative Industries

This research attempted to capture and interpret a discourse on DiY Music, in order to identify key themes and issues to inform our understanding of the ever-changing ‘business’ of music.  Whilst the subject choice and scope of exploration are purposefully specific, the study of this particular area of DiY Music is unusual.  There are few texts that deal exclusively with DiY, and a limited number currently which deal with the rapidly changing nature of the music business in the face of new technology.

However, the wider themes lead to a vast range of theories across music, culture, creativity and business, as well as theories on discourse itself.  Therefore the challenge lies in the volume of relevant theories, and the literature review is concentrated into three interrelated and overlapping areas:

· Theorising the Cultural Entrepreneur

· Counterculture and ‘independence’

· Discursive practice.

DiY Culture practices a form of “intuitive liberal anarchism” (McKay 1998:3), placing itself directly in opposition to capitalism and commercialism.  Yet where the DiY ethos does not sit comfortably with terms such as entrepreneurship, industry, profit and enterprise, McKay argues that, like everything else, “countercultural moments are always implicated in capital, even where they try to escape or subvert it” (1998:20).

Where McKay focuses on the wider issues of 1990s DiY Culture, music is a defining factor in the culture of protest, from warehouse parties to folk-punk.  Understanding of the wider context of DiY Music and the conditions of growth can contribute to the identification of the differences and similarities in music practice and the meaning of ‘DiY’ then and now.  
Cultural Entrepreneurs

As the following interviews demonstrate, it is unlikely that the majority of 1990s DiY Music performers, producers and promoters would refer to themselves as ‘entrepreneurs’ of any kind, yet it could be argued that DiY cultural producers display most, if not all, of the qualities and characteristics attributed to cultural entrepreneurs.

For Leadbetter and Oakley (1999), the term ‘cultural entrepreneur’ is synonymous with ‘independents’ - small, independent operations involved with both the production and distribution of cultural products. They describe a “new model of work” and creative production derived from their characteristic independence, highlighting their role in generating not only economic growth but in promoting social cohesion and a sense of belonging.  Wilson and Stokes (2002) develop this approach further, recognising the significant entrepreneurial role of small independent businesses in the music industry, emphasised by the emergence of on-line music businesses and use of new technology.

Both studies argue that the interconnected and highly collaborative nature of independents holds the key to wider, sustainable, economic growth. Together with Landry’s focus on the importance of ‘creative clusters’ as part of the ‘Creative City’ (2000), the theory around cultural entrepreneurship highlights the importance of networks and collaboration.  However, it could be argued that the collaborative nature of any alternative music scene has always been the key to its success, and even more significantly within DiY Music due to the role of shared political and countercultural objectives.
This focus on collaborative working illustrates one of the more subtle ways in which the cultural entrepreneur differs from the more competitive image of the traditional ‘entrepreneur’.  According to Schumpeter (1949), the term can be traced back to the 18th Century economist, Richard Cantillon, who defined an entrepreneur as “someone who buys the means of production at certain prices in order to combine them into a product”, then significantly, sells them on at a price that is initially uncertain (1949, in Clemence 1989:254).  The term is widely attributed to J.B.Say who developed the idea further, putting the entrepreneur into the centre of productive and distributive theory.  More recently, Kirby (2003) argues that an entrepreneur is an individual who establishes and manages a business for the principal purposes of profit and growth.

This focus on the control of the means of production and distribution, and on profit and growth, immediately illustrates the inherent conflict between the capitalist roots of entrepreneurship and the supposedly creative freedom of independent music or the anti-capitalist counterculture of DiY Music.  However, whilst the term is heavily weighted with capitalist connotations, the wider definitions of entrepreneurship may still apply.  

For instance, Davidsson (2004) points out the lack of common understanding of what entrepreneurship is, and argues that it consists of:  the creation of new enterprises or organisations; taking advantage of opportunity by novel combinations of resources in ways which have an impact on the market; the process of pursuing opportunities without regard to current resources; and the process of creating something different with value.  This definition not only moves away from the purely profit-driven model, but also highlights the intrinsic creativity of innovation and entrepreneurship in general.

Howkins’ “10 Rules for Success” in the creative economy provide a useful framework for the exploration of common themes and the comparison of music business practice then and now.  He refers to the “post-employment job”, describing new and independent ways of working in the post-industrial knowledge economy and argues that creative entrepreneurs share five key characteristics:  vision; focus; financial acumen; pride; and urgency (2001:130).  

The key characteristics might be evident to different degrees in different areas of music business practice, yet his “Rules for Success”, including the ability to invent yourself; learn endlessly; be kind; have fun; and most importantly, the ability to make and break your own rules, are relevant not only to 1990s DiY and contemporary independent music entrepreneurial practice but for entrepreneurship in general (2001:155).

Cultural Industries

The role of the ‘cultural entrepreneur’ is central to theories on the post-industrial creative economy, and falls into the broader debate around the nature, and even the existence of Cultural, or Creative, Industries.  Adorno and Horkheimer introduced the term ‘Culture Industry’ to describe the industrialised, homogenised, market-driven mass production of culture, as opposed to using the term ‘Mass Culture’, more likely to suggest an artform spontaneously created by the masses (Macey 2000:78).  

They argued that mass production and commercialisation of culture destroys creativity and artistic value, and presented the Marxist concept of a ‘Culture Industry’ as a means of mass deception and oppression rather than as a result of creative expression of the masses (1979, originally published in 1947).  This distrust and rejection of the mainstream commercial music industry is central to the DiY ethos in its purest terms, although participants might be more likely to associate themselves more with political activism than artistic endeavour.

Since the 1970s, there has been a significant shift from this notion of a singular ‘culture industry’ as a critical concept towards a descriptive concept of plural ‘culture industries’.  Theory has shifted from the focus on the plight of creative artist to concern with the character of creative industry, and from how capitalism impacts on creative work to how capitalism manages, organises and provides the conditions for creative production (Negus & Pickering 2004:51).  

Negus and Pickering argue that this reconstruction of culture industry study focuses on enabling policy makers to intervene economically and ideologically.  This shift in focus reflects the recognition of cultural production as a powerful force in a post-industrial, knowledge based, global economy at a time when these industries have moved closer to the centre of the action (Hesmondhalgh 2002:1).

Hesmondhalgh typifies the redefinition of cultural industries theory in his attempt to identify patterns of change and continuity in a new political, social and economic context.  He sees cultural industries as managing and circulating creativity, referring to ‘symbol creators’ and ‘texts’ involved in the production of social meaning.  However, whilst digital technology is widely seen as changing the face of cultural industries and bringing about a revolution in production and consumption, Hesmondhalgh also highlights continuities in cultural production, an approach which is central to the hypothesis that the current digital music generation’s approach to music production and promotion is nothing new. 
Music enterprise is at the centre of this ‘knowledge-driven economy’, where industry has moved away from manufacturing and towards the use of creativity and ideas, or as Leadbetter describes it, “living on thin air” (1999).  Where the language of ‘business’ and ‘industry’ may be alien to the creative integrity of many musicians, the economic impact of music is undeniable, with UK sales revenues for recorded music alone averaging £1,900 million a year over the last decade (Wall 2007).  

Counterculture & ‘Independence’

As with the wider cultural industries, music production, promotion and consumption should be examined in cultural as well as economic terms.  Where more recent discussion focuses on the impact of new technologies on the ways we create and consume, earlier popular music theory focuses on the impact of recording and record production.

Simon Frith sees the “technology of mechanical production” as responsible for the reduction of culture to commodity (1978:194).  He highlights the continuing struggle between music and commerce as the core of rock ideology and sees creative control as being firmly linked to the means of cultural production.   For DiY Music, avoiding corporate influence and taking back as much control of the means of production as possible is central to the creative process.  

Frith describes a cycle of counterculture moving into the mainstream, with rock operating as a counter culture only briefly and sporadically, “it does not take the industry long to control and corrupt” (Frith 1978:19).   Whilst he does acknowledge moments where the artist and audience break through the system, most of the time he sees business as being in control, continuing a cycle of incorporation of creativity by commerce (1978:161).   

Where Frith’s approach shows a cyclical and almost interdependent relationship, Adorno sees popular music as the antithesis of art.  In ‘On Popular Music’ he attacks the ‘standardisation’ of mass produced popular music as requiring no effort, interaction or participation from the listener.  As with the concept of the ‘Culture Industry’, he argues that the primary function is ‘distraction’ for the masses, with the illusion of individual achievement, or ‘pseudo-individualisation’, as central to its success (1941, in Frith & Goodwin 1990:308).  Whilst he agrees that the standard formula is a result of competition and the identification of what is successful, his theory of standardisation lulls the consumer into accepting pre-digested culture, “the less the mass discriminates the greater the possibility of selling cultural commodities indiscriminately” (1990:310).  

Adorno uses psychology to explain the effectiveness of mass music, claiming that it corrupts the imaginative base and renders consumers impotent, which relates directly to the DiY focus on encouraging activism rather than passive consumerism.  It could even be argued that some of the less ‘accessible’ forms of DiY Music from ‘crust punk’ bands like the Amebix, or ‘Drum n Bass’ sound systems like PCM, reject pre-digested culture by challenging the listener’s expectations.  In addition, much of the lyrical content challenges the dominant ideology on issues such as anti-fascism or animal rights such as “Bash the Fash” by Oi Polloi (1993 Ruptured Ambitions) or “Flesh and Blood” by Citizen Fish (Bluurg Records, 1990).  For Frith, DiY Music could be seen as continually struggling against commercial influence and incorporation whilst for Adorno, DiY could be seen as rejecting the standardisation of mass production.

Whilst Adorno takes a particularly pessimistic view of the impact of mechanical production on music, Walter Benjamin was celebrating the possibilities of technology and mass production as early as 1936.  He saw the technology of mass media as progressive, and highlighted the potential for breaking down the traditional authority of art and turning artists into democratic producers, a perspective that commentators on the digital music revolution have reinvigorated with their claims of the democratising potential of new technology.

However, whilst the impact of technology on music production, distribution and consumption is undeniable, Tim Wall highlights the importance of seeing beyond a simplistic narrative of a series of single technological ‘events’ to explore how musical processes interact with technological ones (2003:41).  The relationship is more complex than the cause and effect of single events, and rather than technological developments opening up democratic potential, it could also be argued that the creativity and innovation of underground and countercultural movements directly influence the development of the music economy and culture.  

The current democratisation argument may well be overplayed, especially where DiY is historically rooted in reclaiming the means of cultural production through new and innovative methods.  Within countercultural music activity, lack of resources combined with a passion for both the music and the ‘cause’ often lead to creative uses of the technology available, which then influence mainstream practice.  For instance, DiY free-party scene of the late 1980s and 1990s resulted from a culmination of cultural, technological and political factors and which undeniably shaped the future of the mainstream commercial dance music industry.

1990s DiY Music, and DiY dance music in particular, creatively utilised performance, recording and production technology.  However, mass manufacturing and distribution techniques were overtly rejected, not simply due to economies of scale but through a distrust of corporate influence.  For instance, the slow take-up of CDs amongst DiY artists should not be merely attributed to resources, but to a conscious rejection of what was seen as the cynical corporate introduction of new formats into the marketplace as new means of exploiting the consumer.

Major Record Labels

Corporate domination of the music industry is a central theme within music cultural and economic theory as well as DiY Music itself.   A backdrop of rapid technological developments and seemingly constant corporate mergers and takeovers has lead to changes in the nature and meaning of DiY as well as independent music in general.  The ‘big four’ major music corporations currently dominate the production and distribution of recorded music as part of wider transnational entertainment groups.  

This concentration of control relates back to Adorno and Horkheimer’s ‘Culture Industry’ argument but also to later popular music theory.  Wall argues that subsequent theory not only attacks commercially produced music as the product of a homogenised culture industry, but the institutions of the dominant organisation of production in popular music culture (2003:71).  

From a broad perspective, major record labels are generalists whose primary motivation is profit, where independent labels are niche specialists who meet a particular market need and may be motivated by artistic freedom, creativity and recognition as much as by money.  The role of the ‘independent’ record labels in these terms can be related back to Leadbetter and Oakley’s definition of the cultural entrepreneur or ‘independents’ (1999) with their focus on small operations with creative freedom and collaborative networks.  However the complex relationship between the large major music corporations and economically independent record labels is one which has dominated the history of popular music theory and in recent years has raised significant questions about the nature and even existence of independent music.  

‘Independent’ Music

Independent control of the means of creative production and rejection of corporate involvement is central to DiY Music.  Yet in wider terms, independent record labels have been at the forefront of the history of popular music, usually connected to a new musical style, from Chess for R&B to Tamla Motown for Soul; Stiff for Punk & Pub-rock; and Trojan (as an arm of Island Records) for Reggae, Ska and Rocksteady.  

However, the meaning of ‘independent’ has changed over time, primarily through British 1980s alternative guitar based music where it took on connotations of radical, alternative and a sincere way of producing music for a student-based subcultural group (Negus 1992:16).  As the big record companies saw the market opportunities, the term moved away from reference to a type of label towards a type of music and attitude, replacing the more generic ‘alternative’ music. 

This reworking of the term could be seen as a direct result of commercial incorporation, but rather than describing the relationship between the majors and independents as parasitic or oppositional, Negus refers to a more interdependent ‘web’ of Majors and Minors where internal and external links are developed between the two.  Where Negus sees this web as being collaborative, investment or ‘partnership’ deals between majors and independents could also be seen as corporate control or takeover, diluting the cultural value of independent activity as well as the meaning of the term.  Wall argues that this interdependence is inevitable, where demand for a company’s product increases to the extent that they need to look to a partner to cover upfront costs of production, promotions and distribution, and enter into a P&D deal with a major corporation (2007:18).

Negus recognises that fans and consumers are critical of these arrangements, accusing bands of selling out, but the anti-corporate, anti-capitalist DiY stance further complicates the issue.  An example of this is the originally anarcho-punk band, Chumbawamba, criticised by fellow anarchists and DiY activists not because of their commercial success but for controversially signing to One Little Indian and EMI.  Whilst originally an independent label, One Little Indian was partnered with CBS, the major label that Chumbawamba member, Alice Nutter, had publicly criticised the Clash for signing to a few years earlier.  After releasing one album they made the even more controversial move to EMI, a move that they partly justified with the claim that the label had severed its link with weapons manufacturer Thorn a few years previously.  

In his autobiography, guitarist Boff Whalley justifies the band’s decisions in the light of their roots in protest and anarchism, and claims that there was no essential difference between either record label as they were equally motivated by profit, and that signing with a major gave the opportunity to make the band financially viable as well as to communicate their message to a wider audience (2003).  This argument supports music economy theory that the small record labels cannot survive without the ‘Majors’, and yet in DiY terms the political message cannot survive when linked to corporate control.

Complex ownership and partnership deals have changed the nature of ‘independent’ record labels such as One Little Indian, where they act more as subsidiaries, or even A&R departments, of major labels.  Negus argues that the idea of independence is largely a myth and the idea that “independence inevitably provides an alternative and more sincere form of musical production is based on only a few pioneering labels” particularly Atlantic, Island, Factory and Rough Trade (1992:18).  Whilst small, truly independent music labels do exist today, the term ‘indie’ has been gradually appropriated, associated more with a particular time in guitar pop rather than with the record labels which produced it.

Subcultures

Inevitably, the changing meanings of ‘DiY’ and ‘independence’ are rooted in cultural as well as economic terms, although the two remain interlinked, not least where counter and subcultural movements are seen as products of wider social and economic conditions, with music seen as articulating the feelings of particular groups or generations within society.

McKay argues that the proliferation of British DiY Culture during the 1990s can be attributed to these socio-economic conditions as a reaction to Thatcherism with its high unemployment, boredom, social deprivation and alienation contrasting with yuppie materialism (1998).  Yet he also acknowledges that high unemployment meant people had the time and energy to protest, create and innovate, suggesting that negative economic conditions promote creativity and innovation.  

DiY refers to a particular approach to music rather than to a specific youth culture.  Yet it is the DiY ethos which leads to, and defines, a particular style, scene or subculture, an ethos which is defined by its rejection of the mainstream and opposition to the dominant ideology.  Early theories of popular culture, dominated by the pioneering 1970s work of the Birmingham University Centre for Contemporary Cultural Studies (CCCS), saw subcultures struggling against a Gramscian hegemony and resisting incorporation by media and commerce. 

As a key CCCS figure, Hebdidge’s (1979) semiotic approach to understanding the meaning of post-war youth cultures, is a useful framework for the deconstruction of the multifaceted meanings of DiY music, culture and practice.  His interpretation of signs and symbols placed youth cultures firmly in terms of class and subordination, focussing on the meanings that they unknowingly portrayed rather than those that they consciously constructed.  

However, used in isolation, the semiotic approach could be seen as one-dimensional, focussing solely on symbolism and neglecting the importance of personal experience.  Whilst pioneering and influential, the CCCS approach of set meanings to explain clearly defined youth movements from Teddy Boys to Skinheads within clearly defined class structures, is now often criticised as being too restrictive to reflect the fluidity of post-modern culture.  

Post-subcultures

Muggleton and Weinzerl bring together key texts outlining a new agenda, with post-subcultures becoming a constructed field of study and criticise what they see as the romanticism of the CCCS position of “working class youth subcultures ‘heroically’ resisting subordination through semiotic guerrilla warfare” (2003:4). 

They argue that the view of the monolithic mainstream vs. the resistant subculture is over-simplistic and no longer reflects the cultural and economic realities of life in the 21st Century.  However, pitching the two views against each other may in itself be over-simplistic and Angela McRobbie (1994), one of the original CCCS subcultures theorists, is the first to argue that cultural studies should remain an ‘undisciplined discipline’, reforming and reinventing itself as circumstances demand.  

In her research into Club Cultures, Sarah Thornton describes her approach as ‘distinctly post-Birmingham’.  Whilst acknowledging the debt, she sees the theoretical definition of ‘subcultures’ as empirically unworkable, choosing instead to use ‘subcultural’ as a synonym for ‘underground’ (1995:8).  For Thornton, Club Cultures do not exist independently of, or in opposition to, but in partnership with mass culture.  She refers to ‘taste cultures’ and issues of identity as a means of updating the traditional subcultures approach, and rather than looking at the political and socio-economic challenges, uses Club Cultures to examine a sense of scene and belonging drawing on Maffesoli’s post-modern notion of neo-tribalism. 

Thornton draws heavily on Bourdieu’s (1984), idea of ‘symbolic capital’, where signs of distinction, including language, dress and music tastes are as important as the accumulation of economic capital in terms of social stratification.  Yet she takes the notion further when she refers to the ‘subcultural capital’ of clubbers, where value relates to exclusivity and the lines of demarcation differentiating between underground and mainstream (1995: Chapter 3).
‘Club Cultures – Music Media & Subcultural Capital’ (1995) is particularly relevant to 1990s DiY Music discourse, primarily because it was contemporary but also because particular elements of club culture and dance music were rooted in DiY themselves.  Both DiY Punk and Dance scenes may have been seen as conflicting, yet both aimed at validation as ‘underground’ and ‘different’ in relation to the same mainstream culture.  

Where Hebdidge argues that subcultures sought to be separate from the mainstream as an expression of working class disenfranchisement, Thornton argues that people become part of the underground to gain exclusivity and subcultural capital within the mainstream.  However, this research explores the extent to which DiY practitioners might see involvement as stemming from a rejection of the capitalist mainstream, focussing instead on inclusivity, collaboration, and the accumulation of ‘countercultural capital’.  

Discursive Practice

Whilst the music industry, and creative industries as a whole, can be examined in purely business and economic terms, understanding the wider socio-economic and cultural impact of music creation and consumption cuts across the fields of critical theory, cultural studies, sociology and linguistics.  As indicated above, explorations into DiY and independent music are dependant on the ways in which each concept is interpreted and understood.

Wall warns against a ‘totalising’ historical view of popular music, where it’s development is understood as a definitive chronological narrative, “Rather, there are acts of interpretation and arguments constructed about each music’s meaning, causes and effects” (2003:15) and draws on the work of Michel Foucault to present a framework for the study and interpretation of these meanings, causes and effects.

The methodology discussed in the following chapter focuses on the use of interviews as discursive activities and therefore draws on this approach.  DiY is Do-it-Yourself for a reason, reasons that are firmly rooted in empowerment and control.  For Foucault, power is not embedded in the clearly defined social structures of the traditional Marxist approach, but historically located in complex social relationships with discourse analysis as the key to understanding these relationships and therefore the nature of power.   

Foucault rejected the notion of absolute truth, and understood discourse to be “practices that systematically form the objects of which they speak” (Foucault & Sheridan 1972 in Wall 2003).  Therefore, meanings change through the practices they are engaged in, and DiY Culture is understood as a complex and multi-faceted construct, which has developed through its own discursive practices.  This focus on ‘practice’ is also relevant for the understanding of a concept usually associated more with activity rather than theory and rhetoric.

Rather than the structuralist focus on fixed meanings, the Foucauldian approach helps to understand the constantly changing meanings of terms such as ‘DiY’, ‘Independence’ and ‘Entrepreneur’ which have been adapted and appropriated over time, from 1950s skiffle music to 1990s anarcho-punk to the current digital music generation.  Focus on the ways in which DiY Music practitioners ‘talk’ about the contemporary independent music business is an attempt to uncover and analyse some of these complex and changing meanings around issues of DiY and entrepreneurship in music.  

Foucault’s definition of discourse as “historically developing linguistic practices” (1972, in Potter & Wetherell 1987:7) is particularly relevant not only for the exploration of the changing nature and usage of DiY as a label, but in terms of the actions and identities that it constructs.  In addition, Potter and Edwards’ Discursive Action Model (1992:154) is relevant to the retrospective nature of the research, in that the ‘Action’ refers to what respondents ‘do’ through their interactions, namely the ways in which 1990s DiY practitioners remember, and produce versions of events and people.  

Focus on discursive practice highlights the subtle ways in with language not only orders perceptions, but how it makes things happen, demonstrating the ways in which language is used to “construct and create social interaction and diverse social worlds” (Potter & Wetherell 1987:1).  Rather than outright rejection of the structuralist approach of externally determined meanings, Potter and Wetherell explain how post-structuralist analysts, including Foucault, Barthes and Derrida, recognised that some insights from semiology should be maintained, “particularly emphasis on underlying structure while paying more attention to language use and process of change” (1987:31).  Therefore, the deconstruction of the signs and signifiers of DiY music and culture can be combined with the exploration of discursive actions not only as representations, but as constitutive and located, exploring the extent to which creative and countercultural repertoires have become repositioned from opposition to mainstream.  

So far, we have seen that the range of theories and texts which impact upon the understanding of music, counterculture and the creative economy is complex, cutting across cultural, economic and popular music theory, whilst the wider debate around the concept and nature of the creative industries and entrepreneurship demonstrates the continued dichotomy between art and commerce.  Yet this is perhaps even more pronounced and prevalent within the music sector, and specifically within independent music, due to the ongoing significance of subcultural capital, as outlined by Thornton.

In the following chapters I build on these engagements with existing analysis and theory, and move on to explore the nature of independent music ‘entrepreneurship’ through the accounts of those involved in 1990s DiY Music, firstly outlining the methodological implications of the discursive-focussed and retrospective nature of the research.  

Chapter 3:  METHODOLOGY

The focus of the research is the collection and interpretation of qualitative data on a specific community of creative production, particularly how they see current music industry developments.  Over a period of six months I talked to a range of musicians, producers, publishers and promoters who were involved in DiY Music activities during the 1990s and aimed to engage creatives from different areas within DiY music culture in order to encourage diverse responses and perspectives.  

The research question’s focus on ‘talk’ recognises the central premise that the terms ‘DiY’, ‘entrepreneur’ and ‘independent’ in relation to music are open to multiple interpretations, and in-depth semi-structured interviews were used to gather subjective opinions and personal perspectives on music practice both then and now.  

Ethnography

I particularly sought to explore the nature of 1990s DiY Music practice and culture, through the terms of the practitioners themselves, an approach which draws on ethnography.  In cultural studies, ethnographic research is concerned with the qualitative exploration of values and meanings in the context of cultures and meanings (Barker & Galanski 2001:18).  

Whilst quantitative data may be seen as more scientific with its’ use of large samples and statistical analysis, this research is concerned with the interpretation and exploration of subjective opinions and personal perspectives in the context of DiY Music and the wider contemporary independent music sector.  On the one hand, qualitative research has the risk of low reliability in that it can’t be replicated to test the results, unlike a questionnaire or experiment.  Yet the advantages lie in high validity, where the interviewer can be sure that they are researching what they think they are, through techniques such as follow-up questions and body language.
As a qualitative method, ethnography focuses on a specific community, or in this case a micro-community, in order to reveal subjective common cultural understandings, “A method best suited to emphasising the diverse and the particular” (Thornton 1995:107).  Concerned with capturing the ideas and perceptions of the diverse and particular creative micro-community of 1990s DiY Music, ethnography helps to understand perceptions from their points of view and in their terms. 

Ethnography, in particular, attempts to understand a specific community, often calling for the ‘cultural immersion’ of the ethnographer in order to, “present a descriptive account of social life and culture in a particular social system based on detailed observations of what people actually do” (Johnson 2000:111).  However, whilst recognising the importance of cultural immersion, I felt it was important to adopt an empathetic approach rather than Garfinkle’s more confrontational original ethnographic model, which involved disturbing the social order in order to understand it more (Potter & Wetherell 1987:71).

It could be argued that a degree of observation or participation, is important for placing DiY Music practice in context and identifying key themes, yet Thornton argues that the two are not necessarily complementary: a participating insider will adopt the views of a group, giving credence to what it says, whilst an observing outsider will prioritise what one sees (Thornton 1995:105).  

Thornton highlights the contradiction of both through what Bourdieu explains in terms of subjectivism and objectivism.  Where subjectivism explores peoples’ beliefs and ignores the unreliability of their conceptions, objectivism explains life in terms of material conditions and ignores the experience individuals have of it. Bourdieu argues that both modes of thought are too one-sided to adequately describe the social world (Thornton 1995:106).

My aim was to combine elements of both observation and participation retrospectively.  Whilst interviews with cultural producers, or ‘entrepreneurs’, represent my main data source, my own participation 1990s DiY Music together with my observation of current independent music industry developments have provided a backdrop.  In some ways, it could be argued that my own experience as a cultural producer within the creative community in question represents my research fieldwork, and yet my subjectivity represents the biggest research challenge.

Interviews and interviewees

Whilst I make no claim about the representative nature of the sample interviewees, the respondents reflect a range of DiY Music activities including music performance, production, promotion and distribution.  In addition, I sought to represent a range of music scenes within the overall 1990s DiY Culture, including those of punk and dance music, often perceived as ‘conflicting’ subcultures.

Interviews were recorded with a relatively small number of participants, yet their backgrounds and perspectives represented the range of over-lapping creative practices and sub-genres which fall within the realms of DiY Music Culture, including:

· Techno/Drum n Bass DJ, producer and promoter

· Punk/Hardcore gig promoter and fanzine publisher

· Anarcho-punk performers, gig promoters and distribution label

· Punk promoter and independent record label

A pilot study involving preliminary discussions and questionnaires helped to test the adequacy of the interview schedule and to scope peoples’ positions and viewpoints, showing that 1990s DiY Music practitioners were interested in the research, were vocal on the subject, and were keen to be involved.  In addition, initial discussions demonstrated the degree to which participants were still involved in at least one form of creative production, with all remaining involved or interested in alternative music.  

Whilst this interest helped to engage over twenty potential participants, the practicalities of the interview process remained a challenge.  For a geographically dispersed range of practitioners who remain involved in numerous creative activities, as well as for a part-time researcher, time presented the primary challenge, both in terms of the research timescale but also the time the interview process would involve.  Therefore, despite attempts to conduct interviews by email and telephone, the research primarily consists of data from five semi-structured interviews with relatively local participants to enable ongoing contact.

The interview process focused on fostering trust and empowering the respondents, not only through the process itself but hopefully in validating their viewpoint and opinions through the research findings.  Garfinkles’ ethnomethodological techniques could have been useful in acknowledging and exploring how participant perceptions are culturally bound, and yet the focus on empathetic understanding meant that the approach may have proved too confrontational and isolating.  Rather than challenging perceptions, ethnographic in-depth, semi-structured interviews were used to gain access to the points of view, and frames of references, of the informants themselves.

The goal of traditional interviews tends to be obtaining or measuring consistency as evidence of corresponding sets of actions and beliefs, where consistent talk presents a consistent reality.  However, drawing on Foucault’s focus on the theoretic primacy of talk, the variation in response is as important as consistency and the analytical aim is to identify patterns in talk or ‘families of terms’.  As such, Potter and Wetherell argue that the interview itself is a more interventionist arena, with the interviewer recognised as active participant rather than ‘speaking questionnaire’ (1987:158).

In order to encourage open and honest recollection and accounts of respondents’ creative practice, and more specifically, their attitudes and opinions on the contemporary independent music business, it was important to remain flexible and informal, ruling out the use of the more formal, structured and scheduled interview.  Instead, an outline schedule, or checklist, was used as a safeguard to ensure the interviews remained focused on the research question whilst allowing questions to be customised.  

A main interview was recorded, with the permission of the respondents, whilst the use of preliminary and follow-up interviews increased the clarity and direction of the responses.  Central to the concept of ethnographic semi-structured in-depth interviews is the importance of a relaxed, informal environment and of building a rapport (Harvey & MacDonald 1993:206).  The insider position of the researcher arguably helped to foster feelings of trust and rapport, although it was important to keep researcher contributions to a minimum.  

The main challenge lay in achieving an effective balance between the role of interviewer as detached yet involved, and between the interview as structured yet customised.  In addition, it was important to recognise that the nature of DiY Music means that a large percentage of participants tend to be experienced interviewees in promoting their own music, label, fanzine etc. and added with political activism, they are often vocal and opinionated.  Therefore, where the challenge lies is in unearthing their personal viewpoint rather than their marketing persona.  Furthermore, the interview techniques, including the creation of a relaxed atmosphere and establishing rapport, are central to my own background in radio production, demonstrating a need to actively focus on my own role as academic researcher rather than as radio interviewer.  

The retrospective nature of this research, asking 1990s DiY Music entrepreneurs to compare ‘then and now,’ meant that nostalgia needed to be recognised as an issue for both the researcher and respondent.  In addition, asking respondents to look back and to post-rationalise their motivation presents its own challenges.  For instance, how do we know they didn’t want to be rich and famous deep down?  I sought to explore the validity of the feedback by drawing on ethnographic interview techniques such as probing, awareness of body language and use of follow-up interviews.  

Reflexivity

Reflexivity, or awareness and reflection on the role of the researcher, is central to ethnographic research.  Wetherell, Taylor and Yates argue that discourse-focussed research tends to be small and the choice of topic tends to “chime with the researchers personal interests, sympathies and political beliefs” (2001:17).  Interviews are not only recognised as a two-way process, but in Foucauldian terms, interactions are embedded in, and are constructive of, complex power relations.  Therefore, in the simplest terms, my status as a female researcher mainly interviewing men, arguably influences the nature of the feedback.  However, multiple factors including age, class, ethnicity, and even accent and appearance, need to be acknowledged.  

The aim of the interviews was to capture a range of opinions and perspectives from a specific micro-community of cultural producers, not those of the researcher. The concept of reflexivity recognises that researcher neutrality is impossible and rather than separating the role of the researcher from the research, sees the impact of both as a loop.  Therefore, the ability to acknowledge, and be critical of, the impact of one’s own preconceptions is crucial.  For instance, the researcher’s presence itself may have a ‘contaminating effect’, and it is important to consider to what extent a respondent is saying what they think is expected or most impressive.

Reflexivity and issues around researcher objectivity and distance become even more important where the researcher has prior knowledge and involvement.  Rather than the use of scientific techniques, the roots of Chicago School’s empathetic approach lie in Park and Burgess’ call to post-graduate students to ‘study what you know’ (1921).  Where empathy encourages understanding and trust, reflexivity acknowledges the impact of the researcher’s own values and beliefs upon the nature of the data collected.  The use of an in-depth research journal encouraged reflection throughout the process whilst the support of a mentor helped to maintain objectivity.

In ‘Digital Culture – the View from the Dance Floor’, Helen Cunningham, as both a practicing clubber and a researcher, acknowledges the complex methodological issues around the objectivity of the researcher (1998).  She cites Andy Lovatt and Jonathan Purkiss, who argue that the ethnographic researcher who is already immersed in their chosen culture prior to intellectual involvement struggle with the need to adopt different tactics and identities, jumping from fan to interpreter, to researcher (1996:250).  However, whilst lack of analytical distance may be seen as problematic, Cunningham argues that her insider position benefited the research, where starting from a position of trust enabled her to access more information than an outsider from a university conducting a formal interview (1998:130).

This view is particularly relevant to my own position as an insider researcher where my own experience and involvement in 1990s DiY Culture, undeniably gave me access to a wide range of respondents, whether through personal contacts or recommendations.  The balance between academic objectivity and empathy presented specific challenges, and it is arguably important to be even more detached and critical where the researcher and respondent share the same ideological framework and political sympathies.  Yet as Cunningham argues, the position could also add legitimacy and validity to the process and respondents are more likely to engage and to provide more relevant and in-depth information than if they were starting from scratch with an outsider.   

Ethics

Reflecting on the role of the researcher, and on the project as a whole, involves attention to the ethics of the research.  As a researcher coming from an insider position, and having maintained a degree of anti-corporate credibility in subsequent years, are factors which helped to encourage openness and trust.  Yet Stephanie Taylor argues that it is an exaggeration to suggest that the researcher and participants can meet as equals, “In general, the researcher has more power than the participant and must be careful not to abuse it” (Wetherell, Potter & Yates 2001:20).

Whether rooted in the assumption of academic as expert, or of researcher as  having access to more information, the power balance should be acknowledged and redressed where possible.   However, it could also be argued that my role as a woman inquiring into the essentially male-dominated arena of 1990s DiY Music has its own power implications.

Both as acknowledgement of the ethical implications of research, and as a reflection of the DiY ethos in general, co-operative enquiry and empowerment were central to the methodology.  Informed consent was an important aspect of the interview process, not just for the recorded interview, but for preparatory and follow-up discussions, and respondents were given the chance to reflect on the process at the end of each interview incase they had anything to add.  Building on the Feminist research agenda outlined by Anne Oakley, as well as informed consent to the interview, participants should also be empowered by the overall research process. 

Whilst the research did not specifically involve participant observation, I sought to interpret participant experiences and perspectives through the terms of cultural industries and entrepreneurship theory.  The process of placing these accounts into a new theoretical arena should be empowering for the participants rather than exploitative.  It was therefore important to take into account the critique of the Chicago School ethnographical approach where participant observation, often with the most vulnerable sections of society such as dancehall girls or street corner gangs, lead to participants feeling deeply offended by the subsequent published studies, an approach which displays the arrogance of the academic who goes into a situation, writes it up and disappears back into academia with no thought for the participants who supplied their lives and thoughts to be analysed.
The focus on empathetic research rejects the micro-analysis of Critical Discourse Analysis, instead concentrating on language, in its broadest terms, as presenting interpretations and versions of 1990s DiY Music practice.  Foucault’s rejection of the idea of ‘truth’, together with Derrida’s focus on the instability of meaning, are central to this approach, recognising that the multiple meanings of ‘DiY’ Music are historically and culturally located and constitutive.   Crucially, the methodology has not been controlled by one discipline, but sought to be eclectic and responsive, in order to gather and interpret data ethically and empathetically.

The aim of the research was to gain qualitative data on 1990s DiY Music entrepreneurial practice and subjective feedback on current independent music sector developments.  The qualitative, ethnographic approach suits the subjective and personal nature of the research, whilst the focus on ‘talk’ recognises the multiple and complex interpretations of the meaning of ‘DiY’, ‘entrepreneurship’ and ‘independent’ in relation to music.  

Chapter 4:  EMPIRICAL FINDINGS
The 1990s DiY Perspective

The ways in which we record, produce, promote and consume music have changed dramatically over the past decade.  However, to what extent have these changes really revolutionised music practice or empowered people to take creative control?  To further understand the nature, and even consequences, of these changes, the research looked at how they are perceived by those who were ‘doing-it-themselves’ 10 years ago.

The aim was to identify common themes and patterns in how participants talked about the issues and relate them to current theory and policy around creative, and specifically, music entrepreneurship.   The resulting information fell broadly into how DiY Music practitioners explained and defined their creative activities during the 1990s, followed by how they compare with perceived current alternative music practice, or simply ‘DiY Music then and now’. 

Participants

Whilst over twenty potential participants were identified through existing contacts and recommendations, the findings primarily focus on five recorded in-depth interviews with a range of music practitioners involved in 1990s DiY culture:


[1]
Musician, promoter and record label


[2]
Techno/Drum n Bass DJ, producer and promoter


[3]
Ska-punk band member, promoter and tour organiser


[4]
Gig promoter and fanzine writer/publisher


[5]
Punk band member, tour organiser and distributor

Initially, the retrospective nature of the research suggested that participants would be responding in terms of their past involvement in music and surrounding activities.  However, it became apparent that all participants remain actively involved in music or creative practice to varying degrees including two who are still DJing and gigging, one record label, two Ebay record shops, two music bloggers and one magazine editor.  This sustained interest and involvement in music demonstrates a passion often attributed to musicians and creative entrepreneurs in general.

DiY Music
‘DiY’ in itself is a complex term, not least for those involved, and the interview process demonstrated the extent to which it means different things to different people, even within a relatively small sample of participants from one decade of music activity. 

Participants found it difficult to ‘define’ DiY, instead, they used descriptive terms such as ‘self-sufficiency’ and ‘non-reliance’.  From a Foucauldian perspective, this could be attributed to the power implications of the interview itself and a fear of not possessing the definitive knowledge. However, all participants were more comfortable discussing what the term meant to them, or how it worked in practice, using DiY to describe an attitude, or way of doing things, rather than as a label,  

It’s harder work but it’s much more fun and it gives us more control over what we put out and what we do [5]
The emphasis on ‘practice’ was further highlighted through the ways in which participants referred to themselves.  Each recorded interview began with a request to state their name, age and occupation, and the use of surnames in relation to their music activity was noticeably alien and humorous.  The ways in which youth or subcultural movements choose to identify themselves as separate, individual, and in their own terms is central to subcultural theory, and therefore a rejection of parental labels is no surprise.  Yet 1990s DiY names specifically referred to practice and activity, with the surname replaced by band, fanzine or record label name:


John Spithead; Jessi Eastfield; Dawn Gusset; Nik PCM 

Whilst defined by their primary creative product, when asked what their DiY Music involvement had been, participants all responded with a list of numerous activities.  Not only did a punk band member write and play music, they acted as tour manager, record producer, promoter and merchandise producer and distributor.  Whilst this could be seen as further illustrating the passion and commitment involved, it also corresponds with the current understanding of characteristics of cultural entrepreneurs, and those involved in the music industry in particular, where they are very often involved with more than one activity (Wilson & Stokes 2002:4).

Views on Entrepreneurship

The role of the ‘cultural entrepreneur’ is central to discussion on the development of creative industries.  However, despite attempts to redefine and reframe the traditional notion of entrepreneurship in creative and cultural terms, a move which could be seen in the wider context of New Labour’s attempts to re-invent capitalism in more positive and less exploitative terms, the connotations of ‘entrepreneurship’ are still embedded in capitalism and commerce.   

Where commerce could be seen as being at odds with the principles of individual and creative freedom, capitalism is the antithesis of DiY culture and music.  Rather than the traditional focus on risk-taking, profit and growth, the cultural entrepreneur is often defined in terms their characteristics including individuality, creative imagination, collaborative working, commitment, and ability to learn (Howkins 2001). 

Whilst the entrepreneurial spirit is a recognised characteristic of 1990s DiY Culture (McKay 1998:52), responses to being referred to as ‘entrepreneurs’ demonstrated continuing negative connotations,

I'd HATE to be considered an entrepreneur.  To me an entrepreneur is a businessman or woman whose aim is to make profit - the complete antithesis to what we were doing  [4] 
I don't like the word entrepreneur, for a start I worry how to spell it, to me the word is all about a way of making money out of nothing by yourself  [1]
Significantly, the two participants who were more comfortable with referring to their activity as entrepreneurial were keen to qualify their responses, using it on their own terms,  
I would say it was ‘entrepreneurial’ in the ‘maverick’ sense of the word. I was making my own paths/decisions without any guidance or specified/acknowledged route and more importantly, trying to build something up from nothing. I think the only problem with the term ‘entrepreneurial’ is that it somehow implies doing something in order to make money….. that was never the main priority, that's why I was involved with free festivals and still am involved with free parties. However, it was always nice if you made some money somewhere along the line - we've all gotta eat!  [2]

Values & Motivation

Whilst recognising the role and potential of creative industries for sustainable economic growth, the focus on business skills development assumes that enterprise and entrepreneurial skills are not already inherent or implicit characteristics of creative production and practice.  However, it could be argued that it is the culture and language of business which are more alien to the culture of creativity, rather than the ability to develop and sustain creative projects.  

Reaction to these terms should be understood in relation to the protest roots of 1990s DiY Culture as a reaction against the inequality of Thatcherism, where Yuppie greed and materialism contrasted with poverty, high unemployment and economic recessession (McKay 1998).  However, with 1990s DiY Music heavily rooted in 1970s punk, it is also important to recognise the Situationist, Art-school, Dadaist influences of punk (Home 1988).  Dylan Clark recognises that “subcultures may serve as useful function for capitalism by making stylistic innovations that can then become vehicles for new sales” (2003:8).  Yet rather than DiY Music practitioners simply resisting commercial incorporation (Frith 1978), the anarchist punk perspective is influenced by the Situationist theory of recuperation, which assumes that capitalism not only appropriates subcultural products in order to exploit commercial potential, but in order to neutralise subversive potential, embracing the threat, making it safe and selling it back to us (Law 1980s). 

Therefore, the language of business and entrepreneurship is not only alien to the creative sector in general but is in direct opposition to the DiY ethos.  The importance of values, and the focus on social cohesion, is central to Leadbetter and Oakley’s definition of the cultural entrepreneur (1999) which has direct correlations with the activity and motivations of 1990s DiY Music practitioners.

When participants discussed their activity during the 1990s they often placed equal emphasis on the values and motivation as on the creative product itself, 

it’s an attitude, a belief….it’s about taking control of your lives, you don’t need to have people tell you what to do [5]

One musician described his activity as ‘a reaction against shoddy rock-star attitudes’ and directly linked to the ‘anti-hero’ stance of punk, whilst two participants specifically referred to DiY as a ‘lifestyle’.  This could imply that the creative product almost becomes a bi-product of the values and lifestyle, but in the dance sub-genre in particular, music remained the main priority, ‘it’s all about the music’ [2]. This relates back to the passion of music practitioners as well as “the blurring of the demarcation between consumption and production” (Wilson & Stokes 2002:5).

Due to the range of participants’ backgrounds and activity, the politics and ideology of DiY were expressed to varying degrees, but the ‘lack of profit motive’ was evident throughout.  However, this does not assume that DiY musicians and promoters did not make money, instead they explained the ways in which money went back into the collective pot,
Whether it’s recording, releasing, mending broken equipment or buying petrol to play benefit gigs [5]

One musician substituted the word ‘profit’ for ‘surplus’, an example of the ‘not-for-profit’, anti-capitalist values of DiY Culture.  However, whilst DiY Music practitioners actively rejected the language of capitalism, the inherent conflict between commerce and creativity (Frith 1978, Adorno 1947) is an ongoing theme in popular music theory and more specifically within the current drive to increase enterprise and entrepreneurial skills within the creative sector.

The majority of participants described their creative activity as rooted in their political activism including anti-fascism; hunt saboteurs and Criminal Justice Act (CJA) protests.  Anti-CJA protest is particularly significant if its introduction is seen as a direct response to the DiY free-party scene and specifically the Castlemorton free-party of 1992.  Not only did anti-CJA protest inspire further events, but instigated a degree of crossover and offshoot activity within DiY Culture, and played a significant role in politicising a new generation.

The range of participants included those who had become active in DiY Music at various times within the 1990s.  Interestingly, claims of political activism were less apparent in responses from those who became involved later in the 1990s, suggesting that whilst politics may have been an instigating factor for early participants, DiY had already begun to take on different meanings within a few years.

Networks and collaboration

1990s DiY Music practice demonstrated many of the characteristics attributed to cultural entrepreneurs, not least in terms of their focus on collaborative working (Wilson & Stokes 2002). Throughout each of the interviews, ‘people’ were central to DiY Music practice, motivation and outcomes, a focus which relates directly to creative industries theory and that of music entrepreneurs in general.  Collaboration, networking and creative clusters are important elements of Leadbetter and Oakley’s “new model of work and creative production” (1999), whilst Wilson and Stokes highlight the importance of combining individualistic values with collaborative working amongst music entrepreneurs, “they recognise their particular skill is next to useless unless it can be combined with the skills of others” (2002:6), notions which relate directly to the collaborative element of DiY Music practice.

There was no demarcation between personal and professional relationships, with participants referring to the ‘friends’ they met, and describing an international network of bands, DJs, promoters, fanzines and distros putting on gigs for each other and swapping merchandise and fanzines to sell during tours,

People were mainly driven by their politics or by their feeling part of a scene or community, and not by the profit motive or the need to be rich and famous [3]

This focus on ‘community’ and belonging, is central to subcultural and post-subcultural theory, but rather than collective identities being formed around traditional structural determinants, Maffesoli describes a more integrative and distinctive notion of ‘neo-tribes’, formed through consumption patterns and practices (Muggleton & Weinzierl 2003:12).  Thornton develops this approach, where subcultural capital directly relates to the relationship between underground and mainstream arguing that within club undergrounds ‘to sell’ means to ‘betray’, reducing the sense of possession, exclusive ownership and familiar belonging (1995:124).  In these terms, the degree of ownership and community in 1990s DiY Culture could be measured in direct relation to the degree of rejection of capitalist and commercial values. 

Participants acknowledged that commitment to these shared values was not always genuine and varied greatly,

Using it as a leg-up to greater things – but it was really frowned upon and most participants would have excluded them if they’d known [3]

This view was used in relation to two bands in particular, Chumbawamba and The Blaggers ITA, who had signed to major labels after being ‘DiY stalwarts for years,’ at which point they were seen as not only losing their counter-cultural credibility but ‘betraying’ the values and principles of the scene.  In addition, this view further demonstrated the importance of mutual co-operation and community values as opposed to self interest,

Sadly, there is also still a mentality in some corners that home-grown stuff is just a means to an end, to put out until some records till a label comes along and signs them.  These bands usually act like wankers and split up after 2 years when they finally realise that they haven’t reached their goal and there’s nothing left in it for them  [5]
Professional vs Amateur

In the music sector, and particularly underground cultures, the point at which the activity moves from hobby to serious activity is unclear, and perhaps even more unclear when applied to the not-for-profit focus of 1990s DiY Music. Three interviews showed the extent to which participants were aware that non-mass-produced music was often perceived as amateur,

it doesn’t mean it has to be inferior just because you’re not ripping people off [5]
This view is not restricted to DiY Music but can apply to music businesses in general, with the prevailing view that they are somehow not serious businesses, that they are frivolous or insignificant (Wilson & Stokes 2002:9).  This view relates back to motivation, where activity and involvement for reasons other than profit are ‘unprofessional’ or ‘amateur’.  The blurring demarcation between professional and amateur is central to discussions on the impact of new technology and Anderson refers to the ‘Pro-Am’ nature of the new economy where roles shift from passive consumer to active producer, and the value of ‘amateur’ can revert to its more positive connotations around the love of music, deriving from the Latin amare, ‘to love’ (2006:63).

Anderson acknowledges that the ‘Architecture of Participation’ is not new, relating it back to the way in which punk rock changed the game:  “Okay, you have your guitar, but you don’t have to do it right.  You can do it wrong”.  This focus on the message and motivation rather than concepts of right and wrong is supported by the responses from 1990s DiY Music, where the emphasis was more towards the ‘doing’, 

we didn’t know if we were doing it right or wrong, we just did it any way we could [4]

This view suggests that innovation and experimentation are directly related to non-profit motivations and the focus on experience and shared values.  Helen Cunningham’s exploration into 1990s digital club culture supports this theory where necessity and lack of resources result in increased creativity and enterprise, with the example of corporate clubs who can afford to invest in technology but lack the motivation to be experimental (1998:141).  

Technology

New technology plays a defining role in the re-focus and re-framing of creative industries and entrepreneurship within the knowledge-based economy, and is central to new interpretations of ‘Do-it-Yourself’ in relation to music.  Digital recording and production software have increased access to high quality production techniques, whilst digital file sharing and the use of the internet has increased access to new and diverse audiences.  Therefore, participants generally divided the role of new technology into the impact on how music is made and how it is heard.  Understandably, technology and the advent of the PC in particular, had the single biggest impact on production within 1990s DiY dance music sub-genres.  However, participants were largely ‘still undecided’ on the wider implications of the internet for music promotion and distribution.
Commentators on the digital music revolution highlight the potential for empowerment, the democratisation of the tools of production (Anderson 2006:63) and restoration of creative control (Leonhard 2005).  This optimism can be seen as a reworking of Walter Benjamin’s celebration of mass production techniques and the potential for breaking down cultural elitism, turning artists into ‘democratic producers’ (1970, in Frith 1978:196).  Control of the means of cultural production is central to DiY Music historically, yet the DiY ethos is rooted in self-sufficiency and independence, not just because you can.  

Therefore, whilst participants recognised the empowerment potential of the internet, they referred to the ‘double-edged sword’ of increasing access on the one hand, and ‘diluted’ content on the other.  Arguably the most significant changes in the digital music industry are at the point of distribution with new technology not only narrowing the gap between producer and consumer, but between producer and distributor.  Where new technology has increased the economic significance of niche markets and increased access to marketing and distribution methods, Bilton argues that independent creative micro-enterprises continue to dominate innovation and production but fail at distribution level, unable to capitalise on their strengths due to limited access to capital investment and to distribution into mainstream markets (1999:26).  

Whilst this view assumes that independents want to access mainstream markets, Bilton’s description of ‘pseudo-independent’ corporate satellites matching the flexibility and opportunism of creative ‘independents’ with the capital and mass distribution methods of ‘majors’ is particularly relevant to the changing nature and appropriation of the notion of ‘independent’ music.  New technology has increased access to marketing and distribution methods, supposedly enabling artists to get their music heard without the need for major record deals, yet simply uploading music onto the internet is not effective in itself and many recent sales successes have been orchestrated by pseudo-independent music businesses.  Participants were therefore largely cynical about the liberating and democratising potential of the internet, acknowledging that promotion and distribution methods were quicker, yet referring to it as ‘one big marketing platform’ [1], where the sheer volume of content rendered it meaningless,

it’s more about the marketing now than the music [2]

Participants referred to 1990s DiY international networks of people with shared ideas as well as tastes, with two referring to the importance of ‘tape-trading’ as an earlier form of P2P file sharing, and four highlighting the role of ‘letter-writing’ as social networking, demonstrating that whilst the methods are new, the concepts are not. Theories on the digital music economy highlight the role of peer recommendation and of consumers as the new ‘tastemakers’ (Kusek & Leonhard 2005:58).  However, whilst the internet has increased access and speed for file sharing and social networking, participants generally referred to current practice as ‘less personal’ and motivated by ‘cynical self promotion’.  

Viral marketing through peer networks and micro-media such as flyers, fanzines and fly-posting are central to any underground music economy.  However, Thornton argues that their value is a direct result of their more personal nature and therefore niche credibility (2005).  This suggests that whilst the architecture has made the process easier, the less personal quality of virtual networks reduce their impact.  Niche credibility is the key characteristic of niche markets, and their increasing role in the digital music economy.  Yet rather than diluting value, Anderson celebrates these developments, arguing that by bringing niches within reach, a latent demand for non-commercial content has been revealed (2006:26).  He claims that increased access and the proliferation of niche content has bought diverse markets to the forefront, putting them on an equal economic footing.  However, he acknowledges that this economic equality will result in mass media becoming less mass, and niche culture becoming less obscure (2006:182).  Whilst the internet and digital technology have fragmented mass markets, it could be argued that the re-positioning of niche culture reduces impact and dilutes underground credibility and counter-cultural potential.  

New DiY

Successful entrepreneurship, cultural or otherwise, is dependant on the ability to identify and meet new market needs.  In music business terms, underground activity produces these new ‘niche’ markets and therefore new entrepreneurial opportunities.  Frith attributes the rise of independent record labels in the 1960s to a “changing youth music market with attitudes and ideology that the major record labels struggled to understand” (1978:103), demonstrating that attitudes and ideology are as important to music entrepreneurship as the ‘product’ itself.

This was further demonstrated through participant opinions on the use of the term ‘DiY’ in relation to current music practice, although comparing their own involvement and activity more positively could be seen as inevitable in the light of nostalgia and the retrospective nature of the research.  ‘New DiY’ Music was felt to refer to the tools and not the ideology, therefore reducing its credibility and substance,

they’re trying to bottle it & just don’t get it [5]

1970s Punk entrepreneur Malcolm MacLaren, argues the opposite, seeing the internet as a very post-punk extravaganza, claiming that punk sowed the seeds of a DiY attitude which, because of new technology, can now go further than people thirty years ago ever thought it could.  He too links the DiY potential of new technology to the increasingly personalised and niche nature of culture, yet also argues that after being corporatised for so long, it has no alternative but to “desperately search for a better, stronger, personalised and passionate identity” (The Guardian 15.3.2008:15).  

McLaren predicts that we will see content with more authenticity and integrity, arguing that being anti-corporate and anti-globalisation and anti-commodification of culture is now ‘de-rigueur’.  However, where Bilton demonstrates that corporate pseudo-independents are imitating and appropriating the independent tactics of creative micro-enterprises (1999:4), it could also be argued that the anti-commodification ‘fashion’ described by McLaren is a result of pseudo-anti-corporate tactics which imitate and apppropriate rather recreate the DiY attitude.

DiY has become a bit of a catch-all term for any band who come up via the traditional band route rather than the manufactured route.  I feel it’s lost a lot of its original meaning, but what do I know?  I’m an old bloke in his 40s [3]

Key Findings

Whilst the ways in which we produce, promote and consume music have changed beyond recognition, the extent to which these changes have revolutionised and empowered music practitioners were perceived to varying degrees.  New technology has increased access to the tools and yet 1990s DiY Music practice demonstrates that the desire for anti-corporate independence and control of the means of cultural production is nothing new. 

The importance of motivation extends through reactions on the concept and interpretation of entrepreneurship.  The drive to increase business skills within the independent creative sector assumes that enterprise and entrepreneurial skills are not already implicit in creative production.  However, accounts of 1990s DiY Music activity present a more complex picture, where enterprise and innovation were directly related to not-for-profit, countercultural values in direct opposition not to the skills but to the language and culture of business.

The accounts of 1990s DiY practitioners demonstrate the ways in which music practice is embedded in underground, or specifically, countercultural ideologies, suggesting that values and motivation are as important as the product itself. This relates to the collaborative values of cultural entrepreneurship in general and demonstrates that authenticity and credibility remain essential features of music businesses.  Ultimately, the research suggests that the economic potential of music, and specifically independent or underground music, continues to be inextricably linked to cultural impact, demonstrating a need to reconcile economic value with cultural value.

Chapter 6:  CONCLUSIONS

Research sought to capture stories of 1990s DiY music activity and perspectives on current independent music business development in order to identify key themes and issues to inform our understanding of the ever-changing ‘business’ of music.  The area of exploration stems from my own involvement in 1990s DiY Music activity and subsequent work within the creative industries, and built upon the notion that the ability and motivation to Do-it-Yourself is at the heart of entrepreneurship, creative or otherwise.  

This research looks at music as part of the wider creative industries and defines music ‘activity’ in its widest terms, not just focussing on the production and sale of the recording as primary commodity, but on surrounding music culture activity from live performance and gig promotion to graphic design, merchandising and fanzine and magazine publishing.  However, whilst research attempted to identify broad themes through a snapshot of activity, the extent of the information suggests that each area of creative production warrants further exploration.

DiY Music has a long and significant history within popular music culture, and whilst an exploration of this history did not fall within the scope of this research, I focussed specifically on its latest incarnation in comparison with the 1990s DiY Music movement.  In recent years, the term ‘DiY’ has re-emerged in relation to the digital revolution and increased focus on user-generated content, and in music terms, refers to the ability to recapture creative freedom, producing and promoting music without record company interference.  However, to what extent does this relate to 1990s DiY Music practice, and most significantly, how does DiY relate to music entrepreneurship in general?

Commenting on the nature of the “New Music Entrepreneur” (2005), Gerd Leonhard argues that being a musician has always involved being an entrepreneur, yet predicts that the DiY trend in the music business will lead to the exponential growth in Small to Medium sized service industries (SMEs), increasing the need for specialist business skills and knowledge.  However, rather than DiY increasing the need for entrepreneurial skills, it can be argued that DiY practice and independent values are core characteristics of creative entrepreneurship.

Creative entrepreneurship is central to the cultural industries theory, where independent creative businesses are seen as defining the post-industrial economy with the Government committing to a “Creative Britain”, pledging to help build an enterprise culture to support their development (DCMS 2008:48).  The significance of ‘The Independents’ and this “new way of working” within a knowledge-based economy were highlighted by Leadbetter and Oakley (1999), and built on through Wilson and Stokes’ (2002) exploration of music micro-enterprises in particular, recognising a need to effectively match the principles of independent working with those of financial exchange.  

Whilst Do-it-Yourself, to a large extent, defines independent working in the creative economy, placing music entrepreneurship in purely business terms is over-simplistic.  Current creative industries policy focuses on the drive to improve business and enterprise skills highlighting the need for SMEs to become more competitive (Nesta 2008).  Yet the motivations of ‘The Independents’ are often more complex, with creativity and working methods embedded in independent values.

As creative entrepreneurs play an increasingly important role in the new economy, Bilton (1999) highlights the growing sophistication of the corporate sector as they recognise and appropriate independent tactics including the flexibility to respond to rapidly changing markets.  Where these pseudo-independents seek to imitate the values and tactics, they have the financial capital and ability to access mass distribution methods.  Bilton argues that in turn, micro-enterprises need to adopt more corporate strategies in order to retain control and remain competitive.  This approach demonstrates the ever-decreasing gap between independent and corporate practice where both seek to imitate the strengths of the other, blurring the definitions of both.

This pseudo-independent trend is illustrated in the music industry by artists widely hailed as having independently launched their careers through the internet, including the Arctic Monkeys who released the fastest-selling debut album of all time, and Sandi Thom, whose debut single reached number two in the charts after web casting a series of gigs from her basement.  Yet with Domino Records behind the Arctic Monkeys album and Quite Great PR behind the Sandi Thom story, closer inspection suggests that music promotion and PR companies are merely effectively utilising new methods, or more specifically recognising the impact and potential of the pseudo-independent, ‘pseudo-DiY’ values of the internet. 

Interviews with 1990s DiY Music practitioners captured opinions and perspectives on current music practice and highlighted the perceived cynicism and pseudo-DiY nature of internet music promotion and publicity.  Where ‘DiY Music’ proved difficult to define, meaning different things to different people, responses demonstrated that DiY not only refers to access to the tools of cultural production but is rooted in countercultural and not-for-profit principles.  Therefore, the value of the ‘product’ is embedded in the ideology rather than the methods alone. 

Whilst creative industries policy and theory admittedly focus on more mainstream, independent, economically-focussed businesses, rather than underground music activity in particular, this research proposes that alternative or subcultural practice helps to understand and define the nature of independent enterprise and values, arguing that ‘The Independents’ are independent for a reason, not because they want to imitate ‘the Majors’.  The 1990s DiY Music entrepreneurs interviewed ‘do’ music in the same way as anyone in the music industry might, yet they place more emphasis and value on independent and political values. 

Perhaps more than any other creative industries sector, the music industry is dependent on the influence of underground and alternative subcultures, impacting on all other sub-sectors from fashion and graphic design to film and particularly radio.  Therefore, the independence of the music business is rooted in the acquisition of subcultural capital, where difference and exclusivity is equally, if not more important, than economic gain (Thornton 1998).  Through the case study of 1990s DiY Music, this research develops Thornton’s concept of subcultural capital, arguing that DiY Music practice is rooted in ‘countercultural capital’.  

Subcultural or Countercultural capital is based not only on the music, but shared tastes, ideology and activity, and highlights the importance of aura and authenticity through the live experience.  This theme is continued in relation to recent ‘web phenomenon’ artists, where the most successful internet campaigns have built on a band’s live reputation with ‘real’ fans (Webb 2006).   Furthermore, the 1990s DiY Music perspective suggests that whilst the internet has improved access to promotion and distribution methods, the proliferation of content is perceived as lacking aura and authentication.  

Accounts of 1990s DiY Music practice demonstrate that the control of the means of cultural production and distribution, is not exclusive to the digital music generation.  Where the research suggests that ‘New DiY’ primarily refers to the methods used, the increasingly ‘Pro-Am’, niche nature of the music economy has taken on much of the language and imagery of punk culture.  The result is the increasingly anti-corporate, anti-commodification, “deliciously amateurish” post-punk aesthetic of popular culture (MacLaren 2008), principles that PR and record companies have been quick to appropriate and perpetuate.  However, the DiY Music perspective shows that current digital music practice takes on the subcultural and independent form without the countercultural substance, demonstrating the increasingly pseudo-DiY nature of the independent music business.

This research looks at the music business as part of the wider creative economy, and at music practitioners as creative entrepreneurs, using the example of 1990s DiY Music to identifying themes and similarities to improve understanding of current independent music practice.  Theory on the profile and characteristics of cultural entrepreneurs highlights a need for increased financial and strategic skills for sustainable growth (Leadbetter & Oakley 1999, Bilton 1999, Wilson & Stokes 2002).  However, these ‘business’ values fail to take into account the importance of countercultural capital, reducing credibility and authenticity and ultimately de-valuing the activity.  Accounts of 1990s DiY Music practice suggest that rather than a lack of business skills, music practitioners may actively reject the language and values of ‘business’, demonstrating that the financial ‘value’ of music cannot be extricated from the cultural value.  Ultimately, I would argue that by imposing business values on creative activity, the cultural impact is likely to be destroyed.
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