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Abstract


“There was a time when music knew its place.  No longer.  Possibly this is not music’s fault.  It may be that music fell in with a bad crowd and lost its sense of common decency… The first thing that music must understand is that there are two kinds of music – good music and bad music.  Good music is music that I want to hear.  Bad music that I don’t want to hear”

Fran Lebowitz, Metropolitan Life, 1978

The objective of this study discusses promotional strategies generated by the independent record label, Iron Man Records.  The research examined the use of the Internet as a free marketing tool and how traditional methods of running a label did not have an affect on Iron Man.  Discussing this, I examined the theoretical areas of music industries, promotion and punk in order to understand and gain a solid background for the development of my research. 

Conclusions are then put forward after conducting a participant observation, that social networks play the biggest part in promotion for the label.  Findings throughout the research have been put forward about the different strategies used in the process of online promotion, as well as more general suggestions for further research.
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For Mom and Dad
INTRODUCTION
‘De muziek is de geleende creativiteit en motivatie in ons leven’ (translated from Dutch), music is the borrowed creativity and motivation in our lives.  The music industry has had one of the biggest influences in our lives and on our culture.  An example of this would be Wall (2003) and Anderson’s (2006) statements which look at popular music as the: “soundtrack to our lives” (2003; 1) and that “we are consumed by hits – making them, choosing them, talking about them, and following their rise and fall” (2006; 2).  The world of the music industry is one which has been forced to make changes because of the constant development of new technologies.  These changes are in order to keep fans consuming the product that is for sale – music.  Britain is a nation of music lovers and we buy more music than any other country – four units per capita each year (IFPI Recording Industry in Numbers 2002).

The music genre known as punk, has been around since the late 1960s, when unemployment was a prominent social feature in Britain.  It would appear that we are currently witnessing a re-evolution of the music industry and punk’s DIY (do-it-yourself) ethos within independent record labels.  Beyond the development and creation of music, technology has created an impact on the production, distribution, and consumption of ‘Iron Man Records’ music.  “Record companies see the other media as promotional avenues for their music” (Wall 2003; 111).  There are many new and different social networks such as MySpace, MOG and Flickr which will be one of the main areas of focus for the research.  These social networks have evolved on the Internet and the trend displayed by many bands in choosing independent record labels, such as Iron Man Records, above major record labels demonstrates what Barrow and Newby argued about how the music industry: 

“Without popular recording artists there would be no music business and without record companies there would be no musical product to be bought in the shops” (1995: 2-3).
The research question, ‘How does the punk music label, Iron Man Records, choose its artists and how does it promote them?’ is a significant topic in the industry to investigate.  The independent label has not been explored in depth before, although academics have looked at similar areas of the music industry.  The study will look at how relationships are being built between a record label, the music industry and bands.  The study also looks at what steps are being taken to promote and market Iron Man Records music.  

I support this dissertation through a literature review on what academics in the field have written relevant to my research topic and the critical approach that was taken towards promotion of music.  The following areas will be discussed; music industry, promotion and the genre of punk.  Finding underground independent music is a unique way of consuming music because, the music is not distributed through the mainstream media outlets and distribution channels (TV, radio and the Internet).  The music of DIY artists is being promoted through word of mouth.  I will relate this critical approach to the participant observation research I conducted at the independent record label, Iron Man Records. The DIY ethos associated with the label relates to the wider cultural context of the underground music industry.  It operates through the process of consumers hearing music, liking the music and then wanting to own the music.  

In Chapter Two I discuss the changes in the structure of the music industry, such as the Internet and new technologies (MP3 players and digital downloads) and how they shape Iron Man Records in its process of promotion and marketing.  

Lastly, Chapter Three, I will describe the approach to the subject matter by undertaking research through participant observation.  At the record label, Iron Man Records.  The research follows four succeeding procedures: (1) Observing the label, (2) asking question about the relationship between the label and bands, (3) looking at producing the product and researching Iron Man Records’ and (4) new promotion strategies using the Internet as a free tool.  By the end of this study, I will conclude my research findings with an answer and suggesting further ways in which more research can be done.

CHAPTER ONE:  LITERATURE REVIEW

In order for me to determine how and why independent record labels do things differently from the major record labels, I will conduct a review of relevant literature.  This opening chapter of the research looks in detail at three main areas of importance.  
· Music Industry

· Promotion

· Punk Music

I begin by describing the current state and technological changes within the music industry and on the Internet and the impact it has on record labels and their consumers in general.  In the second section, I describe the process of promotion and how it is being used within record labels.  Finally, I define the meaning and values of punk and the relationship this music genre has with the record label, Iron Man Records.

PART ONE:  MUSIC INDUSTRY

[image: image3]
The music industry has a big influence on the commodification of culture.  This is an industry where music is being created, performed and consumed.  In this section I will be researching the production, effects of technology, music-media synergy and how independent record labels emerged in this industry.  How record labels have just taken on the trademark of marketing music.  The music industry can be divided up into different sections such as; record labels, artists, producers, festivals, songwriters and many more.  In many ways, popular music has become one of the principal defining cultural forces of our time. The music industry “enables and supports the creation of musical products” (Barrow and Newby, 1995, 12).  This is where any form of music is being created and produced so consumers can buy it.  Mainstream music can be found in all walks of life, offered for both enjoyments during leisure and as a background track at work.  The term ‘music industry’ can also be referred to the commercial exploitation of recorded music organised by commercial media such as record labels.  These record labels are companies that look after the production, manufacture, distribution and promotion of music.

Technological, economic and cultural changes have had a big influence on the production of music.  With these changes legal issues rise such as ownership and copyright.  (The protection creators receive against unauthorised copying of their work.)  Frith (2000) argued that: “the music industry is not a manufacturing industry”
.  Agreeing with Adorno and Horkheimer when they suggested that the popular music industry has come into “conflict between culture and capitalism” (1979, 120).  “The absolute power of capitalism” (Adorno and Horkheimer 1979, 120) and the drive to produce acceptance and identity have taken away the creative motive in music making.  Grendon disagrees with Adorno when he argues that the music industries “industrialise” popular music with new technologies that make it easier to create music.  Even though “industrial standardisation” is required in musical production it is also the demands of consumption (23).  Grendon argued that it is not always the case and that when artists employ ‘best’ technology they can improve their music (Grendon in Modleski 1986, 18-35).  

Recent technological developments, such as the Internet, file sharing and downloading sites, are increasingly changing how we use and consume music.  This whole new process of making music and transmitting music has become “industrialised” (Lull 1992, 50) Lull argues that something human is taken from us and returned in the form of a commodity
.  When music becomes industrialised it loses something intangible and a value is put on it for the sake of making money and not because there is a passion in creating it.  This will also be part of the research I will under take at Iron Man Records to see whether the label uses music as a tool for making money or not.  

Gordon (2005, 89) said that the future of the music industry will always be at risk, because “higher speed Internet connections will only facilitate more Peer-2-Peer trading”.  The Internet market for music will grow to be an even greater threat to the music industry, but this does not mean record labels will go under, it means they will have to organise themselves in a more flexible fashion and adapt to the new kinds of music and new commercial opportunities that may emerge.  This will be the breaking point for independent labels to get their music to larger audiences.  This can also be seen in how Iron Man Records takes advantage of these opportunities through sales on the labels website.

However, new technology such as file-swapping, has led the recording industry to a crisis of confidence.  A question we all should now be asking is whether this new technology has removed the need for physical distribution of recorded music altogether, threatening the “middle-man” who distributes music to shops. This is forcing labels to find new ways to promote their music.  

Anderson (2006, 63) argued that: 

“it is blogging that has really sparked the renaissance of the amateur publisher.  Consequence…. we’re starting to shift from being passive consumers to active producers”.  

People will always find new ways of finding music for free and this could maybe be one of the things that can benefit independent record labels, because the Internet market eliminates all intermediaries.  Producers and consumers are now directly involved with each other.

Negus (1999) argues that the: 

“industry produces culture and vice versa, signalling that we consume from the major corporations is what we understood culture to be” (14).  

A concern of globalisation is the creation of new information technologies that could affect one of the main money-making areas of ‘copyright’.  This is forcing the music industry (record labels) to undergo some fundamental changes.  Independent labels, such as Iron Man Records, have found these changes favourable and formed a distribution methodology which gets their music to consumers
.  This is all part of the changes in the music industry and to its traditional basic structure.  Wall suggests that these changes in the music industry can be broken up into three sections; record label, company and Parent Corporation (Wall 2003, 85).  The whole music business is based on numbers, based on unit sales and not on quality
.

The economics of the music industry reveals itself in the difference between this extremely fast moving industry and other industries.  The difference is its “product” and “the constant demand for new products” (Baskerville, 2000; 15).  No other industry except perhaps magazines or books has such a short impact product life.  It is rare for listeners of today to be listening to a hit for more than a month.  Music as a hobby has an irresistible demand for novelty.  The music industry itself has reinforced this public consumption by cementing musical and creative ideas into packaged images and recordings through compact discs available to the music consumers.  
With this constant demand from consumers for new ‘products’ there is a big impact on how record label strategies (especially independent labels such as the label I will be researching) and the creative process is being carried out.  Negus argued that: “unpredictable social processes and diversity of human behaviours” (1999, 31) is the reason why labels need new strategies.  Consumer taste change all the time and if a product does not get their attention they will find something else.  The music industry compares opposing interests such as “mainstream versus independent; pop versus rock; and commercialism versus creativity” (Sunker 2006; 34).  It can be argued that this industry, which is formed out of so many different components, forms and manipulates music until it reaches its final destination, consumers.  
The industry needs to be understood as both a commercial business driven by the pursuit of “maximizing the sales” (Lathrop 2003, 1) and catalyst for creative human activity from which popular music continues to emerge.  This is a good example of where Iron Man Records take advantage to maximise sales through technologies created by the Internet.  By stressing this process of ‘human creativity’ I would like to think of the music industry as a part or the same as the ‘cultural’ industry.  However, Throsby describes culture as a: 

“set of attitudes, beliefs, mores, values and practices which are common to or shared by any group… establishing the group’s distinctive identity” (2001; 4).  
Culture in our society takes many forms and one base component of this ‘cultural’ society is the music industry.  People consume the music that they like; Burnett (1996) has argued that: 

“popular culture is what people produce in their interaction with 
the products of the culture industries.” (34).

Today’s music industry abounds with record companies of various shapes and sizes, and it is these, arguably that play the most instrumental role in the sector’s thriving.  They are; Major record labels and Independent record labels (Indies - Hesmondhalgh 1999).  Major labels own and control most of recorded music published.  The small number that is left belongs to ‘Indies’ and this is where most of my research will emerge.  From a sociological perspective, it has been expressed that “the creating, circulation and consumption of popular music is shaped by record companies and their corporate owners” (Negus 1999, 3).  To put independent labels into some sort of context in the music industry I would like to argue that it is part of the music business that is set up to work with genre specific music.  Burnett argued that independents can often be described as the “A&R (artist and repertoire) departments of the majors” (1996, 77-80).  Wall supports this statement by saying that: 

“a small company will specialise in supplying a segment of the
 market that is too small to be of interest to the dominant, generalist companies” (2003, 100).  

However, in Lee’s study of independents he disagrees with Burnett by saying that: 

“independent record companies have long held a cultural status that far exceeds the actual economic impact they have in the market place” (1995, 14).  

They are better for music than the majors and allow more creativity to artists (Wall 2003, 97).  In the next section I will explain more in-depth what the A&R department of labels are all about. 

SMALL BREAKDOWN OF BODIES INVOLVED IN THE MUSIC INDUSTRY:
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PART TWO:  PROMOTION


Promotion in general is a form of communication that the media uses.  A company or business will make use of promotional tools to influence consumers to buy their product and/or service.  Eastman, Ferguson and Klein argued that: “promotion is the term commonly used in selling media images, programs, and personalities to audiences” (2002, 1).  By ‘selling’ to an audience, sale or advertising campaigns will make use of promotion strategies to increase the visibility/sales of a product.  This can be seen in the company I will be working at where Iron Man Records make use of social networking sites and other free online promotion to ‘sell’ bands.  In the same way a band or act will make use of promotional tools such as public relations to get fans to buy their music and merchandise.  “If pitching is 70 per cent of baseball, promotion is 70 per cent of the record business” (Bernstein 1979, 60).  People need to hear music before they will like it and if they enjoy the music they will buy it (Davis and Laing (2001)).  

Scott argued that because the working-class teenagers are receiving a growing disposable income they are more willing to buy new records and have a much bigger musical need than before (2000, 205).  When consumers want to buy magazines they either know what they are looking for or will glance through the shelf and pick the magazine up that attracts the eye first.  

“When people read or hear about a musician or recording, they develop both awareness and an opinion of the subject matter.” (Lathrop 2003, 138).  

This works in the same sense as when artists promote their music.  The artists want you to ‘pick’ their album up in HMV
 for example rather than someone else’s. For artists to become recognised they will employ public relations companies who help market the music through a series of advertising and promotional campaigns, creating a public awareness of the artist through the use of branding.  Frith argues that:

“The object of promotion is to sell records…working with retailers – persuading them to stock new records, organizing in-shop displays, ensuring that they exploit the demand generated by local publicity” (1978, 88).
There are music stores all over the world that sell music albums from major and independent record labels.  These labels are waiting for consumers to purchase their music.  The only trouble is people will not buy music if they do not know about the music.  For record labels to get their finished products to consumers they make use of A&R
 to look after the recording and industrial production of music.  Following on from Bourdieu (1984) describing the A&R to be ‘cultural intermediaries’ of a record label, Wall made the statement that A&R’s function can be seen as part of a ‘popular music system and the relationship within music culture’ (2003, 93).  Wall also went on to describe A&R as: 

“the department within a company that finds and signs artists to the company, or licenses recordings from independent producers…and decides which records should be released on the label” (2003, 92).
The use of A&R in a record label solves the problem of getting music known to the public.  Relating this to the company I will study this is a very useful tool for Iron Man Records.  In the study I will be looking at it which ways he makes use of A&R.  Iron Man Records A&R will specialise in finding bands and targeted audiences to create and sell music.  Wall suggested that record companies should use other media as promotional avenues for their music (2003, 111).  Using this advice the first step that record labels will take in promoting music will be to make the record known to the public via the publishing media, such as newspapers, magazines, fanzines and websites (Negus 1996b, 36-65).  This consists of articles about the bands, interviews with the bands, reviews of albums, gigs and updates on the latest tours.  The website will be the most valuable promotion of the band and maybe one of the biggest promotional tools Iron Man Records use, because it is available to its audiences world wide, twenty-four hours and has become the best way to promote music globally free.  This will be the most “immediate way” (Gordon 2005, 132) for a band to reach its audience and to give audiences an active part in their music.  This is a very useful argument and will be seen in the company I will be working at, by seeing how they make use of the Internet to promote their bands.  A website will allow fans to listen to the music, connect with the artist and other followers.    

Research into retail marketing, press and publicity, radio promotion and promotional tours will allow me to identify in a more in-depth approach, as Lieberman quoted when he made this statement.  “Content, Conduit, Consumption and Convergence” (Lieberman 2002, 2).  The content is the actual product e.g.; the artist’s music, conduit is the medium that sells the product to the targeted audience, consumption is how the consumer makes use of the product sold to them and convergence is how all the different media involved interact with each other through the different ways of promotion.

Retail marketing is an integral part of developing an act.  Lathrop argues that by: “giving prospective buyers an extra push is often what’s needed to get them to make a purchase” (2003, 188).  Record sales are the most important target for any band.  Independent record stores are more likely to stock independent record label’s music.  “Merchandising is a way to gain visibility with audiences” (Eastman, Ferguson and Douglas 2002, 2).  Therefore a successful ploy for bands is to attend in-store appearances to sign posters and communicate with fans; people are much more likely to purchase records after they have met the act. 

A good review of a band through the press usually helps more with CD sales and tickets for upcoming shows.  

“The purpose of public relations is to build visibility and positive image…usually allied to other promotion” (Eastman, Ferguson and Douglas 2002, 3).  

I would like to argue that reviews and interviews are part of the bigger cultural industry and by promoting a band in the press, newsletters and fanzines make them more noticeable.  Hesmondhalg argued that: “cultural industries are concerned fundamentally with the management and selling of a particular kind of work” (2002, 4) … and that they “match texts to audiences, to find appropriate ways of circulating texts and make audiences aware of the existence of texts” (2002, 6).

Radio promotion, described by Wall as “centralised and national” (2003, 114) is the easiest and cheapest way to let the public hear their records and are an invaluable promotional tool for bands.  “It’s about getting your music heard in the mass media” (Lathrop 2003, 171), once it has been played on the radio, press and television will follow.  In this process consumption is made possible with digital modes of distribution and products are readily available. Negus suggests that: 

“Marketing staff must actively construct consumers…articulate the relationship between the identity of artists and the lived experience of consumers” (1978, 62).

This marketing role will be taken up by the A&R department (gatekeepers) of a record company to look after the construction of consumers that allows the media to “subdivide audiences into groups” (Wall, 2003, 111).  These groups can be defined into genres and different types of audiences.  Artists who play classic music will target their core audience through Classic FM rather than Radio 1.

The music market has grown from just being a collection in someone’s room, printed text, public relations and the attempts at seeking audiences to a more passive and audience-led process with the increase of new technology such as the Internet.  Consumers download music from illegal websites and share music with each other and this is an area where Indies such as Iron Man Records recognize and exploit the new technologies.  Promotion through any channel allows bands to “communicate with an audience in a way that, hopefully, sells them on you and your music” (Lathrop 2003, 189).  An overwhelming majority of record buyers are passive consumers.  If people hear a song live or on the radio and like it, they will probably end up buying the record or download it.  Blackwell and Stephan argues that fans are: 

“people willing to stand in line for hours to buy the latest albums of their favorite bands or plunk down hundreds of dollars to buy concert tickets” (2004, 4).  

Promoting music to fans, those who pay back with loyalty and buy merchandise and CD’s, in the right way will always benefit the artist.     

PART THREE:  PUNK MUSIC

Genre is a very important subject matter in popular music; it can be referred to the types of popular music (Wall 2003, 145).  The term punk can be associated within a specific genre of music.  Genre relates to the musical form (Moore 1993, 2-3) of a particular piece of music, Sabin described the punk music genre as: “a subculture best characterised as being part youth rebellion, part artistic statement” (1999, 2).  Punk is a subculture of rock; it is an attitude and a lifestyle to people who are actively involved in the music such as bands Iron Man Records sign on to its label (McRobbie 1994, 159).  When Sabin (1999) states ‘youth rebellion’ he wanted to argue that this punk movement wanted to make some kind of statement that they are not part of the mainstream music, but have some ‘artistic statement’ to make by means of their particular way of music making.  None of the bands wanted to be named as punk bands, but they all had the attitude and lyrics.  This music genre was formed as a reaction against mainstream popular music; this counterculture lifestyle was more concerned about the music than making money from it.  This cultural attitude can also be related to Iron Man Records, because of the unique way it runs its label.

Punk (the music and lyrics) is primarily concerned with individual’s right to freedom and the strong beliefs of individualism.  Friedlander argued that the message punk music carried was about: “feelings towards a disintegrating and corrupt society” (1996, 249).  The music genre has formed in reaction against pop music such as disco and heavy metal, but had no ‘set agenda’ (Sabin 1996, 2) like other music genres.  However, Wall suggested that the punk genre was about: “a range of styles of music and music practice…the DIY culture of forming music” (2003, 60-61).  This ‘DIY’ (do it yourself), attitude taken up by independent bands that “refused to rely on the institutions of the established music industry” (Laing 1985, 14) culture emerged from the Sex Pistols after they proved that they are “no longer passive consumers” (Sabin 1999, 27) and can entertain and do things themselves without the help of major record labels.  The outward expression of being punk was the outrageous hairstyles and clothing imagery and being expressing statements that shocked or disturbed society.  Punk rock said: 

“Okay, you have your guitar, but you don’t have to do it right.  
You can do it wrong!  It doesn’t matter one bit if you’re a skilled musician; it just matters if you have something to say” (Anderson 2006; 83).    

Important to the study of punk is also an understanding of where punk music comes from.  Punk is sub cultural and a sub genre of rock, ska and hardcore and seen by many as a particular lifestyle.  Punk owes a lot to the 50’s culture that used to consider their music as underground.  Bands played bass and vintage organs rather than the usual modern instruments, 


“it wished to set up an alternative discourse, with its own conventions and routines, the establishing of generic sound and visual images recognizable as punk (Laing 1985, 129).
This music genre (punk rock) emerged around the 1970’s in Britain (Savage 1996) when unemployment figures were at the worst since world war two, and school leavers least likely to find a job.  Many of the youth who became punk in those days were from impoverished working-class inner-city backgrounds.  The first commercially successful punk band that made it big was the well-known Sex Pistols (Friedlander 1996, 249).  The message they carried out to the youths of the time was that “you could enjoy what was pop without buying records, the experience, whatever that was, was enough” (Savage 1996, 130).  The Sex Pistols wanted to create a new form of music and a subculture / lifestyle that was not the same as all the commercialised music majors offered to consumers.  The message their angry lyrics carried, criticised Margaret Thatcher’s government with songs such as ‘God Save the Queen’ by the Sex Pistols and ‘I’m so bored with the USA’ by the Clash.  The creation of these subcultures that derived from music is something that should not be overlooked, and something studied by Nehring (1997, 150-160) when he looked at Riot Grrrl subculture of the 90’s serves as evidence that they did succeed in creating punk culture.  Fiske supports Nehring’s studies of how music spread this message to the public by arguing that the ‘do-it-yourself’ genre and particularly Riot Grrrl was successful in expressing themselves through this punk movement (Burnett 1996).  He also argued that this culture is produced by people rather than institutions.  Punk was the voice of the generation.  Punk made a statement by putting a beat to it and creating something completely new.  The music was about dealing with everyday matters, boredom, teenage rebellion and independence.  Lyrics were part of the house style of punk and had to be fast and rushed.  This was seen by society as a rebellion against the mainstream.  Examples of these voices where the Pistols shouting about wrongs in society, and The Clash asking what people where going to do about it.

This punk culture that went against the mainstream pop music had its own sense of identity.  Friedlander argues that punk was: 

“a heterogeneous style, comprising a complex melange of ingredients and orientations, spread across a spectrum of artists” (249).  

Laing agreed with Friedlander when he argued that punk is a “heterogeneous cultural movement” (1985, 128).  This very diverse culture set itself out to challenge mainstream music.  Sabin argued that we should look at how punk music put ‘emphasis on class politics’ (1999, 3).  Politics of punk was more of an issue in Britain than in the United States.  It wasn’t that American bands had no influence on politics; it just had a different kind of ‘experience’ to what there was in Britain at the time.  Sabin described punk to be ‘left-wing’ and expressing against the Thatcher Conservative government at the time.  “Punk was heavily influenced by situationism”.  This genre became a music movement which was very concerned for ‘disenfranchised voices to be heard’ (Sabin 1993, 3-4).  “No act was non-public, no decision non-political” (Sabin 1993, 125), punks did not do anything silently.  Everything they did when they tried to make a statement was mainly verbal and in the public’s face.  Research made by Hebdidge shown that the punk subculture communicated through dress (safety pins holding their clothes together), music that simultaneously meant everything and nothing, and created the idea of “forbidden is permitted” and nothing is sacred (1979, 114).  Year’s later theorist’s such as Sabin and Laing agreed with Hebdidge that punk could be associated with racism, but only became that way because of the society it was born in and the way it they emerged out of bands such as The Doors, MCS and Velvet Underground.  

CHAPTER TWO:  RESEARCH METHOD
In the previous chapter I reviewed literature relevant to my main focus of investigation.  In this section I will explain the methodology that I have chosen to structure my research. This research analyses the choice of methods whereby the punk label, Iron Man Records, promotes its artists / bands through a variety of media such as online music promotion and merchandise.  

PART ONE:  METHOD USED


Since theories about the ‘music and the industry relating to it’ are still relatively new and there is no set method for studying the subject matter I have made use of workplace ethnography as my method of research.  This method allowed me to observe and take factual notes describing how Mark (Director of Iron Man Records) constructs his daily tasks and procedures within the working environment of the business.  Workplace ethnography / participant observation is a study method used by social investigators in carrying out field research
: it allows the researcher to work with individuals in the natural settings of the subjects (Burgess 1982:2).  This investigation is based on observation, conversations, interviews, document analysis and collecting personal documents from the researched.  Lofland, J and Lofland, L (1995; 18) describe participant observation as ‘field observation’, ‘qualitative observation’ or ‘direct observation’
 where the researcher carries out ‘intensive interviewing / unstructured interviewing’ to find out as much information as possible from the interviewee’s personal experience with their job position within the organisation. In my own circumstances whilst working at Iron Man Records I had to observe, record and find meaning in the encounters I had and situations I was in.

The methodology gave me, as the researcher, two research purposes as outlined and defined by Spradley: 

“(1) to engage in activities appropriate to the situation and 

 (2) to observe the activities, people, and physical aspects of the situation” (1980: 54).  

The research method enabled me to understand the working practices of Iron Man Records whilst carrying out a series of sequential research tasks.  I made use of this method during a period of ‘work experience’ at the record label. I was allowed close interaction and detailed conversations with the director in order to understand why he does things the way he does.  In particular, the practices of promotion and how geography can affect the way music is promoted, online resources and how Iron Man Records chooses the area of promotion it will promote bands in.  The method of participant observation enabled me to become a member of Iron Man while I was observing.  However, by becoming part of Iron Man, I ran the risk highlighted by Williams (1988: 136), whereby the researcher might assume the “arrogance of the researcher invading another group’s world”.  Williams was stressing the ethics of power relations and also the role assumed by the researcher in observing an organisation rather than the role as an employee within the organisation.  

PART TWO:  CASE STUDIES


I have looked at examples of the research method (participant observation) used in different workplaces.  In an analysis of the case study ‘The BBC: public institution and private world’, Burns (1997) made use of participant observation to examine the organisation.  He observed the BBC as a workplace and the development of the BBC as a public institution.  The study took place in the early sixties and again in 1973 over a period of fifteen weeks, based on taking notes and tape recordings. Burns carried out a series of interviews with employees that ranged between one hundred to two hundred people and lasted as long as three hours
 each.  Burns argued: 

“I used no standard sequence or form of questions; and my 
ideas of what was interesting or relevant information tended to change, too” (1997: ix).  

His interviews (recordings and transcripts) served as ‘data’ he used for his research, 

“after finishing the study, completion was taken up with 
repeated reading of my notes and playback of the recording tapes, reconciling and arranging the relevant contents” (xii)
.  

The only downside in this methodology is that I only had one person to interview and was thereby limited to the amount of information gathered.  Observing, interviewing, document collecting and information generation were the research tools used in his participant observation.  The advantages in his research were that researchers were able to make ‘recordings’, to ‘improve upon other methods through triangulation’ and provide evidence for the dynamic as well as embedded nature of cultural production’
.

A similar study undertaken by Epstein (1973) explained how he made use of participant observation. ‘News from nowhere’ studied the professional nature and processing of news production throughout America.  Epstein spent three years at the organisation, six months of this was in the field and in offices interviewing employees.  He held lengthy conversations with managers and other people representing the main and peripheral influences that helped to shape the structure of news programmes.  The research was based on five sources: 

“(1) direct observation of news operations and editorial 
conferences for a total period of six months, (2) structured interviews with ninety-three employees  (3) informal and off-the-record discussions with individuals in the peripheral organizations, (4) network news memoranda, (5) public statements by those in network news” (xvii).  

Gaining access and information to these large television networks was not a problem
, however on some occasions he was only given limited access to programmes because of his lack of experience. One disadvantage of the research, taking notes could make subjects feel intruded upon and thereby possibly act in an abnormal manner.  Advantages of this research method were that ‘social interaction is best observed in the social setting in which behaviour would normally occur’, ‘rich and varied data can be obtained’ and when communicating with participants the researcher can make his ‘own understanding of the situation’
. 

‘Deciding What’s News’ is a classic study by Gans (1979,1980) of how popular news media organisations report stories, select the news to be transmitted and omit other news as unnewsworthy. Gans closely studied the CBS News and NBC News: 

“Having done several community studies using fieldwork or 
participant-observation methods, I observed how the journalists worked. I talked with them about their story decisions, sat in on editorial meetings, and joined informal discussions in and out of the office” (xii).  

His research was done over a period of several months between 1965 and 1969.  As his study emerged he came across a few negative points relating to participant observation. He describes some of these points: “I became aware of how my own values affected my analyses” (xiii), found that he had not enough data because 

“sociology and journalism is very similar, they both reported on American society through the use of empirical methods” (xiv).  

In order to overcome these he tried to compare how the two disciplines work and how they confronted similar difficulties.

PART THREE:  OUTLINING MY STUDY


In this section, as the researcher and ‘complete observer’, interviewing was the main research method I carried out.  It was important to become part of Iron Man Record’s culture for a while in order to understand behaviours, acts, procedures and statements.  The ethnographic research I undertook was based upon Hammersly & Atkinson’s (1995: 1) view of what ethnography involves and what the role of participant observer is about: 

“witnessing events, listening to and striking up conversations with subjects, and collecting any data that may help to illuminate issues that are important to the organisation being studied”.  

In order to conduct my research and formulate conclusions I used this approach to conduct workplace ethnography at Iron Man Records: examining how the independent record label operates within the music industry and how it promotes bands on its label.  The main body of the research consisted of keeping a diary of daily events and observation, noting activities, conversations and informal interviews with Mark of Iron Man Records.  

I used a selection of methods to gain in-depth understanding as a range of methods can deepen knowledge.  The role I took on was that of the ‘participant observer’
 (Hansen, Cottle, Negrine & Newbold 1998: 65).  In this way I was able to conduct social enquiries concerning the interactions between Iron Man and artists / bands within the social framework of the record label.  This allowed me to work in the real world in terms of paper-based documents and to observe the working day of the organisation and its members.  When conducting such a study the theorists suggest that the researcher must be: 

“a good observer, skilled in talking with and interviewing his professional subjects and must discover, retrieve and, on occasion, generate various forms of organisational documentation” (1998: 36). 

I gathered data such as contracts, business statistics, sales analysis and market strategies using online resources, the Internet and visual records such as flyers and cd covers in the same manner Burns did.  I was, however, unable to spend as much time as they did in their organisations due to the limited time I had.  I conducted a number of informal personal interviews and lengthy conversations with Mark (Director of Iron Man Records).  I also attended meetings held with bands /artists or promotion companies and took notes as advised by Gans. The interviews were semi-structured, meaning that I needed, 

“a written list of questions to ask the informer but try…to 

maintain the casual quality found in unstructured interviews” (Berger 2000: 112).  

My choice of a semi-structured interview rather than a structured one was because I felt that this enabled me to focus on important areas rather than just having a conversation about the label.  I used base questions such as “What are the methods of distribution you use?”, “What is Iron Man’s main strategy for promoting artists and their records?” and “What role does the Internet play in the daily operation of Iron Man Records?” to start off our ‘conversation’ and to keep it focussed to what I needed from it.  It also gave me some enlightening information which I had not planned on getting.  The activities I undertook were all based on Hansen, Cottle, Negrine and Newbold‘s approach of ‘participant observation’ and steps needed to be taken such as; ‘access, analysing data and collecting and recording data’ (1998: 51-61) and then returning to base in order to write up notes, taking advice from Schlesinger (1980) 
.  Lastly to understand the information I gathered I will be considering Berger’s (1998) method of comparing and contrasting answers using quotes and paraphrases from my research to back up my conclusions and theories about the label.

CHAPTER THREE:  PARTICIPANT OBSERVATION RESEARCH

INTRODUCTION

In this chapter, I will use the methodology known as participant observation in my research of Iron Man Records.  The previous chapter discussed the method which I will use to conduct my research and obtain necessary data to appropriately answer the research question.  I have undertaken participant observation at the record label, between March and April 2007.  I will now discuss my findings and information gathered from the record label.  All of the quotes that I have used in this section have been taken from the transcript of the interview and daily observations with Mark Badger, Director of Iron Man Records (See Appendix  for the full interview, notes took during observation period and quotes obtained from the website).  All information has been gathered through primary research at Iron Man Records.

The research covers four different sections; 

1. ‘The label’, will explore what has been said about the label,       

             Iron Man Records and how it operates within the music 

    industry.

2. ‘The relationship between the band and the label’, explaining     

    why a personal relationship precedes a professional one. 

3. ‘Producing the product’, focuses on all stages of production 

    through to the promotion and marketing of the music.

4. ‘New promotion strategies using the Internet as a free tool’,   

    creating wider social networks, reaching bigger markets and  

    different modes of working.  I will discuss how and why new     

    networks are accessed and how Iron Man makes use of them.

part one:  THE LABEL

I have previously discussed the characteristics of the music industry (Barrow and Newby (1995)) and how record labels operate within this consumer led market.  As presented in my literature review this shows when Baskerville (2000), Negus (1999) and Sunker (2006) made the arguments about record labels and that they have to be very creative in their thoughts and to have new strategies all the time to get consumers to buy their products.  Taking this further Negus (1999) argued that ‘industry produces culture and culture produces an industry’.  During my research at Iron Man Records I have discovered that this is exactly what the label has been doing in order to differentiate it from other local labels such as Fortune and Glory, Oracabessa and Gotham Records who only specialise in one genre of music and traditional ways of promotion.  Reminding me of the story Humphrey Lyttelton told about commercialised music; 


“Tommy insisted that the soloists played the solos note for note as on the 

records.  One night, fed up, Buddy changed the clarinet solo on ‘Opus One’.  Tommy lunged after him off stage and demanded to know what he thought he had been doing.  ‘It’s not artistic to play the same solo every night, Tommy,’ said Buddy.  Dorsey explained.  ‘Artistic? Artistic? Who d’ you think you are, you stale shirt-heel? Art Tatum? Go and be artistic on somebody else’s band.  You’re fired.’                                                            (Lyttleton, H 2006: 32)

The label was formed in 1997 and its mission statement on the homepage is very much a personal one:       
“Iron Man Records is an independent record label based in  

 Birmingham, England committed to helping new bands make a 

 name for themselves and promoting underground music 

 worldwide”







This statement carries out a message reinforcing to consumers that the label considers itself to be an independent (not tied to a genre) label, endeavouring success whilst maintaining creative control over what it produces.  The independent label’s mission is that of serving bands and taking on bands to get their music promoted and marketed to the world.  Defining ‘underground’ music Borthwick and Roy (2004) argued that its music that is not accessible by the public.  This can be seen in the practice of Iron Man Records and how music is being distributed through word of mouth and at gigs (Davis and Laing 2001; 151-152).  Underground music is not always registered at the PPL
 and MCPS
, which means the music, does not have bar codes and catalogue numbers.  This type of music can not be found at mainstream media outlets or distributors.  The independent label supports and promotes music from the West Midlands to a wider audience using online and off line resources, “any money generated is invested in new band projects”
.  Doing this in practice illustrates what Lathrop (2003) called “maximizing the sales” of records and Wall (2003) stated that independent record labels being better for music than the majors.  One of the main objectives for Iron Man: “to promote bands with the least effort, and to minimise costs and maximise sales income to try and maximise results” (Mark - Director).  

An interview was conducted with the director to acquire more qualitative data for analysis.  I felt it was appropriate to address issues such as: what the label was about; what kind of bands it signed; and how it uses promotion strategies to get its music recognised (Davis and Laing 2001; 268-277).  Iron Man Records claimed that the label wanted to retain a reputation for ‘independence’ and financially self supporting, both in the “informal way of building links” with the industry and that it’s “about music and not about the money”.  This can also be related to how Wall (2003) and Laing (1985) described the punk ethos as “do-it-yourself”, but in disagreement with Barrow and Newby (1999; 19) when they argued the music industry: 

“has become increasingly like proper businesses, in other words run to make a profit by people who know how to make a profit rather than by people who simply love or enjoy music”.  
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The reputation of the label is created not only by the bands it signs, but the unique way it operates with only one member of staff.  This goes against the traditional ways of operating a record label with a separate department for A&R
, marketing, creative services, production, sales and distribution (Barrow and Newby (1999; 26-29).  Iron Man Records is a small company, but aspires to expand.  The words ‘Iron Man’ (the name), ‘Birmingham’ (the location) and the tin opener (trademark) make up the record label’s logo.  The connotations within the tin opener symbolises the idea of the old English saying ‘opening a can of worms’.  The objective of the label being is open the tin and empty the contents.  ‘Iron Man’ originates from the song ‘Iron Man’ by Black Sabbath.  The lyrics to the song give you an idea what the label has set out to do
.

The label has only two bands (Dufus and The Nightingales) that are officially signed with written contracts (as the contracts are used for commercial purposes and due to confidentiality they can not be shown within the appendices).  The rest of the bands Iron Man Records works with have secured verbal contracts based on trust, which I will talk about in more depth in the next chapter.  

“Artists do not recognise the rule of law and don’t sign legal contracts as they don’t reconginse the legal system, this is why bands like P.A.I.N. choose to have verbal agreements based on trust” (Director of Iron Man Records).  

Iron Man Records has been working with local bands since 1996 and has organised local live gigs for them in Europe and recently in the USA. The label also acts as a ‘non exclusive manager’ to some bands.  The relationship with bands is fairly unstructured and sometimes on an impromptu basis.

“Bands will have other non exclusive managers in other territories if needed, for example managers in the US and Europe.  There will be a manager that knows what is going on where he is and the area he specialises in, I don’t have their contacts in other countries so it would be stupid of me to want to organise gigs where I don’t have good local knowledge”.                                              

                  (as the contracts are used for commercial purposes   

                  and due to confidentiality they can not be shown 

                  within the appendices)
The label carries an ethos of personal relationship between label and band, 

“I get to know them as a band first and if I think I can’t make money from their music, I at least want to enjoy the music”.  

During the time of getting to know the bands ‘personally’
 and developing a relationship, more detailed contractual agreements can be assembled.  The director completes market research on the band’s record sales, how many gigs they have played and territories covered (have they only played local gigs or have they toured around?).  Iron Man Records operates using the Internet to gain publicity for its bands through social networks (viral networks like YouTube and Vuze.Cam), obviously feeling that its consumers were an important part of keeping the label alive and that Iron Man Records wants to offer them extra information and samples so they can make educated choices about the music they buy
.  Sending bands abroad offers access to new markets, methods and opportunities for the band and the label.  Bands abroad generate a variety of contacts, in the process of opening a new market, new networks, new income streams and new opportunities can be shared with other acts that the label is working with.  

“Iron Man is no longer a local label, with product available 

 nationwide, the label is now an international business with a 

 recognised international profile”




People who attend shows will go home and buy other CDs available from Iron Man’s catalogue, downloads etc.  Eastman, Ferguson and Douglas (2002) argued that bands will gain a bigger visibility with their fans when they start to sell merchandise, and will attract more record sales after fans see them live.  This can also be seen as a vital income system to help reduce costs of tours.  These customers usually return to Iron Man to make other purchases in the future and they are likely to tell friends about the music.  These friends will end up looking for the music too.  On this topic the label stressed its four gauges of persuasion; hear, like, want and buy.  ‘Chatting’ to fans after a gig can often help turn people who have heard music and liked the gig in to people who want the music and would be happy to buy it.  Iron Man sees this as a marketing strategy (See Appendix 2).  

“Experience teaches us that as customers become increasingly comfortable and confident with one particular ‘opinion leader’, they then become more adventurous in exploring other, associated products”.  

This is where record companies act as opinion leaders (issue of trust and reputation) of music selection and the promotion of other artists beyond the one playing that night.  When consumers buy a selection of other music the label has to offer, it shows that the production and promotion side has been successful.  

Iron Man distances itself from other major and independent labels for the reason that the music industry has focused on the media which is used to carry music, rather than focusing on the music itself.  The label is always looking for, or responding to new ways of allowing the consumer to access music and if Iron Man can not sign a band up the music is passed on to other labels, fanzines, radio stations or reviewers to help the band get where it wants to (Anderson 2006).  In comparison, Frith states: 

“record companies are constantly trying to learn more about 
their markets (and the way they are being affected by technological change (2000; 381)”.  

Iron Man is also very different in the ways that it depends on reputation (public relations) more than promotion or marketing.  Barrow and Newby (1995; 20) suggested that: 

“the music business as a whole these days is run by faceless accountants in grey suits rather than people who know and care about the artist and their creations”.  

However, Iron Man sees itself as a trust worthy source of good new music, an opinion leader in its own unique music genre and have the same sort of operation Amazon have on its online shop which is one of: “if you like this, if you like this, you may also like that, if you like that, you’ll like this”.  

The director of Iron Man Records considers the label’s shop to be an opinion leader, because it knows the best current music within the operations of the label.  As Wall (2003) states many independent retailers specialise in the music they sell, and Negus (1996) states that independents are ‘closer to the street’ than the major record labels.  The Iron Man shop is stocked on Mark’s taste “so I know anyone who likes what I like will also buy the music I have in the shop”.  Fans are more likely to buy from someone they trust.  By getting consumers, who, as Wall (2003) stated, normally only buy records that they know, to buy new previously unknown music, proves the success of promotion.  Mark argued that this strategy has always been successful because: “people always want to hear music before they will like the music and only then will they buy the music.  I also take care to consider the four P’s; provide (stuff I like), place (Iron Man shop), price (cheap as possible) and promotion (online strategy)”.  

Here we can see a strong relation to how record labels operate within the music industry.  Fonarow (2006) address a number of media effect theories about independent labels.  One of these is the ‘authentic experience’ and that “indie ideology is generated by the cultural principles of the wider society” (30).  The label is interested in music genres such as: punk, metal, hardcore, rock, acoustic, experimental and noise which all fall into the category Laing (1985) described as ‘DIY’ which creates its own cultural identity.  This tactic of non specific genre, leaves options open for the label to be more creative and diverse in its output.    

PART TWO:  THE RELATIONSHIP BETWEEN THE BAND AND THE LABEL


“It is harder than ever to get signed to a record label, get a publishing deal or to get established as a DJ.  The competition is terrific; even writers of the calibre of Lennon and McCartney would find it hard to get signed today” – Sir Paul McCartney

The director of Iron Man Records feels very strongly about his music and explained that a successful relationship with a band was based on: “as human beings we all have something in common, a love of music”.  He also pointed out that if he signs bands that they need to be on “the same wave length as Iron Man, we all need to enjoy good music, and like interesting lyrics with a political edge to it”.  This can also be related to what Davis and Laing argued: 

“a manager comes into his own by taking the business affairs off the shoulders of the band and protecting the artist from unnecessary encroachments on their time.  A good manager will fight on your behalf with the record company, which may well be trying to load as much on then as possible with scant regard for their time off” (2001; 270).  

“None of the bands on Iron Man have managers, so Iron Man has to act as a label and a manager in equal quantities which can make it hell when problems have to be resolved” (Mark, Director of Iron Man Records).  

The reason for having such a wide variety of bands in so many different places is to create networks of promoters, venues, labels, press, radio and fans to create and extend awareness of the label and its whole roster of acts, including others who are associated in the Midlands and further afield.  Having this wide variety of ‘networks’ opens up new markets for merchandise sales, ticket sales and possibly even sponsorship or funding which Iron Man can use towards getting artists’ music recorded and promoted to the right consumers.  

The Internet plays a very important role in the operations of Iron Man; he feels very strongly that:  

“all bands must be Internet capable, I can only deal with them if they have an email address and can speak English, as I can’t speak any other language, yet”. 

He said that he will only offer a recording deal to a band which wants to help themselves; they must at least have fans, a MySpace account and have played a few different gigs around the country, which is exactly what Hull (2004)
 argued when he pointed out the importance of new technologies and the Internet.  Record labels in the music industry usually make use of A&R departments (Wall, 2003) to sign and find bands; they are described by Bourdieu (1984) as “cultural intermediaries”.  

What made my study especially interesting was that I found Mark does everything within the company and that Iron Man does not have different departments to deal with the various aspects of marketing and promoting of a record.  He talked about the revolution of sites such as MySpace and MOG, which I will go into deeper later in my research, and how A&R is not really needed anymore for him as a label.  These websites are indicators of the popularity of bands, have counters of how many times ‘fans’ visited the bands profile, statistics of what music has been played and comments left on the site.  We can relate this to Davis and Laing (2001) and the comment they made about the importance of gigging to become more experienced
.

The label talked about the importance of liking the bands’ music.  Although both parties need each other to survive, the relationship between the record label and the band is the most important thing.  Bands, in the labels eyes have to be complete in what they want to offer consumers, because they are the ones carrying the reputation of the label.  Together both of them have to work equally hard to get the best out of the music and maximise commercial value and that is why a good relationship is very important.  This can be related to what Davis and Laing (2001) argued about identifying markets
.  Iron Man Records have a fifty-fifty contract agreement with its bands; once costs are recovered they split the money.  A contract will last for ninety nine years, but artists can cancel the contract at any time if they feel like it; 

“my belief is that if an artists is not happy in what they have to 

do they should go where they feel best and get the best out of their music”.  

Mark stated that this is a major reason for Iron Man Records to look after its bands and make sure they are happy in what they are doing and what Iron Man is offering them.  Iron Man Records have two kinds of contracts; verbal and written.  Verbal contracts are usually agreed with local bands, they will have a meeting to list things each party needs to do and both parties are happy with the agreement.  Signed contracts are usually with bands that are abroad.  The written contract challenges the outlook of bands music, and it forces them to be more professionally about their music.  This also brings me back to what Frith (1978) argued about music as a human activity and that people should give music meaning.  Iron Man Records want the bands to express the in sense through their music; the music must have an impact on it mainly, because it’s what Mark feel very passionate about and his ambition is to transfer this passion to the consumer who buys the music. 

PART THREE:  PRODUCING THE PRODUCT

“The industry is clearly entering a new phase.  This new
 postindustrial phase is characterized by decentralization of the means of recording, reproduction, and distribution” (Hull, 2004 – ix)  

Producing a CD involves the time and cost of a producer, a recording studio, sound engineer, label as well as the performer.  Iron Man does not always involve itself in all aspects of production of a CD.  

The director explained to me the different stages of production.  The first step Iron Man records requires from bands is to rehearse on a regular basis; he calls this the ‘audio production’ stage.  Bands need to record their rehearsals and only when the standard and performance is acceptable will they be taken to go into a studio to record to record an album.  “The best time to record an album is after touring when the band is well rehearsed and together as a unit”.  This is the physical production of the audio.  The next stages will be the distribution and marketing of the music, development of fan support and catering for consumer demand.  To be able do carry out these stages to their full potential and as professional as possible Mark stressed the importance of organising and controlling key components.  The visual production, which includes photos and logos of the band, need to be send out with press packs to the media and fanzines.  Live gigs promotion media for the product that is being recorded.  The band needs to make merchandise like stickers, t-shirts, badges and lighters to sell to fans.  These generate additional income that will support the band financially (Eastman, Ferguson and Douglas 2002).  The last and a most important stage is the promotion of the product and through radio (local, regional and national) press, fanzines, internet radio and TV.  Iron Man Records will send out press releases which will have the band’s biography and history attached.  Reviews will be circulated to try and persuade a venue to give the band a gig or sent out to the press to turn up at a show and write a review about the band.  This strategy can also be related to what Wall (2003), Anderson (2006) and Lathorp (2003) argued about radio that is the easiest way of promotion and where people can hear the music.  Flyers and posters sent out to everyone with the name of the band on it, contact address, email, website, details of how to buy the new CD. 

Iron Man registers all new records with CATCO / PPL / MCPS chart system and pay any mechanical royalties due on demand from MCPS.  

PART FOUR:  NEW PROMOTION STRATEGIES USING THE INTERNET AS A FREE TOOL

“Over the past ten years the marketing or records has become an important part of the work of a record company”, Barrow and Newby (1999; 82)

Iron Man Records aims constantly to find new ways of promoting its music to consumers.  Working alongside Badger Promotions (an independent business also owned and run by Mark) the label provides bands with a “resource base for local bands and anyone else outside Birmingham involved with the independent and underground music scene” (http://www.ironmanrecords.co.uk/index.asp?Page=services)
.  The traditional routes of marketing have been challenged by the arrival of the Internet and digital downloads, for reasons of being the most ‘immediate way’ (Gordon 2005; 132) to reach audiences.  The label’s website is its main “focal point” as Mark describes it.  When people visit a site they either want to listen, read or buy something as Scott (2000) argued about the working-class teenagers who have much more extensive musical needs than teenagers in the nineties.  Through his site and other related sites he has created a ‘community’ for his music, it is the place where fans go to listen, buy and talk about his music and also is acts as one of the ‘revolutionary methods of acquiring music’, Anderson (2006; 34) argued.

Iron Man Records use promotion as one of its main activities to get bands known to the world.  In conversations held with Mark he mentioned: “I will make use of every activity involved with an opportunity to market a band”.  One of the label’s main approaches to promote bands is accessing new markets to generate record sales and digital sales.  The label is pro new technology and believes that it is working with it rather than against it.  Although the Iron Man Records’ site is not Web 2.0 capable itself Mark makes use of ‘free’ sites such as: MySpace, MOG, Flickr, YouTube, SonicBids, MP3 Podcasts and Blogs
 (all of which are Web 2.0 capable) to carry out promotional strategies.  Closely related to these ‘free’ promotion sites used by the label, previous studies shown that ‘the music industry depends on networks of informants’ (Frith 2000).   The label makes use of social networking, viral marketing (word of mouth) (Anderson 2006; 43) and online press kits (See Appendix 4) as his main marketing and promoting strategies, which has been proved as a working strategy by Hull (2004)
.  He explained that: 

“four strategies of getting attention: first to get attention, second to like the music, thirdly wanting the music and finally behaviour of change in consumers and getting them to buy the product”.

Using these social networks allow bands and their products to access new markets, accessing these online networks makes, not just the physical products, but the digital product accessible.  Iron Man Records makes use of a MOG page; this is a website service whereby people can meet others who share the same musical taste.  The website claims to: “instantly find other ‘moggers’ that most resemble your musical sensibilities using ‘find ‘mogs’ like me’ technology” and to “discover new music through the people and artists you trust”.  This MOG is regularly updated MP3 which feature music from his bands with the latest news; which is seen by the label as a free marketing tool, it is also a good example of Web 2.0.  This can also be related to the gig tradition, where people meet, interact, share knowledge, enjoy themselves and meet the band.  Web 2.0 is almost starting to offer these sorts of opportunities online e.g.; people can meet, interact, comment, edit info, share and enjoy themselves.  Gigs are valuable opportunities to turn people into consumers of music.  Web 2.0 is seen by the Director of Iron Man as something that will revolutionise the ‘online environment’ in the same way.   The majority of digital downloads tend to be UK based consumers, but Iron Man Records explained that: 

“sending bands abroad will hopefully create a bigger fan base, allowing to accessing new networks and by having a bigger fan base Iron Man create new markets of potential digital consumers”.  

Distribution strategies used throughout the above mentioned websites such as photo diaries of band tours and a free download of a song by the band demonstrates how the label attracts consumers (hear, like, want, buy).  Bands will have interviews with media such as music magazines and radio stations (opinion leaders).  Mark will also offer his bands the opportunity to play as a support act at gigs to get their music to a wider audience to access new markets. 

This can also be seen in the argument that Chris Anderson, editor of Wired Magazine, made in his book ‘The Long Tail’.  This was about the distribution of records and the phenomenon of the online environment (see image).  A small number of popular records have a very high number of sales and the ‘tail’ is the large number of the not so very popular records, but these records in quantity create more income than the hits.  This is the theory upon which Iron Man’s shop distribution on EBAY
 is based.  Iron Man Records does not have records at the top of Chris Anderson’s ‘long tail’, but rather Iron Man Records focuses on selling / distribution music at the lower end of the sales chart.  This music sells over a longer period of time and generates more money than a short term ‘hit record’. 
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(Chris Anderson, The long tail, 2006)
Observing the labels strategy on marketing and promotion of new records, the director responded that: “I go with what is going on at the time and what is going good”.  Three months before a record is being released promotional copies will go out to list of contacts at selected press, radio and venues (national and local), to introduce the bands record (Davis and Laing (2001; 151-152).  This usually generates an initial opinion of the band and provides feedback.  Promotional copies will in some cases be sent out to fanzines and bloggers and this is where the online music strategy usually begins (this is the ‘long tail’ of the media).  At the same time, Iron Man’s website and the bands website will be updated with necessary marketing and promotional information.  The label also engages with bloggers by sending them free copies of a song on the new record.  Targeting these bloggers to write reviews about albums will generate word of mouth and “free promotion”.  This practice illustrates the labels ‘different’ ways of promoting bands to other labels.      

“If I had time I would send millions of tagged MP3 files to my friends and their friends to get my music promoted but I don’t and this is the reason why I use viral marketing such as YouTube, MySpace, MOG and SonicBids.com”.

Mark uses this tactic of recommendation (similar to the online music retailer Amazon), to promote his music.  He argued:   

“I say to them, here is a list of similar songs you might like why not download it and listen to it and if you like it go to this website to find out more about the band”.  

He targets bloggers within the music genre the band he is promoting and gives them a free song to download from his band.  

Iron Man Records is a small company therefore it needs multiple sources of income.  During the participant observation I also found that if money is generated from tours, merchandise or ticket sales the label uses an EBAY account and hard copies.  Every time a CD is sold Mark sees this as a promotional opportunity, he will put other items in the parcel such as: CDR tagged MP3’s, stickers and blurb about the label.  

“If the person likes this CD, I want them to come back for more, and here are some promotional samples to give you a taste.  I would rather send marketing materials to people who have already given me money as I want them to come back and recommend me to their friends” (Mark, Director of Iron Man Records).

CONCLUSION


This research has shown how an independent record label (Iron Man Records), chooses artists and promotes them. The label relies increasingly on new technologies and yet recognises and retains the principles and practices which have been traditional within the music industry for many years.  Research has shown that the label depends mainly on public reputation for its marketing and promotion, because it is free.  The main use of social networking (peer-2-peer) helps to build ‘personal’ relationships with customers who the label sees as part of the parcel to develop and maintain its reputation.  I have investigated the continuing changes within the music industry and the way that technology impacts upon the promotion of bands online and offline.  

My discussions at Iron Man Records revealed that the main tool of promotion used by the record label was the Internet.  Gordon (2005) emphasises the advantages of using the Internet, encouraging peer-2-peer networking.  Anderson (2006) refers to the development of Amateur Publisher; and Hull (2004) reinforces the usefulness of new technologies. 

Iron Man Records evolved a method of integrating its traditional methods of management and promotion with the rapidly expanding and all embracing facilities of the Internet. Bands are sourced, promoted and managed whilst merchandise and information is promulgated, all through a network of arrangements which have developed since Iron Man was formed in 1997.  Resulted into the argument, made by the director, that the label sell music based on quality rather than quantity.  I discovered the following marketing and distribution tools during my participant observation. 

· Word of mouth

· Live gigs

· Peer-2-Peer networking

· Websites of bands

· Iron Man Records website

· Fanzines 

· Radio, newspapers and other media (national and local)

· Web 2.0 sites such as: MySpace, MOG, YouTube, SonicBids and Blogs

· EBAY online shop / SonicBids Online Promotion

The participant observation revealed that the Internet holds significant opportunities for independent record labels such as Iron Man Records to promote music as immediate, available and free. It would seem that opportunities for listening to, watching and reading about music are all available on the Internet; these once separate activities are now available at one source.

My study suggests that online and offline methods of promotion are still popular and play a prominent role in the operations of the label. 

Independent record labels play an important role in the music industry despite the constant competition from major record labels. I am reminded of a statement by Wall: “corporations are mainly generalists focused on mainstream music, leaving independent companies to operate in niche markets” (2003: 105). The emergence of peer-2-peer networking on the Internet has become a very popular method of distribution and in particular a very important and helpful method of promotion for Iron Man Records. My conclusion on this is that consumers are frustrated with how the music industries, and in particular major record labels, try to create a culture for them and avoids giving them a ‘real’ and honest choice.

I believe that my findings are significant. They demonstrate that independent record labels are not abandoning traditional methods of promotion, but are taking them further and developing them as society and culture changes. 

There is much more to understand about Indies than I have dealt with in my study. A more extensive study would require further research; maybe by researching more than one label with a wider range of bands and different genres of music which would give the researcher more data to study.  I feel this will be a very useful study not just for academics, but for the industry itself to gain new promotional strategies of how to target consumers.
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APPENDIX 1 - INTERVIEW TRANSCRIPT


AIMS:
· Learn about the daily routines of Iron Man Records from Mark, Director of Iron Man Records

· Identify forms of promotion / marketing used by the label

· Access and assess relevant promotional documentation used by Iron Man Records

· The difference between Iron Man Records and other Independent labels

PARTICIPANTS:
· Janine Labuscagne 

· Mark Badger (Managing Director, Iron Man Records)

DETAILS:
· DATE: March / April 2007
· LOCATION:  Iron Man Records Ltd, PO Box 9121, 
                         Birmingham, B13 8AU

Iron Man Research Questions

Janine – Researcher

Mark – Iron Man Records Director

(Interview not recorded had trouble with minidisk and participant felt interrupted being recorded; notes where taken and questions have been asked on an ongoing bases and via emails.)

J: Could you please introduce yourself and tell me, who you are and  

what you do?
M: I’m Mark Sampson and I am the Director of Iron Man Records Ltd. I started Iron Man records in 1996. The label is active in a number of areas from working to develop and support the local music community, to releasing records, event promotion, operating as a booking agent, press officer/PR, music promotion, music consultancy, UK and European tour management and work experience provision. 

In addition to the running of the label itself I also work on and advise a number of local steering groups working with Public Funding bodies seeking to develop and support creative industries in the region from Learning and Skills Council, Advantage West Midlands, Chambers Of Commerce, Birmingham City Council, UCE Online Music Enterprise, Digital Central, Digbeth and others.

Working as a guest lecturer and consultant I have written projects and delivered to specific target outcomes, learning aims and objectives. My client base includes: - Birmingham City Council, Equal Project, Knowledge Support for Business, Birmingham Chambers of Commerce, Business Link, Department of Trade and Industry, Learning & Skills Council, Creative Management ltd, University of Central England and many other private companies and individual clients.

J: How and why did you start this independent label? Could you talk a  

little bit about Iron Man Records and what you hope to achieve with this label?
M: I started the label by accident. Many years ago, in my teenage years in fact, I used to tape trade with people all over the UK, Europe and rest of the world. I used to send tapes of my favourite English bands to people in Portugal or Canada or USA or Australia and they would send me tapes of favourite bands from where they were from. None of us had any money but it was a way to discover and share new music. Most of the time it was live tapes of local band shows, sometimes it was albums that you couldn’t get outside the country of origin. I moved to Birmingham in 1990 as that was one of the places that seemed to be generating the highest number of good quality live tapes and there seemed to be a thriving music scene based around the Mermaid, the barrel organ, the Hummingbird and places like Rich Bitch Rehearsal studios. I was in a band and started organising shows for my own band and others that I knew from the local area. I soon found myself organising shows every week but couldn’t understand why having moved here in 1990 that so many of the “famous venues” had shut down or been closed down and I wondered how so many good local bands could be completely ignored when only a few years previously the place was a thriving place for new music. I also despaired at that small level of support music was getting from local authorities and from the local press, radio television and other forms of influential media. I decided to start my own label and try to do it myself and see if I could perhaps reverse the process and offer some support myself and try and generate exposure for the new music coming out of the west Midlands.

J: What are your role / roles as an independent label director?
M: Everything. I’m director, Finance Director, accountant, manager, strategist, press officer, gig organiser, van driver, tour manager, tea maker, IT helpdesk and the rest. I can’t afford to employ staff so if something needs doing, I’m the one who does it. occasionally I generate a small amount of money to employ people to do specific jobs, these are often specialist jobs and at the moment I pay a Lawyer to handle my legal affairs, an accountant to do my books once a year, a graphic designer to handle any marketing material designs or web designs but that’s about it.

J: What’s the usual routine to your job? Do you work specific hours, and have this got an effect on how you run the label?
M: I usually stop working at 1.40am at night so that is probably the place to start explaining how I run my label. I go to bed about 2am most days, the night times seem to be the only times I get any peace to catch up on work and it’s the knock on effect of being a gig promoter for too long. By the time you finish the show, pay the bands, clear the venue out, work out how many pence per hour you’ve earned and made it back home, its late and by the time you’ve had some food and worked out what the next day is all about, its 2am. OK so back to the routine, bed around 2am, I try and get up about 9am, sometimes I deal with a few phone calls first thing, then go to the PO BOX to collect the post after 10am, then if there’s any cheques to pay in I’ll go to the bank and I try to be in the office by 11am. If I don’t have meetings to go to or other commitments then I’m in the office all day till about 7pm. I come home, get changed and sometimes go out for a run. Then it’s back to the computer at 9 or 10pm and I’ll work through till 2am again. I don’t recognise the days of the week or the hours on the clock, I tend to work when I’m not asleep or in a meeting or trying to have a day off. I operate on the cycles of the moon and light and darkness mostly. I try to keep meetings to a minimum as I find they quickly waste time and you can lose a days working talking about what needs to be done, I prefer to get on with it, not talk about it. I do take time out but I’m never far from a mobile phone or an internet connection. When I do take a holiday I have to go camping or leave the country altogether as that’s the only way I can switch off completely.

J: What is it about music that you think is so important?
M: It’s the universal language. You may not speak the language but you can still enjoy the music. When I was a music promoter I had a band come over from Poland called Kryzc. None of them spoke English. I was really frustrated that I couldn’t speak to them. They all looked exhausted and depressed when they arrived at the venue as not many people had showed up. They had come all the way from Poland, most of the people in the room had come to their local for a drink. I decided to put a Subhumans cd on the sound system to try and liven things up. Subhumans are a well known and well respected English punk band, I have known them for years and thought if all else fails, play Subhumans. As soon as the music started, not only did the few paying punters in the room start to wake up but the whole of the band from Poland started grinning and nodding their heads. Within a few moments they were all on their feet dancing and throwing beer and trying to sing along even though they didn’t know the words. They had obviously all got subhumans records back in Poland, or had been to see the band play. They were now in England and the venue they were about to play was playing one of their favourite bands. Language may have proved a barrier to communication but music pulled it down.  If I can’t make money from their music, I at least want to enjoy the music.

J: Can you tell me who are some of the artists you sign?
M: Dufus, The Nightingales, P.A.I.N, Pigfish, G.O.R.G.E.O.U.S and several others.

J: What are the methods of distribution you use?
M: Online I use uploader and IODA to provide digital distribution.

Through the shops I use Code 7 who works through Plastichead Distribution.

I use networks of do it yourself music distributors and enthusiasts.

I swap my cds with those of touring bands too, they take my stuff out on tour to sell, I take their cds and sell it through my distro.

J: What would you say is Ironman Record’s main strategy for promoting artists and their records?

M: By any means necessary, I go with what is going on at the time and what is going good. Or at least, by any means that I can afford this week, I will make use of every activity involve with a opportunity to market a band.  My main strategies are online music promotion, ebay, digital downloads coupled with the bands touring, networking, and word of mouth.

I use YouTube and blogs and podcasts, internet radio, pirate radio and when I can afford it I employ Sean from Mutante Inc to do press to regional, national and some international press and radio.

In general I will use any method that’s free as far as I can and then when it gets serious I try and use the more traditional methods

J: You obviously put a great deal of effort to make your music accessible by maintaining comparably low CD prices, enforcing an all-age show rule, charging a very small cover charge, and going to different extremes spreading your music.  You want people to listen to your music for a reason. What would you say this reason is?

M: 

J: How does Ironman Records sell its records to consumers?

M:

J: What role does the Internet play in the daily operation of Ironman Records?

M:

J: Could you tell me who your competitors are?

M: I don’t have competitors; I have a load of people I cooperate with if that’s what you mean?  Yes, there are other businesses tat are trying to do better than me but their success is not my failure and my success doesn’t mean they fail.  But my success does have a knock, when I make money; we all make money, when they make money I make money etc…  

J: What connotations have Iron Man’s logo have? What are the image / reputation it carries?

M: Ok, the image is an old tin opener I had in my kitchen drawer which I scanned in and used as my logo.  The tin opener is the reference to the old English saying “opening the can of worms” that is the music industry, the label objective to open the tin and empty the content, that sort of idea.  Iron Man comes from the song Iron Man by Black Sabbath.  Birmingham is Ozzy’s town so a label that is based in Birmingham should make reference to black Sabbath, without whom I would not have moved to Birmingham.  Birmingham’s heritage is industry and all the rest so the idea of Iron Man is mostly referring to Birmingham past etc…  The name of the company is Iron Man Records ltd.  If I get sued of I go bust I can start another company called Iron Man Records 2 Ltd or Iron Man 2 Ltd, it doesn’t mater.  That’s just the legal status.  The company trades as Iron Man Records sometimes know as just Iron Man.  My logo says the words Iron Man (that’s the name) Birmingham (that’s the place) and the tin opener is my trade mark and logo.  The logo is an original image made by me so o one will be able to copy it exactly so that’s my trade mark.  That’s what I protect.  The words Iron Man and Birmingham cant’ be trademarked as Iron Man is already protected and Birmingham is a city name and you can’t trade mark that either.  I went for simple solution, a trademarked logo associated with a few words.  Most people think the words are my trademark but actually it’s the image.  By comparison Birmingham Music Network has gone from European Collective to The League of Tall Hats to Birmingham Music to Birmingham Music Network to Birmingham Music Network Ltd and now it’s the Music Network.  The legal status has changed and the names have changed but guess what…. The Speaker logo is the trade mark and that has always stayed the same.  If anyone sees the speaker logo they know it’s me, the words that go with the speaker logo can be anything you like.  Reasons I have done this is it means that people can sue you take legal action close you down, stop you doing anything they like but if you own a logo and its your trademark they’re … and cant touch you.  The logo can always remain and it means no matter how many times you have to change your name, your disguise etc, and your logo remains constant.   

J: How do you feel the major record labels have handled the new challenges and opportunities offered by the Internet?

M:

J: Do you think P2P file sharing of copyrighted music helps or hinders Ironman Records?

M:

J: Most online music stores have strict limitations on the location of buyers.  For example, the UK ITunes store can only sell to consumers in the UK, and checks IP address and credit card registration details to ensure this.  Does Ironman Records place any restriction on international users buying or listening to your music?

M:

J: Do you see any limit to the number of artists Ironman Records can represent in the future?

M:

APPENDIX 2 – (Informal) Research / Observation Notes
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IRON MAN RECORDS    -    March / April 2007

FINDING A BAND

Mark always start a personal relationship with the band, he quoted: “If I can’t make money from their music, I want to enjoy the music”.  Tasks includes; helping bands to book tours, market and promote music in this country.  If a band have an album out in another country and they approach Mark to promote it in the UK for them

-band send CD to Iron Man Records to make him aware of them

-IM will not sign them up straight away, will start a personal relationship with band first if he like them (couple of months / year = relationship)

-CD’s, go to gigs, help put together tour

-band from outside stay at Mark’s house, “I get to know them as a band”

-start off as a personal relationship before a business relationship is formed

- Internet – starting point, or find bands after listening to music on the web

- When an interest is formed Iron Man start market research on the bands: How many gigs played

         : Territory covered (country played, stayed in Birmingham)                                  
DISTRIBUTION:

Put copies up of previous cd band made, see how buy the music, where is sell

SELL MUSIC – EBAY

(Iron Man want to sell music direct to consumers), if any band sell more than 10 records they are worth working with.  If people buy a CD on EBAY they will then go to shops and look for IM CD’s or other CD’s from band (another promotional / marketing tool)

BOOK TOUR: to see if a band is easy or not, see what the band is worth, e.g. loads of fans – results usually good

LOCATION

-Occupy niece local bands, export local bands to the world, but not wanted to be limited – make use of the INTERNET. 

Hand picks bancs by their abilities(“As human beings we have to have something in common”), bands have to be on the “same wave length” as Iron Man Records i.e.: Indie/rock/punk







          : touring bands – live acts

-All bands must be INTERNET capable, only deal with them if they have – email and can speak English.
- Not just a label, but music distributor, sell music label genre related to

- DIFFERENCE BETWEEN IRON MAN AND MAJOR LABELS

Sony: bands have to fit to these criteria …, Iron Man very informal way of building links; it’s about music not about money.

Make deals with bands like (music) not think they will sell.  “I deal with people on the internet I don’t even know where they live”

Iron Man is a LABEL but a NON EXCLUSIVE manager – do what bands want him to do on terms that he is the manager to the purpose of what band need Mark to be, they will have other non excl managers in other areas if needed (in each territory – UK,US,Poland), manager that knows what is going on where he is and not everywhere. 

(Exclusive manager: 1 person manage whole band, no one can challenge them for a alternative)

CONTRACTS

- 50/50 contract, once recovered costs we split the money 50/50

Contract is valid for 99years, but artist can cancel any time, “my believe is that if an artist is not happy they should go where they want to” – this make Iron Man look after its bands.

- £1000 budget of CD, if leave IM still have rights to recover costs.

Iron Man show accounts to artists after 6months, then after that every month: Statement of total sales

Iron Man don’t take copyright from bands, Iron Man own rights to the recorded version (the song), but if reproduced by someone else rights belong to song writer.

Iron Man COPYRIGHT – recorded song stay right of band but band licence if to Iron Man. Band control of own repertoire – whole idea of being INDIE – Iron Man leave band with as many rights they can have

VERBAL CONTRACTS - Verbal contracts with local bands.  They will have a meeting, list things band will do and things IM will do for them

INTERNATIONAL BANDS – everything is in writing, this also challenges the outlook of bands music, and it forces them to be more professionally about their music.

CONTRACT OF INTERNATIONAL BAND – DUFUS

Iron Man manage Dufus as a label, copyright world wide (album)

Mark is their non exclusive band manager

-sort out publishing deal, sign up publishing company

-money 10% wages to Mark of what they get (because he is their manager as well as label)

BUDGET FOR A RELEASE

-£x band in studio, money not issue – band/IM usually know someone in a studio so they usually get recordings worth £x
-Mastering cost – most expensive £x
To get recorded music mastered, but get a really good finished product.

Ex: gaps between songs, everything perfect on CD and in right play order

-Art work for record £x (Usually a friend of the band or a fan will do this)
-Bar codes, register music (use CATCO program -PPL and MCPS) 

-Manufacture, has to have registered first, MCPS sent licence, give permission of manufacture, press office, radio plugger

-Advertising and Promotional literature: flyers, posters, magazine, internet

-Promotional campaign (focus 3months) till record come out, 16months after record is out is the hard work – to sell it

STRATEGY FOR RELEASE – PROMOTION / MARKETING

FIRST 3MONTHS

Promotional copies go out to list of selected press/radio/venues (this is usually the record has arrived what do u think about it? Initial opinion of band)

Send out 250 PROMO copies to press officer (National/Local) 

200 copies to radio, fanzines, bloggers

Key press WORLD WIDE, start online music strategy

Monthly go first, weekly second, radio station all the time (send info to)

Reviews back in a week or months, if miss wait year to see review, internet radio station play straight away, or sit on it

(PODCASTING) Record – release date, arrival CD in shop; update magazine, book tour 4/5months in advance

Online music strategy – bands website / IM website

Make sure record available to buy 
Engage with bloggers – target them to write reviews about albums (target them to get photo’s on flickr, online press kit on IM website

Social networking – MYSPACE, BLOGS

Word of mouth, YOUTUBE, viral marketing - “if I had money I would have sent clips to friends”, Digital downloads (song, and here is list of similar songs u might like – same as Amazon)

ACCOUNTING

Collect money, manage budget – always ongoing

Apply for sponsorship / funding

Label but are manager…. Not make money from record sales so make money from:

-TOURS

-MERCHANDISE

-TICKET SALES
(multiple sources of income – reason small company)

PROMOTE – any means necessary
Standard market, online market – “I will make use of every activity involve with a opportunity to market a band”

STRATEGY – go with what is going on at the time and what is going good

DISTRIBUTION – digital downloads

EBAY – selling, market tool, combination -  “but what is EBAY really??”
DAY 2 DAY ACTIVITIES
- 13 March 2007

-Mark collects his post every morning before he goes to his office 

(He has a PO BOX - non geographical address)

-Go to the office turn laptop on, pick up all the orders from EBAY for the last 12hours, pack them up and post them to the buyers (from all over the world)

-Every time a CD is being sold Mark see this as a promotional opportunity, he will put other items in the parcel such as

: cdr tagged MP3

: Stickers

: blurb about the label

Mark sees the music industry as; you have to like music, then you want to own it and then you will buy it

-Check emails: gig requests; people enquiring about CD’s

-Check stats on website: amount of visited visitors on his site



                 : What visitors look at which website?

(These stats tell Mark the hours he should be working 10 to 10, when people buy CD’s & merchandise)

-MOG page: keep this page updated with the latest news

(Web 2.0 compatible which the Iron Man site is not – Mark sees this as a Marketing Tool, he can load up MP3’s for people to listen to)

-Mailing lists (YAHOO) to distribute information: monthly/weekly

MARKET PROMOTION: myspace, youtube, sonicbids, flickr (social networks, viral marketing, word of mouth, press kits, and photo’s)

DISTRIBUTION COMPANIES

APPENDIX 3 – Promotion and Marketing documents
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Dufus - “"The Last Classed Blast” cd/Ip
Released Monday 16™ October 2006 by Iron Man records

“Sheep up like a goat-herd.....” here comes Dufus

Dufus are from lthaca, New York, and are widely respected as possibly one of the most
prolific, original and influential bands to emerge from the chaotic mash of the Anti-Folk and
Experimental Acoustic/Rock genre in the last ten years. Dufus release their 10th album “The
Last Classed Blast’ on Monday 16" October on Iron Man Records, distributed by Code 7 via
Plastic Head Distribution. Dufus will be touring extensively across Europe from November to
December 2006 with the full band line-up to promote the new album.

The record features 15 tracks written and arranged by lyricist/singer, acoustic guitar player
and front man Seth Faergoalzia. The record was Engineered and Mixed by Mark Ospovatat at
Emandee Recording House, Brooklyn, New York.

Within the music of Dufus resides a severe tension in constant jeopardy of hurtling out of
control; aggressive and nurturing, chaotic yet structured, solitary and social, apolitical and
revolutionary. It is complex genius.

Dufus wears experimental song structures and their own handmade clothing, improvising
often during live performance with a blend of different forms in often unexpected and
pleasantly surprising ways while all the time maintaining an uplifting experience for the
listener's benefit. The uses of all forms of art are included, musically and visually stimulating
with a degree of performance art unknown to most audiences.

The live performance set up can vary from acoustic guitar with choir, to full band and auxiliary
instruments... up to 20 members but as few as 2. Seth Faergoalzia, front man for the band,
also does touring as a solo artist using multiple instruments. He is truly an intense performer
with a truly connected mind. Seth is known for his trademark of reversing lines, swapping
lyrics, changing tempos and style whilst cutting up words or replacing with his own made up
language and extensive vocal sounds........ and all whilst performing live. It has to be seen to
be believed. John Peel loved it;

Dufus and Seth have toured in Europe, Japan and the US. Seth and Erin from the band came
to Europe in May 2006 to demonstrate some of the new material in a stripped down solo
format below the radar. The 30 venues were all small, the shows were sold out, and the
nights were hot.

Seth Faergoalzia continually adds new members to the band, seeking variety and
collaboration. Each album he arranges is a journey in sound with musicians' skills ranging
from virtuosic to amateur; somehow it all works. Quite often the band will bring up members
of other bands and/or fans who find their way onto the stage during tours. Hi-Fi meets Lo-Fi in
an experiment historical

Dufus has graced the stage with such acts as Ween, Animal Collective, Moldy Peaches, Yeah
Yeah Yeahs, Kool Kieth, Regina Spektor, Herman Dune, Dub Trio, Cerberus Shoal, Adam
Green, Usaisamonster, Kimya Dawson, Jeffrey Lewis, Moe, John Brown's Body, and the
Black Dice

For more info go to http://www.ironmanrecords.co.uk
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THE NIGHTINGALES - "Out Of True” cd
Released Monday 2r1d October 200,6 by Iron Man Records

The Nightingales, one of the UK's truly maverick rock groups release their first new
album for twenty years on Monday 2nd October. The record features fourteen tracks;
three re-recordings of recent 7" singles (including "Let's Think About Living" (a recent
BBC 6 Music 'single of the week' & Observer Music Monthly 'Track of the Month') , a
cover of Kevin Coyne's "Good Boy", a previously unreleased Ray Davies/Kinks song,
plus nine brand new group compositions.

On the record the current Nightingales' line up; mainstay/band leader/lyricist/ singer
Robert Lloyd, original Prefect guitarist Alan Apperley, ex-Pram drummer Daren Garratt,
bassist Ste Lowe & wunderkind guitar player Matt Wood - is augmented along the way
by the wonderful Gina Birch from the Raincoats duetting with Lloyd on "Black
Country", Brummie teen pop sensations Poppy and the Jezebels' bassoonist Brett
Richardson and, on double bass, Stewart Brackley

The record was recorded with Bob Lamb in his studio in Birmingham, England. Bob
Lamb is a legendary midlands producer, having made the first few hugely successful
UB40 albums and having recorded such bands as Spacemen 3 and Broadcast, amongst
many others.

The album is to be released in a digipak cover featuring an original painting by the highly
talented, upcoming, North England artist David Yates.

The nightingales will be touring the UK in October, November, December to promote the
new album. g

Album Discography:
The Nightingales: OUT OF TRUE - Oct 2006 Iron Man Records - IMB 6017

The Nightingales: PISSED & POTLESS - The Definitive Nightingales Collection Cherry Red Records -
CDM RED 187

The Nightingales: IN THE GOOD OLD COUNTRY WAY Caroline True Records - CTRUEI
The Nightingales: HY STERICS Cherry Red Records - CDM RED 289

I'he Nightingales: PIGS ON PURPOSE Cherry Red Records - CDM RED 260

www.thenightingales.org www.myspace com/nightingalesmusic

http://www.ironmanrecords.co.uk

for more info contact sean@mutante.co.uk - 0044(0)7947609867 or 0039 3387280620
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Hi Folks, thanks for ordering stuff direct from Iron Man Records, your support is
appreciated. Started in 1997, Iron Man Records is an independent record label based
in Birmingham, England and any money generated is invested in new band projects.
MP3 Downloads: If you want to try out some new music you can download free
MP3 from every Iron Man release listed on the Iron Man website. You can also buy
downloads at £2.50 for a full album direct from the site.

Podcasting: Listen to FREE MP3 PODCASTS or find cleared Iron Man Records
MP3 to include in your own PODCAST here: http://music.podshow.com/

Music Videos on Youtube.com: You can find Iron Man Records here:
http://www.youtube.com/user/manintheorangeshirt

Iron Man Shop: Here's a direct link to the Iron Man Records mail order shop listing
over 100 items on EBay including CDs, Vinyl, Video and DVD.
http://stores.ebay.co.uk/Iron-Man-shop

Iron Man Records own releases to date include:

P.A.L.N: London based Dub Punk Rockers

Howard Marks: Mr Nice Himself

Sensa Yuma: In your face Punk Rock Barmy Army

Dufus: Sheep up like a goat-herd, its anti-folk from New York
Nightingales: Driving manic intensity is born again in Birmingham.

G.O.RGE.OU.S: Birmingham based prodigal scum featuring Nightingales,
UK Subs and Goldblade guitarist Brother Peter

Last Under The Sun: Birmingham Punk Hardcore

[.O.D: Black Country Grindcore Madmen

Less, Pigfish, Legion of Dynamic Dischord and many others

~
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TITLE: Oh my god! We're doing it....

LABEL: Iron Man Records, PO BOX 9121, Birmingham, B13 8AY, UK
FORMAT: CD

RELEASE DATE: May 151 2006

FILE UNDER: punky/ dub / ska / rock

Cat No: IMBG0OS

P.A.LLN on My Space:
www.myspace.com/ahrefhttpwwwgameslothcomtargetblankim
MP3 available from http.//www.ironmanrecords.co.uk

This is the re-issue on Iron Man Records of P.A.I.N’s classic
first album. Originally released on Inner State back in 1995
the album sold out and after the collapse of Inner State had
been lost until now. The Original artwork has been
reconstructed to be as close to the original as possible and
the track listing includes all the classics from the P.A.I.N set:

Beltane, Everything must Go, Pork Dub, British Justice, No
leaders for the Free, Money, Oh No! Its the Pigs, Lighters and
Punx with Guns.

The album includes the work of Phil, Dan and Ozzy who were
all in R.D.F. and John who sang with A.0.S.3. This record was
seen by P.A.L.N as the third in a trilogy, RDF: Raggamuffin
Statement, A.0.S.3: Diversionary Tactics and this cd P.A.I.N:
Oh My God! We're Doing it.

P.A.L.N play heavy dub reggae, good time ska, and pissed off
punk rock, and endeavour to keep their addled heads around
the contradictory and confusing areas of radical politics. The
Band has supported numerous underground struggles and
pressure groups along the way, working extensively with
groups like Reclaim the Streets, Anti-globalisation groups,
Hunt Saboteurs, Anti-fascists, Squatters, Mad Pride,MacLibel,
and many more.... That's the politics, however, it would be to
sell the band short to say the story stops there...They are,
like most punk bands, part Pistols, part Spinal Tap (actually,
was there much difference?) and the best things about
P.A.LLN are the stories of what has happened to them over
the years, genuinely unbelievable situations...Contrary to the
many rumours circulating, the band have not split up, they
never did. The band are alive and well and gigging all over

the place, writing songs for the next album. Sharpen your |

cutlasses, there’s a mighty stormy sca ahead!!

Interview P.A.L.N: Stco steopain@yahoo.co.uk
Steu steuieboh@hotmail.com or Spikey John jdenman666

Contact: mark@irsumanrecerds.co.uk Tel: (+44] 08712 260 910
Iron Man Records, PO BOX 9121, Birmingham, B13 8AU, England
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4. British Justice

5. No Leaders for the Free
6. Money

1.0h Nel it's the Pigs

8. Liginers

8. Punx With Guns

Current PALLN Band Members
Phil Pain - Vox and Guitar
Captain Ozbert - Vox and Bass
Dan the Man - Vox and Drums
Steuie Boh - Vox and
Percussion and Saxophone
Steo - Vox and Samples

Bookings Tel:

OZZY (uk+44)07796 602880
Steo (uk+44)07939 268968
Steu (uk+44)07981 989995

|





APPENDIX 4 – SonicBids Online Press Kit
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Artist Information

Instrumentation
Dufus Seth Faergolzia: Acoustic Guitar / Main Vocals
Alex Coronado: Bass / vocal sounds

Genre: Alternative Brent Cole: Drums / Vocals

Secondary Genre: Rock

additional performers:
Lucas G Crane: Weird Noise
Rick Snell: Guitars

Mark Ospovat: Bass

Erin: Additional vocals

Contact

Dufus are possibly one of
the most prolific, original
and influential bands to
emerge from the chaotic
mash of the anti-Folk and
experimental acoustic /
rock genre in the last ten
years. If You know
anything of Captain
Beefheart or Frank Zappa,
you need to know this
band.

Biography 5
*=Dufus re-issue their album "Neuborns” on 23rd April 2007** on Iron Man Records, distributed by Code 7 via Plastic
Head Distribution, available from all good record stores. (email info@code7music.com / (UK+44) 01296 61003)

Dufus released their 10th album, The Last Classed Blast, in October 2006 on Iron Man Records, also distributed by Code
7.

Dufus will be touring extensively across Europe in 2007 with the full band line-up to promote “The Last Classed Blast” and
the re-issue of "Neuborns” and the bands extensive back catalogue and additional self released albums.

The Last Classed Blast features 15 tracks written and arranged by lyricist/singer, acoustic guitar player and front man
Seth Faergoalzia. The record was Engineered and Mixed by Mark Ospovatat at Emandee Recording House, Brooklyn, New
York.

Within the music of Dufus resides 3 severe tension in constant jeopardy of hurtling out of control; aggressive and
nurturing, chaotic yet structured, solitary and social, apolitical and revolutionary. It is complex genius.

Dufus wears experimental song structures and their own handmade clothing, improvising often during live performance
with 3 blend of different forms in often unexpected and pleasantly surprising ways while all the time maintaining an
uplifting experience for the listener’s benefit. The uses of all forms of art are included, musically and visually stimulating
with 3 degree of performance art unknown to most audiences.

@sonicbids:

pore @ imemet oo~
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� it is a rights industry; it is organized around the management and exploitation of talent… what is at stake is ownership of titles” (2000, 388-390)


� “Industrialising of music means the shift from active musical production to passive pop consumption” (Lull 1992, 50). 


� “More than any of the other performing arts, the world of song is dominated by the money men on the one hand and the moral censors of the media on the other.  The illusion is that song is freely available commodity….The reality is that song is the private property of business organisations” Rosselson (1979:40).





� For example in the food industry if a product is going through a faster production process the costs of making it is cheaper, but the quality is not so good.  Consumers of the food industry are always looking out for low prices and this forces food stores to lower their prices to get more customers.  There is always a standardisation of products in any industry and when food is being made cheaper it become tasteless.  When music is being made to sell more numbers of it also become ‘tasteless’.  However, the small percent of independent record labels that are not so well know and whose music is not being played on radio stations produce ten times more records which may not be such big hits as the ones the majors produce, but sell more copies at the end of the day.  This brings a question in of whether the future of the music industry relies on hits or not.   





� “HMV is the UK and Ireland’s leading specialist retailer on Music, DVD/Video, Computer Games and Related Products”, www.hmv.co.uk


� Artists & Repertoire


� Field research is not an exclusive method in the same sense as, say experimentation is.  Field methods is more like an umbrella of activity beneath which any technique may be used for gaining the desired information, and for processes of thinking about this information (Schatzman and Strauss, 1973: 14).





� Participant Observation refers to the process in which an investigator establishes and sustains a many-sided and relatively long-term relationship with a human association in its natural setting for the purpose of developing a scientific understanding of that association.





� “The interviews which followed this rather lengthy introduction lasted anywhere from one to three hours.  In fact, as I have said, ‘conversation’ or ‘discussion’ are less misleading terms than ‘interview’ for what went on.” (1977: xi-xii)





� He also attended meetings, outside rehearsals and spent time in television studios to observe the workers in their natural environments at work.  When he started to write up his research he made sure that he ‘refrained from using the names of present members of the BBC’ so that no one could be identifiable. (Burns, 1997).





� Field relationships may also be informed, of course, by considerations of class, gender, ethnicity and various other dimensions of social identity as well as age and status.  The reflexive participant observer can thus also be sensitized to possible newsroom norms and practices on the basis of his or her own newsroom experiences (Hansen, Cottle, Negrine & Newbold 1998, 65).





� “they gave me full access to their scripts, logos and assignment records”





� ‘Studies of media organisations and production provide findings and insights simply not available by other means.  These findings provide a basis from which differing theoretical approaches to the mass media – whether conspiracy theories, social compositional accounts, studies in political economy or cultural studies approaches – can be appraised and their (often) generalising claims qualified’ (Hansen, Cottle, Negrine & Newbold 1998, 61).





� ‘Participant observation’ is also often referred to as ‘ethnography’.  Strictly speaking, participant observation is the principal method deployed in ethnographic study, that is, the detailed and in-depth study of human groups and societies, their milieux, culture and practices.


� ‘Disengage’ from data being collected.  Schlesinger suggested that the researcher should take ‘equal time off from the process of ‘captivation’.  Disengaging from data sometimes helps the researcher to discover paths which were not part of the original planning, but which give new direction to the study.


� http:www.ironmanrecords.co.uk/


� Phonographic Performance Limited, an music organization that collects and distributes airplay and public performance royalties in the United Kingdom on behalf of record companies and performers  http://www.ppluk.com/.


� MCPS-PRS Alliance is an operation alliance between the UK’s mechanical right collecting society and performing right collecting society.  It exists to collect and pay royalties to its members when their music is recorded and made available to the public, and when their music is performed, broadcast or otherwise made publicly available - http://www.mcps-prs-alliance.co.uk/.


� http://ironmanrecords.co.uk/index.asp?Page=about 


� Artist and Repertoire


� “Has he lost his mind? Can he see or is he blind? Can he walk at all, or if he moves will he fall? Is he though within his head? We’ll just pass him there why should we even care?  He was turned to steel in the great magnetic field when he travelled time for the future of mankind.  Nobody wants him; he just stares at the world, planning his vengeance that he will soon unfurl.  Now the time is here for Iron Man to spread fear, Vengeance from the grave, Kills the people he once saved.  Nobody wants him…. Heavy boots of lead fills his victims full of dread.  Running as fast as they can Iron Man lives again!” – Black Sabbath


� Bands will stay over at Mark’s house if they play a local gig, or Mark will attend gigs and have a few drinks with the guys to get to know them better.


� Appendix – Sonic Bids, online press kit of Dufus


� “By the mid – 1990s virtually all of the major record labels and most of the smaller labels were operating Web sites.  Mostly, these where sites that promoted the artists and their new releases, often giving background on the artist, photos, and brief samples of video or audio clips” (p 256).


� “It’s probably never been so hard to get people interested enough to make the effort to go and check out a band they’ve never heard of – there’s so much else to do nowadays, and, let’s face it, it takes quite a few gigs and some experience before a band sounds reasonably good” (p2-3).


� “Music is very much a personal aesthetic choice, even more so than clothes.  But with niche marketing (which to virtually all indie labels) you don’t have to check out high street competition in the same way as companies in other industries have to…. Do your sums and you’ll discover that you’ve actually got a potential buying public…some will but it and play it to their friends, and if the record’s good the word will spread and the next record should do better” (p209)


� These resources gathered are: addresses, links, fanzine lists, venue contact details, distros and info on putting out your own records.





� � HYPERLINK "http://www.myspace.com/ironmanrecs" ��http://www.myspace.com/ironmanrecs�, � HYPERLINK "http://www.mog.com/Man_in_the_Orange_Shirt" ��http://www.mog.com/Man_in_the_Orange_Shirt�, � HYPERLINK "http://www.flickr.com/photos/ironmanrecords" ��http://www.flickr.com/photos/ironmanrecords�, � HYPERLINK "http://www.youtube.com/user/manintheorangeshirt" ��www.youtube.com/user/manintheorangeshirt�, � HYPERLINK "http://www.sonicbids.com" ��www.sonicbids.com�, � HYPERLINK "http://www.music.podshow.com" ��www.music.podshow.com�, � HYPERLINK "http://manintheorangeshirt.wordpress.com/" ��http://manintheorangeshirt.wordpress.com/�


� “There is not much doubt that peer-to-peer file sharing is the most efficient method of distribution of music and recording ever used” (p 257). 


� � HYPERLINK "http://www.ebay.com" ��www.ebay.com� – In short, since eBay's founding in 1995 it has become the world's largest place to buy and sell, a community of hundreds of millions of regular people, small businesses, and even big businesses from all of the seven continents. Millions of items of every kind imaginable, in every condition imaginable, change hands every day on eBay for prices ranging from one cent to hundreds of thousands or even millions of dollars (or pounds, or other forms of currency). 
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