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Abstract

The development of the Internet and the introduction of new technologies has led to changes in every field. The music one is the subject of this research where the aim is to understand if there has been a change in the role of gatekeepers due to the internet and music oriented social networks. This research is an exploration across the changes in the music industry, looking at social networks and their relationships with artists, consumers and gatekeepers.

Through five research questions different points of view are explored. The broadest one investigate the music industry and its actors, their evolution due to the shift from old to new media. So first the traditional music industry is presented and then the emerging new players. Then two sociological approaches are used to better understand some concepts as network and actor and their relationships. Bourdieu and the Actor Network theory will explain some dynamics inside the music industry.

Then the impact of social networks on traditional gatekeepers is analyzed followed by a possible birth of new digital gatekeepers. One of their task is to discover emerging artists, a role that has always been related to traditional gatekeepers. Through expert interviews I tried to discover if there is any collaboration or not among the new and traditional gatekeepers and to better understand if emerging artists still need the “recognition” by critics or can be famous just being part of a music oriented social networks. Finally, artists and consumers are questioned to check what possible benefits can emerge from a link with social networks.

Expert interviews are made to gatekeepers as critics and record companies, consumers and artists. All the questions are related to changes in their jobs after the advent of social networks.
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1. INTRODUCTION

The development of the Internet and new technologies has led to vast changes in almost every context. From medicine to cultural field, engineering to education , everyone is experiencing a transformation towards digitalization.

Within  the cultural sector, the music industry  is facing big issues and changes.

Since the birth of the Internet and cheaper technologies became more available, the music industry began to be scared of losing its power. Piracy and file-sharing remain controversial issues that effect the big record companies, the so-called majors whom have always ruled the system (EMI, Universal Music Group, Warner Music Group, Sony Music Entertainment),

As well as the majors, other actors in the music field are facing a new sorrounding, from distributors to artists, consumers to gatekeepers. Their change does not linked only to the piracy issue but above all to the Internet and its features. The shift from old to new media has led to an increasing or decreasing of tasks in every actors’ role. The introduction of new technologies first and then the spread of the Internet brought a change in every process of the value chain. The distribution process has decreased and more often eliminated the role of intermediaries such as the retailers. Today consumers deal with online retailers where the supply is larger and the quality of products the same. The satisfaction of customers is sometimes higher due to a higher possibility of finding what he/she is looking for, even the most unknown singer. The jobs between the artist and the consumer are going to disappear if they do not decide to follow the technological progress.

One positive feature of the Internet is the ability to build social networks, and connect people . People are nowadays using social networks to stay in contact with people and to share  information. The amount of users participating in social networks demonstrates the massive use all around the world and their value is shown by the interest of big companies, such as yahoo! in buying them. 

Social networks are spreading in all fields.  In the music one, they give the possibility to consumers to make them feel a part of the process by sharing opinions about songs or artists, and for the emerging artists to be discovered. Artists are discovering the importance of being in contact with their fans from the most famous artists, whose profiles are increasing on myspace.com, to the emerging ones.

Social networks can be considered as important means for all their users but also as new actors in the music system. Through the artists’ interest in being closer to their fans and the use of passive and active tools which let the consumer discover new artists, social networks are considered as “gatekeepers”. Their diffusion is changing the way of discovering new singers, bands and musicians, a task which has always been related to talent scouts, critics, record labels and radio stations, the so called gatekeepers. Gatekeepers perform the duty of filtering artists, as well as distributing and promoting their works, as is the case in every creative sector. (Caves, 2000).

It is still questionable if there has been a shift from traditional gatekeepers to the new ones while society is evolving from old to new media. The process is still developing which means that a few answers or opinions are shown up in research which are focusing more on the general point of view rather than changing actors’ role.

1.1 Research Questions
This research aims to discover if there has been a considerable or minimal change in the role of the gatekeepers during the shift from old to new media, so that with the advent of social networks.

The research addresses five main questions beginning from the broader context of the music industry shifting to a narrower focus on the roles the actors play.

1. Has internet affected the music industry and its actors? Which are the main changes due to the shift from old to new media?
2. Among the actors of the music industry, regarding gatekeepers, has their role changed due to the use of social networks? Are there new gatekeepers?

3. Have these new gatekeepers affected the recognition of emerging artists?

4. Are social networks gaining a role in discovering emerging artists?

5. Are artists and consumers benefiting from social networks? In which way?

The first one is concerning the music industry and its changes due to the expansion of the Internet and digitalization. Besides, answering the question will help us to understand how consumers, artists, record labels, gatekeepers have been affected by this digital revolution. Changes in the distributional process will be faced and the following increasing or decreasing power of the artists and consumers. The second question regards the gatekeepers and the emergence of new ones due to the shift from old to new media. The third question is more related to the specific task of discovering new artists and helping them to gain success, a process which is now questionable if it is more related to the traditional gatekeeper or the new ones. Among these new gatekeepers there are social networks whose role is increasing power especially in promoting and discovering emerging bands and singers. The last question concerns the possible and different benefits available for artists and consumers who are users of any kind of music oriented social network.

1.2 Research Method
The research was conducted with expert interviews to traditional gatekeepers such as critics, record labels and radio stations and to digital ones as for instance myspace.com and last.fm. To better understand the role of the other actors, other interviews were submitted to artists and consumers randomly chosen. 

Before looking at the different opinions emerging from the interviews, the research will follow a path which starts from analysing the context of the music system. In the first section the music industry with its traditional players and processes is discussed. Besides, the new digital actors are presented and also their main features. The section includes the idea of “Long Tail” by Chris Anderson, the editor-in-chief of Wired Magazine, which describes the niche strategy of businesses (Anderson, 2004) and the concept can be useful when social network mechanisms and viral marketing are discussed. He also demonstrates how niche markets can be as important as the mainstream one in terms of sales, recalling the Pareto’s principle also known as 80/20 rule.

The next chapter changes prospective looking at sociological approaches. One of them is Bourdieu’s point of view while the other is the actor-network-theory, they both can help the reader with the meaning of fundamental concepts for the research, for instance network and actor.

Then the social networks are presented with their developments and definitions. It goes from a more general perspective to the narrowed one of the music oriented social network. This chapter also explores the effects of social networks on the artist and consumer side discussing the benefits they are gaining through them.

The last theoretical chapter, examines the gatekeepers. It starts with the features of the traditional gatekeepers and follows with the ones of the new gatekeepers. It then goes deeper focusing more on the digital gatekeepers and consumers who can act as a new kind of gatekeepers introducing the concept of WOM which is a mean of communication used and trusted by consumers. 

The last chapters before the conclusion, presents the methodology and how the data was collected ending with the results generated by the expert interviews to artists, consumers and gatekeepers.
2. THE INTERNET MUSIC REVOLUTION AND DIGITALIZATION

In this chapter the music industry is presented with its characteristics during the old media era and after the shift to the new media one.
2.1 The Traditional Music Industry

In the 1950s the system of production, distribution and reception of the music industry was formed. During the “Rock ‘n’ Roll” revolution, the phonographic companies started raising and gaining the power (P. Tschmuck, 2006). Today, the music industry is controlled by five record companies, the so-called “majors”, which are: Universal Music Group, Warner Music Group, EMI and Sony Music Entertainment. Until September 2008 among the majors there was also BMG (Bertelsmann Music Group) but the first October 2008 Sony Corporation has acquired Bertelsmann’s 50% stake in Sony BMG (Sony Press Release, 2008). The majors are controlling 85-90 per cent of the traditional music market whereas the 10-15 per cent belongs to the independent labels (Swatman et al., 2006).

Traditionally record companies had the core power in the music market and before the introduction of new technologies and the Internet, they were the only ones to “scan the environment, discovering promising artists with latent talents and enter into contracts with these artists. They manage the music production process by marrying artists with the right mix of co-workers (producers, songwriters, and musicians), handling legal aspects of music creation, packing artists for marketing purposes, and distributing music (songs on CD or other media) through brick-and-mortar retailers” (Lam and Tan, 2001). 

In the traditional process the artist sought a contract by sending the demo tape to several record companies, who were accustomed  to receiving hundreds  and selecting the one(s) with the highest chances of success (Caves, 2000). The selected artist then signs the contract so that the record label is in charge to promote and distribute the artist’s album whose sales fall on the artist’s royalty. If the sales cannot cover the production costs, the artist doesn’t receive any payment from the royalties while the loss falls entirely on the record label. Artist’s royalties rise considerably when the album gains a great success (Caves, 2000). Using this business model, the artist usually receives a small percentage of the sales while the record labels obtain the larger slice of the pie.

The final product which could be the CD or DVD was usually presented to the consumer through the brick-and-mortar retailers. In this case the utility perceived by the consumer is uncertain till the moment of “consumption”. Consumers spend time and money collecting information to help the decision procedure. This information comes from several and different sources as retailers who sell the product so that having a self-interest in driving the consumers’ choice with an usual overestimation of the product quality. Other kinds of sources are record companies and critics. The latter will be discussed in the fifth chapter.

The distribution process has not changed since the 1990s when the digitalization started influencing also the actors’ role. Record companies didn’t realize in time the potential of this phenomenon and they reacted first ignoring, then downplaying it and finally fighting the new forms of technologies (P. Tschmuck, 2006). 

 One of the first elements that threatened the record companies was the falling physical music sales, a decrease from $13.2 billion in 2000 to $11.2 billion in 2003 in the US (Canadian Internet Policy and Public Interest Clinic, 2007). The International Federation of the Phonographic Industry (IFPI) reported in June that the global sales of recorded music fell by 8% in 2007.
Scholars such as Vaccaro & Cohn (2004) and Fox & Wrenn (2001) believe the labels will remain the centre of the recorded music industry but only focusing more on smaller groups of artists and on distribution channels and customer information. On the other hand,  The Times publishes an article entitled “The day the music industry died” by Sandall who reports some failures of the market - “Album sales are currently in freefall all over the world. The 10% drop in the UK over the past year is dwarfed by a 15% slide in the US, 25% in France and a whopping 35% in Canada. The bankruptcy this summer of the CD retail chain Fopp, HMV’s announcement that its profits halved in the first six months of this year and Richard Branson’s recent decision to dump the Virgin Megastores – which have reportedly lost him more than £50m in 2007 – are only the most visible signs of a crisis that has rocked the music industry on its axis” (Times Online, 2007).

2.2 The Emergence of New Digital Players

Due to digitalization, the entry barriers of the music market have been decreased bringing a change in the role of the traditional players and introducing new ones. The latter have increased diversity and the potential for creativity in the music system (P. Tschmuck, 2006). 

All this means is a change of artistic production as a consequence of altered conditions of production, distribution and reception (P. Tschmuck, 2006). Technologies and the Internet give the possibility to digitalize music and spread it across the world through networks so that the old system of delivering music has become obsolete. The Internet works as a distribution channel which cannot be controlled by record companies and has led artists to promote themselves and reach their audiences without the help of any intermediaries. The artists can now handle parts of the music creation and distribution process and they can decide to collaborate with social networks or other artists independently of record labels (Lam and Tan, 2001).

Established artists have gained some experience during their career. Therefore some of them have decided not to rely on record labels anymore (Lam and Tan, 2001) distributing their song samples through their own web sites at low costs such as  Janis Ian. She is a singer who reached her higher success during 1960s and 1970s; she was one of the first who let her fans download her songs for free from her website. Visitors of her web site rose from approximately 60,000 (annually) to five times as many and her album sales increased over 250% with a monetary increase of an additional $5,000 to $10,000 annually (M. N. Cooper, 2005).

Another example of an artist who has decided to “collaborate” and communicate with its fans skipping the traditional chain, is Radiohead. Before realising the new album “In Rainbows”, the CD could be preordered and downloaded perfectly legally for as little as 1pence on  Radiohead’s website. They let their fans decide the value of their last album (Randall, 2007).

As Bayaan (2004) declares, there is a difference between artists and record companies because the first gain the exposure they need by giving away CD’s for free and use the promotion to increase tour revenue.

The consumer in this scenario gets high quality products for the same price enjoying a higher variety (Bayaan, 2004). They can explore several music distribution channels and purchase songs and have access to this channels anywhere, anytime and anyhow.

In 2005, IFPI reported that even though physical music sales were still dropping, digital sales had tripled and now accounted for 6% of total retail music sales (IFPI, 2005). 

Online retailers usually have large database so that consumers will be easily satisfied and some of these retailers have efficient features to chart consumer purchase patterns and understan buyer preferences (Lam and Tan, 2001). With the increased importance of these online retailers, record companies have to manage working with them and not only with brick-and-mortar retailers. EMI, Sony and Universal have started offering dowloads of music (Lam and Tan, 2001).

A classification of these online portals is given by Swatman et al. (2006)who divide them in three types: music portals initiated by traditional retailers or intermediaries, music portals initiated by telcos or technology providers, indipendent music portals The first ones are developed by companies which were or still are brick-and-mortar retailers. The second portals are direct competitors to the record companies and are divided in: spin-offs of telcos (telcos which offers downloading, streaming and burning of digital music), a purpose-built technology company working with telcos and/or software provider, a spin-off of major technology company (e.g. Apple with iTunes Music Store). The last kind of portals do not depend on any company such as last.fm which offers an huge amount of tracks and artist among all the genres. 

The actual scenario is described and studied by some scholars as Stahler (2001) who defines the online music sector stakeholders, where the music is sold by online retailers or by artists themselves both with a recognized reputation.

It is not possible to define which one is the best solution for record labels but as technologies goes on, they should enter the stream becoming online retailers and distributing songs with no limits of time and space. Digitalization should force record companies to re-negotiate their existing contracts with their artists including new formats today reproducible and transferable by the Internet. As these procedures involve high technological competences, record labels should form alliances with internet media companies or telcos or providers (Lam and Tam, 2001). 

2.3 Chris Anderson and the Long Tail

For the aim of this research, looking at Chris Anderson and the Long Tail strategy can be important because it shows that through the power of the Internet, it is possible to discover new markets belonging to the music industry where not only hits matters. It means a higher relevance for emerging artists and a broader choice for consumers. 
“When you can dramatically lower the costs of connecting supply and demand, it changes not just the numbers, but the entire nature of the market”

Chris Anderson, The Long Tail: Why the Future of Business is Selling Less of More
Chris Anderson coined the term “Long Tail Strategy” in his article published on Wired magazine in October 2004. He describes the phenomenon that niche products form a large share of total sales, products that covers specific and narrowed consumers’ preferences.

Thanks to the Internet, a power is given to these niche products and to consumers who are satisfied by the large possibility of choices given by online companies. 

To understand it, it is necessary to analyze in depth the “long tail strategy”.

The essence of the strategy stays in the following statement by C. Anderson (2004): “Forget squeezing millions from a few mega-hits at the top of the charts. The future of entertainment is in the millions of niche markets at the shallow end of the bitstream”.

Since the introduction of this strategy, we have been used to the Pareto’s principle also known as 80/20 rule which shows that a majority of the sales come from a very few products (Brynjolfsson et al., 2007).
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On the x-axis we have products and only the 20% of them generate the 80% of the profits (y-axis). In the business culture, this rule has been given for granted before the introduction of online distributions. In the music industry only a small percentage of album released were considered as successful so generating high income while the rest were considered failures and destined to “obscurity” (Iqbal, 2007). In the typical brick-and-mortar store, compared to an online one, the bookshelf space is limited so that it is higher the probability that it will be occupied by the mainstream hit albums. With the arrival of online retailers, things have changed and the Pareto rule doesn’t seem so stable anymore. They have unlimited shelf space and are able to offer very diversified products and aggregate completely different customer preferences (Anderson 2004, Anderson 2008). The most important online stores as Amazon.com, Rhapsody and iTunes give shape to the long tail. Rhapsody is one of the leader in online music service and it stores 1.5 million unique song tracks on its servers while Wal-mart can stock only 4,500 unique albums (amounting to 25,000 songs) on its shelves (Iqbal, 2007).
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In the image, the grey part represents the brick-and-mortar store while the black one the online retailer store, this is the tail which represents the rest of the CDs, most of which are only available online (Anderson, 2008). C. Anderson (2004) interviewed Robbie Vann-Adib, the CEO of Ecast, a digital jukebox company which offers more than 150.000 tracks, who asked the editor of Wired “what percentage of the top 10.000 titles in online media store will rent or sell at least once a month?” and while Anderson answered following the Pareto’s rule, the right answer was 99%. Vann-Adib explains that there is a demand for nearly everyone of the top 10.000 tracks.

“A hit and a miss are equally worthy of being carried” (Anderson, 2004) and the digital stores can allow the presence of both with no limits of numbers due to no manufacturing costs and any distribution fees.

In order to make the long tail strategy successful, Brynjolfsson et al. (2006) identifies a number of active and passive tools managers should pay attention to. Effective searching helps customers to find the products they were not previously aware of. The recommendation systems are the passive tools, which build their suggestion based on the past customer’s purchases and the click stream. Thus, by these tools clients can discover products they would have never considered before, which in turn enhances the effect of the long tail. Moreover, the Internet facilitates customers with the information about “hard-to-find” products, which in turn tends to create a longer tail in the overall sales (Brynjolfsson et al., 2007). In the music industry there are a lot of obscure bands and even more obscure labels (Anderson, 2004). The success of these online retailers shows that both the ends of the curve are necessary because although less-mainstream songs enrich the library, hits are still important to attract consumers. After attracting consumers through hits, the long tail strategy guides them to the unknown artists through the recommendations system. For instance searching an artist on Rhapsody as Robbie Williams, it is possible to listen to “similar artists” and discover small indie bands. The aim is to use recommendations to drive demand down the long tail. 

Driving demand down the tail is one of the strategies in the concept of Long Tail. It aims at pulling consumers down the tail from hits to niches using the internet technologies. This strategy increases customer satisfaction because there is more information on products generated by the selling companies or by customers themselves, as people become content producers in forums and social networks (Chevalier and Mayzlin, 2003). Long tail strategy treats consumers as individuals offering mass customization instead of mass-market fare (Anderson, 2004).

The long tail means a wider selection of artists and labels for consumers above all with niche preferences. Each of them is considered important no matter where he/she is, what matters is just that some number of them exist, anywhere (Anderson, 2004).Therefore, although there will be still artists who cover a big audience who represent the head part of the long tail, record labels will face an higher number of customers with difficult-to-predict tastes. Moreover, recommendations are important marketing tools for less-mainstream music who are now able to find an audience. 

According to Anderson the company should not rely on blockbusters and as the long tail teaches, they should focus on niche offerings which cannot be provided by brick-and-mortar stores. 
Long Tail business allows diversity fighting the tyranny of the hit (Anderson, 2004).
3. A SOCIOLOGICAL APPROACH
Before going deeper in the topics of social networks and gatekeepers, it is useful to look at two sociological approach to better understand fundamental concepts such as “network” and “actor”.

The first approach deals with the concept of “field” by Pierre Bourdieu defined as a competitive system of social relations “having its own laws” (Bourdieu, 1993) and where each individual occupies a position depending on the amount of “social capital” the subject possesses.
The second approach is the Actor-Network theory (ANT) which concerns both the study of science and technology and it was developed by scholars including Bruno Latour, John Law and Michel Callon.

These two theories are used to better understand some concepts relevant for this research. The music industry is a system where different kind of actors participate. For example, the cluster of gatekeepers  includes not only “human” actors as critics but also “non-human” ones as the music oriented social networks. This distinction is faced in the actor-network theory but if we think about the position they have inside the network we can relate it to Bourdieu’s idea of social capital on which it depends.

3.1 Pierre Bourdieu and the concepts of field and social capital

Pierre Bourdieu was a French sociologist well known around the world who influenced different fields as philosophy, anthropology, literary theory and of course sociology.

Bourdieu’s main works deal with the definitions of terms as cultural, social and symbolic capital, habitus and field.

Bourdieu works out on the concept of field from the 70s to the 90s defining it as a net of objective relations between positions. These positions are objectively defined in their existences by their actual and potential “situs” in the distributional structure of the power. Every field has a system of relations between the positions of the subjects that are defined by production, exchange and distribution dynamics of a specific capital. There are mechanisms which form these dynamics that are considered as rules or laws and are specific for every field. While analyzing a field, it is necessary to understand these rules because they regulate the influences by other fields and of the social space. L. Wacquant says that the field is a structured system of objective powers which are imposed by the field to subjects and objects who enter the field. The structure of the different positions within the field is dynamic and it is subject to continue changes which never give a definitive shape to the field. Three steps have to be followed to study the field: understand the degree of autonomy of internal relations, understand the objective structure of relations between positions occupied by agents, understand the system of disposition (habitus) developed by individual agents in response to the objective conditions they encounter. Bourdieu defines the habitus as "system of acquired dispositions functioning on the practical level as categories of perception and assessment or as classificatory principles as well as being the organizing principles of action." (Bourdieu, 1987/1990).
There are different fields equivalent to areas as the artistic, religious and political ones, to social institutions as university or family, to sub-institutions as the philosophical and scientific ones and to specific domains as fashion and editorial ones.

The field of the music industry is composed by record companies, artists, distributors, gatekeepers, consumers and so on. Following Bourdieu’s concepts, each position of the actors is defined by the social capital they possess. If one looks at the big record companies, they have a high social capital which gives them an important position inside the field. The possession of this capital rules the access to specific profits of the system. That volume of the social capital possessed by a record company or an artist depends on the size of the network of connections they can effectively mobilise and on the volume of the capital possessed in their own right by each of those to whom they are connected.
The relations between artists and record companies or artists and consumer or gatekeepers and artists are defined by the dynamics of production, distribution and exchange of the specific capital, the position inside the music system and the laws that rule the actions.

In Bourdieu’s Theory he also talks about the sociology of domination. In every field there are “fights” where the subjects with different positions, the dominants and the dominated, start to conflict to preserve or modify the distribution of the specific and the global capital. It means a consequent change in the actors’ positions and in the rules that define the situs. Thinking at the music field  the copyright issue is can be considered as a reason of fight were consumers conflict with the powerful position of the majors so that trying to modify rules of the system.

3.2 The Actor Network Theory

The actor-network theory faces the dichotomy of society and technology putting them not in different binaries as most of the methodological approaches do, but considering them as two interrelated worlds.

The dichotomy is transferred in two determinist approaches: technological and social. The technological approach develops out of dynamics beyond human control and take for granted that all outcomes of a technological change are attributable to the technological side rather than the social one (Grint and Woolgar, 1997).  On the other hand, the social determinism approach, according to Law and Callon can be used to explain the technical change and it focuses on social interactions.  The Social Construction of Technology (SCOT) “points to technology as being through and through social” (Stalder, 1997). SCOT is a recent movement in the history and sociology of science and technology and the ANT belongs to it.

ANT overcomes the ideas of Modernism and Post-modernism. The first divided nature and society in which nature was only observed and never man-made while society was made only by humans and the only indirect link was the language which allowed us to refer to either one of them. The Post-modernism separated the language from both poles by declaring it autonomous (Stalder, 1997). The separations carried out by Modernism and Postmodernism are considered artificial by Bruno Latour who explains that “(technological) reality is simultaneously real, like nature, narrated, like discourse, and collective, like society”(Latour, 1993).

Bruno Latour and Michel Callon define the aim of the theory as “to describe a society of humans and non-humans as equal actors tied together into networks built and maintained in order to achieve a particular goal”(Stalder, 1997).

John Law applies semiotics to the ANT saying that “It tells that entities take their form and acquire their attributes as a result of their relations with other entities” (J. Law and J. Hassard, 1999). He also includes the concept of “performativity” explaining that entities not only take shape as a consequence of the relations with the others but they are also performed in, by, and through those relations. (J. Law and J. Hassard, 1999).

These entities described by Law are the actors tied together into networks that Latour and Collon talk about. Latour defines the word actor, from the expression actor-network, as “not the source of an action but the moving target of a vast array of entities swarming toward it”(Latour, 2005). 

In the world there are hybrid entities (Latour, 1993) formed by human and non-human elements such as technological artefacts. 

If relating the concept of actor from the ANT to the research, it is possible to find the link in the term of gatekeepers nowadays. Although the traditional point of view describes them only as human elements such as talent scouts and critics (Caves, 2000), after the advent of the Internet there are also non-human ones such as social networks who act like the traditional gatekeepers.

Another concept of the ANT interesting to discuss is the network. It is defined by Callon as “a group of unspecified relationships among entities of which the nature itself is undermined” (Callon, 1993). The elements tied up the network keep their spatial integrity by virtue of their position in a set of links or relations (J. Law and J. Hassard, 1999). 

The network ties together two system of alliances: people and things (Stalder, 1997). The first system includes everyone involved in the invention, construction, distribution and usage of an artifact whereas the second one includes the pieces already on stage or had to be brought into place to connect the people. These two system are interrelated which means that every change in one causes a shift in the other one.

The two main elements of the ANT, actor and network, are mutually constitutive. The network consists of actors and an actor consists of a network of interactions and associations. If we want to study the network we cannot leave aside the study of the actor. Callon (1987) says about the relation between actor and network: “the actor network is reducible neither to an actor alone nor to a network. Like a network it is composed of a series of heterogeneous elements, animate and inanimate, that have been linked to one another for certain period of time […] An actor network is simultaneously an actor whose activity is networking heterogeneous elements and a network that is able to redefine and transform what it is made of”.

The network follows three stages which are: emergence, development and stabilization (Stalder,1997).

The emergence is the first phase where actors generate the network. Here stands an intermediary which circulates in the network with the aim of adding new actors. The intermediary is the link between the actors and define the essence of the network, so that through the circulation of the intermediaries, actors form networks. In this stage starts the translation process. By it, it is possible to understand the mechanism of power among the actors in the construction and maintenance of networks. It is possible to understand the networks of relations, how they emerge and come into being and more on “how actors enlist other actors into their world and how they bestow qualities, desires, visions and motivations on these actors” (Latour, 1996). Callon et al. (1983) propose that translation engages all the strategies through which an actor identifies other actors and relate them together.

In this stage, the network emerges aligning more and different actors and this is the way the actor can grow. Its importance depends on the number of actors with whom it connects and relates. “It is the number of other people who enter into the business that indicate the amount of power that has been exercised”(Latour, 1986). In an innovation translation model, where the innovation can be the Internet or the social network, the movement of this innovation through time and space depends on people who can react in different ways, changing it or adding to it or letting it drop (Latour, 1986). For Latour this shaping process of the innovation performed by actor is essential for its continued existence, there should be a large amount of actors who support it to make the innovation go on. He (1986) also suggests that it works by “interesting” others and then getting them to follow our interests, making it indispensable to them. For instance social networks live and survive thanks to the different actors who are interested in it and who are then linked together with the opportunity of aligning more and new actors which will make the social network grow.

The development stage put the network toward two possible directions: convergence or divergence of its actors. When new actors come into the network the process of translation becomes more difficult and we assist to a change of both the network and the actors. The circulation of intermediaries needs to be coordinated through an internal agreement among actors and how it works is a sign of strength. If the translation process is denied by some actors, this circulation in the network becomes more difficult and the links between the actors weaker. The actors  then begin to diverge and the integrity is lost. The opposite of this process brings to a convergence, where “every actors’ activity fits easily with those of the other actors, despite their heterogeneity”(Callon, 1992).

The last phase is the stabilization one. Every actor should aim at the stability because otherwise they wouldn’t exist anymore without a solid network. It means that “the interpretative flexibility diminishes. Consensus among the different relevant social groups about the dominant meaning of an artifact merges and the ‘pluralism of artifacts’ decreases”(Bijker, 1994).

However, even if ANT explains the positions of agents and things, whether human or non-human, it does not clarify about the dynamics of actions between the positions within the network. Moreover the existence of the networks does not explain actors’ interpretation of those networks and so that their consequent actions. 

A first distinction between the ANT and Bourdieu’s idea can be found in the relationship between the network, the actors,the field and the social positions of the agents. In the ANT, the actors who can be human and non-human, are not defined by the social capital owned as in Bourdieu’s thought but as entity themselves. Bourdieu tells subjects have to be considered on the basis of the volume and type of capital owned which identify their position into the field, “the concept of symbolic capital defines the tools used by individuals and institutions within a field to gain dominance and thus to reproduce themselves over time” (Lawley, 1994).

Another difference between the two sociological approaches is in the study of the network and field. In the ANT, network and actors are interrelated because without actors the network cannot exist and vice versa. It means that to study and understand the network it is necessary and not excludible to look at the actors. As opposed to ANT, Bourdieu explains that is possible to objectively understand the field on a structural scheme regardless of the subjects. The system of relations can be analyzed separately from single subjects, which are defined by these relations. It doesn’t mean that individuals are not important or do not exist but the field has to be the focus of studying.
A similar feature between the two approaches can be found in the generation of the network. Bourideu and ANT tell about a naturalisation establishment of the network which means it generates as normal, regular and gradually even if ANT is more focused on this process than in the later dynamics of the networks.

4. SOCIAL NETWORKS
In this chapter, social networks and the new roles of artists and consumers are going to be analyzed. As Bourdieu explains, the field is dynamic and  “turbulences” can exist which change the status quo of the system. The shift from old to new media has influenced rules and roles within the field. For instance thanks to the introduction of social networks, the social capital possessed by consumers has become higher. It means they are gaining a more important role in the music industry and the same is for artists. But there are also actors who are losing their social capital in favour of other players such as the brick and mortar retailers which are experiencing a decrease of their capital towards the online retailers.

it is important to discuss the figure of social network as gatekeeper is presented. Here the actor-network theory let us compare these two players because it explains that in the network there can be “human” and “non-human” actors with the same roles. When talking about gatekeepers, the traditional ones, it recalls people as critics and talent scouts, “human” actors, but in the new media era there is an emergence of digital gatekeepers who are “non-human” such as the social networks.
4.1 Definition and History

Social Networks (SNs) belong to the so called Web 2.0 applications which are “a set of loosely related key trends and technologies that have changed many of the ways people use the Internet” (Geoff, 2007). A more complete definition is given by Tenenbaum (2006) who describes Web 2.0 applications as “ a collection of emerging web technologies and methodologies that make the web more participatory (that is, two-way versus read-only), more semantic, and more real-time (that is event-driven). Perhaps more importantly, Web 2.0 is a cultural phenomenon. Developers start with a simple but useful idea and get it out quickly, so others can refine and embellish it. The process has come to be known as mass collaboration where thousands of individuals build incrementally upon each others’ work”.

Since SNs were introduced, they have gained a large amount of users which sparked scholars’ interest in the phenomenon. Boyd and Ellison (2008) have defined the SNs as “sites as web-based services that allow individuals to construct a public or semi-public profile within a bounded system, articulate a list of other users with whom they share connection, and view and traverse their list of connections and those made by others within the system. The nature and nomenclature of these connections may vary from site to site”.

There are also three perspectives given by strategy, research and technology companies: McKinsey, Pew/Internet and Wikipedia (Stroud, 2007). The first one defines social networking as it “refers to systems that allow members of a specific site to learn about other members’ skills, talents, knowledge or preferences” (McKinsey, 2007). The second one gives the following definition “a social networking site is an online location where a user can create a profile and build a personal network that connects him or her to other users”(Social Networking Websites and Teens, 2007). The last viewpoint by Wikipedia is: “a social network service focuses on the building and verification of online social networks for communities of people who share interests and activities, or who are interested in exploring the interests and activities of others. It provides various ways for users to interact – chat, messaging, email, video, file-sharing, blogging and discussion groups” (Wikipedia). These features distinguish one SN from the other.

Today the SNs as Myspace.com and Facebook  are very well-established and count a large amount of users that allow them  to survive. But the story of SN started with SixDegrees.com in 1997 (Boyd and Ellison, 2008). It was the first social network which combined what are now considered as the basic features: create profiles, list friends, surf the friend’s lists. The highest number of users reached by SixDegrees.com was one million (Stroud, 2007) but in 2000 it failed to develop because most of the people subscribed did not have extended network of friends on line and there were not any additional features to entertain users who were not interested in meeting strangers (Boyd and Ellison, 2008). Since then, community tools started supporting different combinations of profiles and publicly articulated friends.

In 2002 another SN was launched, Friendster which was created to “help friends-of-friends meet, based on the assumption that friends-of-friends would make better romantic partners [than] would [strangers]”(J. Abrams, 2003). Friendster reached 300,000 users (O’Shea, 2003) through word of mouth and attracted mainly three kind of users: bloggers, attendees of the Burning Man arts festival and gay men (Boyd, 2004). Although it seemed a successful SN, as more people were joining Friendster some technical and social difficulties arose (Boyd, 2006). Friendster was not able to manage the fast growth and also users began to feel frustrated  by the additional restriction of the activities. At the beginning users could only add friends who were no more than four degrees away but this led people adding strangers to expand their reach. The extreme point was reached when users started to make fake profiles which outraged the company (Boyd, 2006) and forced the company to delete these “Fakesters” and genuine users with non-realistic photos (Boyd and Ellison, 2008). This action was perceived as against users’ interest therefore, people started leaving the SN (Boyd, 2006).

From 2003 onward, new SNs were born with several different features, sometimes focusing on a particular topic which put together users with the same interests. For instance in 2003, MySpace was launched but it wasn’t until 2004 that teenagers as the users, joined it in crowds (Boyd and Ellison, 2008). In 2006 the site reached 100 million users (Stroud, 2007). Another SN which has gained a vast amount of users is Facebook. It was launched in 2004 starting as a networking forum for students at Harvard University but then expanded to other universities and then worldwide reaching in 2007 over 34 million active members (Stroud, 2007).

	The following report shows websites for the industry 'Computers and Internet - Social Networking and Forums', ranked by Visits for the week ending 05/16/2009 

	Rank
	Website
	Visits (%)

	1
	MySpace
	30.92

	2
	Facebook
	29.00

	3
	YouTube
	9.03

	The remaining 17 Web sites account for 31.05 % of the traffic


Source: Hitwise 

The life of SN follows four phases (Stroud, 2007). The first stage is characterized by a frenetic growth which brings the SN to an important position for Media and web companies which rapidly acquire them. In this second step the interest of other web companies increase when they want to have access to the large audiences of these SNs. The third phase is the fast migration from specialist to generic audience to attract more and more users, for instance MySpace and Facebook are becoming “multi-age, multi-interest and multi- everything” (Stroud, 2007). At the end of the cycle, we have the dominance of a few players which for instance in U.S. are MySpace and Facebook that attract over 70 per cent of all advertising revenues to this kind of site (Stroud, 2007).

4.2 Music Oriented Social Networks

Music oriented social networks are the core of the research because while they have similar features to Facebook, Bebo, Hi5, they connect strangers based on their music interests. Through them and their several applications, users can discover new artists.
MySpace
MySpace was launched in 2003 and at the beginning it was used by the music community and its fans as a networking mechanism so that creating three clusters of users: musicians, teenagers and an older urban audience (Stround, 2007). In 2005 its users have quadrupled to 40 million (BusinessWeek, 2005).

Users can create personalized homepages with several features where they can upload music, post photos, list own interests and create blogs. A large amount of users changed from Friendster to MySpace because it offered its users more opportunities and although added later by Friendster, in October 2005 only 942.000 people clicked on it versus 20.6 million who were on MySpace in the same time (BusinessWeek, 2005). A big group of indie-rock bands encouraged the shift from one SN to the other one, because they were expelled for failing to meet the terms of profile regulations (Boyd and Ellison, 2008).

The aim of the creator, Tom Anderson, was to create a website “where musicians could post their music and fans could chat about it”(BusinessWeek, 2005). The aim was reached and bands started creating profiles and promoters used it to advertise events. The link between bands and their fans helped the growth of MySpace, a positive link for both sides because bands wanted to be in touch with fans and the latter were looking for attention and a feeling of affiliation with their favorite bands (Boyd and Ellison, 2008).

Last.fm
Last.fm was launched in 2002 and it has over 30 million active users in more than 200 countries (Last.fm radio announcement, 2009), now it is owned by CBS. It offers social networking features and uses a recommender system called “AudioScrobbler” invented by Richard Jones which silently reports a list of songs that the user has listened to through a central server. The latter collects this data into a database associated with that user’s profile and the user can access it by a web interface. The system calculates recommendations of new music for users through a comparison of profiles of users who play similar songs (Collard, 2007). Through these recommendations, users discover new artists thanks to the other users therefore this SN becomes an easier process of discovering music than through radio and music television (Collard, 2007).

Differently from MySpace, Last.fm doesn’t allow customization of user home pages. Also, the large amount of users are acquired without the use of marketing and only through word of mouth, Last.fm has capabilities that many collaborative filtering systems can only wish for (Lake, 2006).
Jango
Jango is an advertising-supported Internet radio and social networking service founded by Daniel Kaufman (Wikipedia) launched in November 2007. It allow its users to listen to a personalized radio channel chosen based on types of music or artists (Hill, 2007).

“You can also tune in to other people's stations - and they can tune in to yours! In your player, you'll see who's listening to the same music as you, who's listening to your stations, and what your friends are playing” (Jango, 2006). It also incorporates other Web 2.0 features with the aim of being a place for music but also for socializing. 

Soundclick
Soundclick was launched in 1997 by twin brothers Tanju and Tolgar Canli. It is a platform where music fans and artists interact with each other and where bands, artists and music labels can be promoted (Harris). The catalogue of Soundclick is broad and contains 2.5 million songs, 325.000 bands and artists and 3 million registerd members (Wikipedia). The database also contains videos and the songs available cover every genre. As a user you can access several services such as a personalised playlist, free customizable homepage, forum, comment, rate tracks and buying music (Harris).

MOG
MOG was launched in 2006 and now it is is a privately-held company headquartered in Berkeley. It is a free social networking service which links people together based on the music they play (Pescovitz, 2006). The special feature of the website is called “Mog-O-Matic” which is an application that stores tabs on the music the user is listening to on the computer and then shows the data on the personal MOG page.

The idea came from David Hyman who said “My friends and I always turn each other on to music. I wanted to automate the process of sharing what was in our collections and what we are listening to without having to do the work of typing it in. […]Friends and people you admire are the ultimate trusted voices. If you ask anyone where they discovered music lately, more often then not, it's their friends. More than MTV. More than Clear Channel. More than Amazon recommendations. FRIENDS.” (Pescovitz, 2006)

iLike

iLike is a social music discovery service and a music application on Facebook, Orkut, Hi5 and Bebo platform which has counted 15 million of users by November 2007 (Wikipedia).

The website uses a sidebar which is used with Apple’s iTunes and Windows Media Player and because of this service, it is possible to discover new artists. iLike offers a connection between consumers and their favourite artists, the latter can reach their fans by a “Universal Artist Dashboard”(iLike, Company Info). For these opportunities and the link with platforms of other SNs, iLike has attracted major label artists and independent ones. In addition users can share playlists, recommendations and concert alerts.Ultimately, iLike with MOG are America’s best solution to Last.fm (Arrington, 2007).
4.3 The Artist Side

With the introduction of SNs, artists have discovered a new and easy way to get in touch with their fans worldwide. From the biggest bands and musicians to the emerging ones, they are starting to join SNs and start their own MySpace page in order to get close to their audience (Newsweek, 2006). 

For the major label artists, whose fame is steady, SNs are used to get fans closer to them, to inform them about a new CD release or a concert or for instance to give out free tickets as both Eminem and Ozzy Osborne did. This means that if a fan wants to be up to date with his or her favourite artist, the fan has to be part of a SN. Just as REM and Madonna have posted exclusive music on their pages (Peditris, 2005) therefore, the only way a fan has access to this is through an SN.

On the other hand, there are emerging artists who use SNs as a means of marketing. MySpace represents a big marketing opportunity with zero costs for whoever wants to spread their music (Collard, 2007). Artists can build their own page with a description of the band or the singer along with a few songs that they can stream through a mini music player. This way of promoting starts adding MySpace users en masse so that creating an huge number of friends who could be potential fans raises the profile of the homepage (Collard, 2007). Over eight million artists have been discovered by MySpace and many more continue to be discovered daily (Siwal, 2008).

Lily Allen is Keith Allen’s daugther and she is considered the “queen of MySpace” (Plagenoef, 2006). Thanks to MySpace, she gains large success by capturing a big audience through posting her demos and 500 limited edition seven-inch vynil singles of "LDN" were rush-released, reselling for as much as £40 on e-Bay (Sawyer, 2006). Lily Allen has now 24,932 friends on her MySpace page who have risen her popularity. Her success attracted several magazines as the Observer Music Monthly, who wrote about her and the power of MySpace and because of  this attention her label let her follow her creativity instead of working with mainstream producers (Wikipedia).

Another important example is given by the indie-rock band called Arctic Monkeys. This band from Sheffield experienced a quick rise to the top without the conventional promotional strategy. They have been one of the first bands to come to the public attention via the internet and have represented the possibility of a “change in the way in which new bands are promoted and marketed” (Barton, 2005). Their MySpace page has reached 146.578 “friends” and their songs have been played 14.139.701 times (MySpace official page). The band’s first single "I Bet You Look Good on the Dancefloor" reached number one in UK singles chart and their debut album “Whatever People Say I Am, That's What I'm Not” sold more than 360.000 copies in the first week becoming the fastest-selling debut in chart history (BBC NEWS, 2006). 

In the article “The day the music industry died” by Sandall on the Times Online, the author reports the example of a rave metal band called Enter Shikari who gained their success through MySpace and their own label. “In the past these tiny, so-called indie labels have usually been funded by majors anxious to covertly purchase credibility for their products with a young audience traditionally distrustful of big music corporations. But that is not how it is with Ambush Reality. The marketing of Take to the Skies [the debut album] was largely down to the band themselves, who have played nearly 700 gigs since forming in St Albans in 2003. Through word of mouth, coupled with a band presence, MySpace has done the rest” (Sandall, 2009). Through this new way of promoting themselves, bands enlarge their audiences and attendance to arena shows continues to rise , last year attendance rising by 11 %  (Sandall, 2009).

To sum up, around 83% of artists are promoting themselves by providing free samples (L. Rainie and M. Madden, 2004) reducing the need for conventional marketing and its associated costs, while still increasing sales and profit (Collard, 2007).

Also the other SNs listed before, give advantages to artists even if more related to exposure than relational ones. Through a high exposure, the chances to sell CDs or ticket concerts rise “given that the listener has already expressed a musical preference for this type of music” (Collard, 2007).

It is also possible to re-discover old bands who do not perform anymore,(Rodriguez et al., 2008). An example is “The Grateful Dead” , an American band in the early 1960s who performed concerts all around the world until the death of the lead guitarist Jerry Garcia in 1995. Their repertoire accounts of 13 studio albums and 77 live albums (Rodriguez et al., 2008). After more than 10 years from the last performance, “The Grateful Dead” are still heavily listened to as it is possible to check in the statistics generated by Last.fm. “From August 2005 to October 2007, there were over 2.5 million Grateful Dead song usages recorded by last.fm. With 72% of the users of last.fm under the age of 35, a generation of fans later and ten years after the band’s dissolution, the popularity of the Grateful Dead is still very strong”(Rodriguez et al., 2008).

4.4 The Consumer Side

The beginning of using useful recommendations for consumers started in the late 1990s thanks to Amazon.com, a successful book on-line retailer, with its system of “collaborative filters” (Davenport et al., 2009). The system analyzed consumer’s past choices and made correlations with other products that the user might like.  This recommendations feature is the same that consumers can find in music oriented social networks as last.fm.
Both Collard (2007) and Brynjolfsson (2006) in their articles deal with an underlying benefit for consumers that is an important characteristic of Internet markets which is, it allows consumers to easily discover and discuss music in a worldwide way and with a wider variety of products than they can find via traditional brick-and-mortar channels.

“The best reason to use recommendations, however, is that they seem to work — at least for consumers” (Davenport et al., 2009). 

But to make the recommendation system and the collaborative filtering work, the website needs a large amount of data either of songs and users. This is also necessary for an optimum result in terms of value if we look at the process of network externalities. The essence of the network effects stays in the value perceived by the consumer, deriving from the ability to interact with other users of the same product (S. J. Liebowitz and Stephen E. Margolis, 1994).
Last.fm, Jango.com, Soundclick, MOG and iLike use social networking as a means of recommending music for their users. “If your friends likes certain songs and movies, perhaps you will like them too — and if you and a stranger like the same songs and movies, perhaps you should become friends” (Davenport et al., 2009). MySpace.com can be regarded as a perfect interaction tool for artists and its fan base. The user has the opportunity to listen to parts of the newest releases and receive recommendations of peers with similar taste and music perception. With its large amount of users, MySpace.com represents a huge pool of different cultural influences. 
“Fans are dictating” (New York Times, 2005) probably describes best the recent democratization process of the user in the music industry. Besides, users want to have access to music they prefer, not only to some major blockbuster needs (Stamford, 2007). Also, the music industry market has highly involved consumers. Examples of this involvement are the high volume of reviewing comments in social networking sites, the high volume of user-generated content in music, and the participation in price determination of music album prices (e.g. Radiohead).
There is also a new role for the consumer generated by the convergence of being a consumer but also a producer. The term “prosumer” was coined in 1980 by the futurist Alvin Toffler in his book “The third Wave” describing a future kind of consumer who would become involved in the design and manufacture of products and being part of the creating process (WorldWideWords). Derrick de Kerckhove has labelled it as mass customization which is supported by Internet e-commerce through cutting out the intermediary between maker and buyer.
The new actor is called “prosumer” from the connection of the two words pro-ducer and con-sumer, a term born with the shift from old to new media which is described as “convergence” (Rennie, 2007). The word “convergence” is defined by H. Jenkins as “something which rolls two or more completely different functions into one device”. He also suggests to see media convergence as “a cultural shift as consumers are encouraged to seek out new

information and make connections among dispersed media content” (Jenkins 2006).

Digitalization and the Internet has led to reduced barriers to participation so that users can be part of the cultural production process and dissemination (Rennie, 2007).  In the new media era internet users become “gate watchers”(Bruns, 2005).

Prosumers are the main characters of the Web 2.0 revolution. Social Networks which belong to Web 2.0 technologies, enables consumers to become producers which means both consumer and provider produce content on the Internet. “Web 2.0 technologies are already being packaged in a way that enables users not only to receive and to consciously and expressly respond to services, but also to generate and distribute new content” (Giurgiu and Barsan, 2008). User-generated content is a fundamental feature of SNs which enrich them so that they appeal to new, more and different users. 

This “Net-Generation” is well defined by Lorenzo et al.(2007) who describes the Net-Generation learners’ behaviour - “Constantly connected to information and each other, students do not just consume information. They create—and re-create—it. With a do-it-yourself, open source approach to material, students often take existing material, add their own touches, and republish it, while bypassing traditional authority channels, self-publishing—in print, image, video, or audio—is common”.
5. THE GATEKEEPER

“People would be increasingly lost, no knowing how to choose, where to look, facing a growing sea of cultural contents at a distance of a click in their computers, TV sets or audio devices. Thus, gatekeepers are more and more crucial to filter, select, organize, re-interpret information, and to transmit it to the potential consumer, from an even wider and diversified supply of new products and artist” (Costa et al., 2005)

After discussing the changes due to the introduction of the Internet and the rise of technological tools, in this chapter the figure of the gatekeeper is presented.

The shift from old to new media influenced also this actor, changing some features and introducing new kind of gatekeepers in the music industry. “The impacts are still working their way through the system and are at an early stage” (Leyshon, 2000).
 First we are going to discuss the traditional role of the gatekeepers using mostly Richard Caves as source who deals with this topic in his book “Creative Industries: Contracts between Art and Commerce”(2000) where he describes the different actors and their relationships among the cultural sectors. 
5.1 The Traditional Gatekeeper
“Great works of art may speak for themselves, as connoisseurs declare, but they do not lead self-sufficient lives. The inspirations of talented artists reach consumers' hands (eyes, ears) only with the aid of other inputs-humdrum inputs-that respond to ordinary economic incentives. The visual artist needs a gallery to display and promote works to potential purchasers. The author requires a publisher, the pop musician a record label” (Caves, 2003)

“These players are specific in the sense that they are essentially information

brokers aimed at reducing search costs. They do not directly participate in the transaction

and are in that sense very different of what characterize commercial intermediaries for

Spulber [1996] since they don’t hold any property rights on the exchanged products. This

later characteristic is essential according to Spulber because it allows intermediaries to

rearrange the supply, to make it compatible with the customers’ preferences” (Brousseau, 2003)

Generally speaking, the gatekeeper controls the access to benefits valued by other people who are defined as the clients. However it is not the nature of the benefit which determines the process of gatekeeping but it is the externality to the gatekeeper and its relation with the client (Corra et al., 2002). White (1950) analyzes the term “gatekeepers” underling that they work as “gates”  filtering the flow of the material available, letting pass just some information. 
In the music industry singers, bands and musicians need an intermediary to reach an audience. These intermediaries are the gatekeepers who acts as promoters of released music to the public (Jahansson, 2005).

In the old media the costs of production were so high that the job of gatekeepers was necessary and vitally important because they could choose what product should have been produced (Hargittai, 2004).

Gatekeepers’ roles are: filtering the market, distribution and promotion of products. These three tasks are common to all creative fields (Caves, 2000).

In the music industry it is possible to consider record labels, critics, radio stations, talent scout as gatekeepers. They all participate in the process for the recognition of an artist, from the emerging step until fame.

Record labels and artists are looking for each other, a record company receives on average from 300 to 400 demo tape every week (Caves, 2000). After choosing the artist, the record label produces and distributes the album and starts a promotional campaign of the artist and his/her product through music videos, concerts, spaces on radio and television channels. However the results are uncertain, some research show that around 80% of albums and 85% of single records distributed on the market do not cover production costs (Caves, 2000). In the contract between the artist and the record label, the artist reserves the recording of some albums as an exclusive for the record label. The latter pays out royalties to the artist based on sales revenues of every recording. For each album, the record company gives some money in advance which have to be used to cover recording costs. The percentage of royalties is between 11-13% for a new artist, 14-16% for an artist with an average success and 16-20% for superstars (Caves, 2000). However record companies, the majors, provide the majority of gatekeepers “defining and manipulating the global mainstream music taste” (Bergmann, 2001).
Critics represent an independent source of information for consumers who seek guidance in the stream of music. The consumer can take advantages from the experts in two ways: receiving information about the quality of creative products that the consumer can potentially acquire or receiving information about a  combination between characteristics of products and individual preferences. Experts own a status deriving from their knowledge on the subject and do not have personal preferences for a specific product, and because of their cultural capital, their services are well paid (Caves, 2000). Their authority depends on other sources’ characteristics available to consumers, therefore they look for a status to have the possibility of obtaining a good position to deliver their “services”. They compete each other to gain credibility for their judgments in a market not well defined (Caves, 2000). 

Caves (2000) has analyzed Max Graf’s (1946) study on evolution of musical critic starting from German periodical of eighteen century. The 19th century built the triumph of the romantic artist creating a role for the critic as interpreter of the artistic genius with the aim of  benefiting the audience. However mass periodicals and magazines preferred good critics who could attract a more general public.  

Every judgment depends on the target of readers it tries to reach, for instance if it addresses a less involved audience, critics simply communicate their point of view on the product instead for an high level of audience, critics analyze the context of the product and evaluate it by specific criterions (Caves, 2000). According to the romantic tradition, art is everything realized by an artist and the critic’s duty towards art progress is to give an explanation and contextualization without imposing a judgment.

Costs afforded to present works of art to gatekeepers are unrecoverable but products and artists who pass the “selection” gain high compensations later. Therefore sometimes artists bribe gatekeepers to access the high compensations without a fair selection, in the record business these “acts” are called “payola” (Caves, 2000). The term “payola” is formed by the words "pay" and "Victrola" (LP record player) and defines the paying of cash or gifts in exchange of airplay (historyofrock.com). The first case was in 1960 when several deejays and program directors were caught in the scandal for accepting money from record companies in return for playing their records.
5.2 The New Gatekeepers

“Much has been made in marketing, new media and creative industries circles about the potential for new models of digital distribution to by-pass traditional gatekeepers (Anderson 2006; Bruns 2006a, 2007; Jenkins 2006), enabling producers to immediately and cost-effectively distribute their product to targeted niche audiences” (Luckman et al., 2008).

Since new technologies were introduced, new kinds of gatekeeper have entered the music industry. The use of technology reduces inequality by lowering the barriers to information which causes an easier way for people to improve their human capital, expand their social network and participate more directly to processes (Hargittai, 2004). People have become more aware of media and technologies which means that they are no longer content to remain apart from the production process (Luckman et al., 2008). With lower costs of replication and distribution of information, artists can now reach the audience directly without the help of production agencies and distributors. There is a reduction of gates between the creator of information and its materialization which has become an easy process and available for everyone (Hargittai, 2004).

In the new media era what matters is the amount of products consumers become aware of. Here gatekeepers play an important role, gatekeeping activity is still necessary online but gatekeepers’ task has shifted at the level of information exposure (Hargittai, 2004).

Two paragraph will follow describing two kinds of new gatekeepers: the digital gatekeeper and the consumer. The first one are service systems which help consumers in discovering new artists through some technological features as recommendation system which were described in the previous chapters. The second one are “human” gatekeepers or more precisely consumers who identify themselves as “experts” and give judgments on artists and their music. These judgments are considered more reliable and credible by consumers because it is based on word of mouth (WOM) which is a consumer-dominated channel of marketing independent of the market (Brown et al., 2007).

5.2.1 Digital Gatekeepers

Digital technology has introduced a new form of gatekeepers called “digital gatekeepers” (Jahansson, 2005). Although there are still “human” ones as the actor-network theory would define them, there are “non-human” gatekeepers who create new music marketing and distribution systems therefore gaining power in the control of music streams.

Digital gatekeepers were not included in the traditional value chain of the music industry but now they are controlling the filtering and promoting process in online music services (Jahansson, 2005).

The task is the same as for traditional gatekeepers, manage the stream of novelty and help the consumer in his/her choice. 

There are different kinds of digital gatekeepers. Digital wholesaler system provides digital music for downloading mainly owned by technology companies and within these systems the online store works as a digital gatekeeper choosing a type of music to show the consumer (Jahansson, 2005).

Another form of digital gatekeeper is a service like Rhapsody where the consumer subscribes and pays a fee to access the vast catalogue offered. These subscription-based services usually collect thousands of tracks, singers and bands belonging to the “hits” but also to a niche market which means they can satisfy all the consumers’ tastes even the less common ones. In these systems it is easy to become aware of artists belonging to niche markets which tends to create a longer tail in the overall sales as shown by the Long Tail strategy by Chris Anderson (2004).
For instance searching for Britney Spears in Rhapsody and going deeper through “similar artists”, “followers” and “influences” it is possible to listen to a 1980s ska band from Coventry called Selecter (Anderson, 2004). The recommendation system used by Rhapsody and almost the other digital gatekeepers lets the consumer be aware of unknown artists. This is why they are included in the music business as gatekeepers.

There are gatekeeping systems where users participate as gatekeepers giving information about artists and songs which are collected in the database and then presented in internet sites or through softwares (Jahansson, 2005). Among these collaborative filtering services there is, for instance  MOG because data are generated from the music the person listens to on his/her computer and then the information are displayed on the personal MOG page. 

In the previous chapter, social networks such as last.fm, iLike, jingo, were described to show their useful features to “present” new artists, also emerging ones, to consumers. As Anderson (2004) was writing in his article, these recommendation systems and the other passive and active tools (Brynjolfsson et al., 2006) have the aim to drive demand down the Long Tail and “disclose” niche artists.

Another form of digital gatekeeper is the file-sharing service where users share music over peer-to-peer systems as bittorrent.com. The latter is a network that uses the www and presents the shared music on internet sites (Jahansson, 2005).
Music sites can also act as digital gatekeeping systems because they provide information about new music.

Compared to the traditional gatekeeper, the digital one offers not only higher possibilities to match users/consumers with artists but they also offer digital content which can be an additional information feature. For instance last.fm uses a media player which combines artist’s photo and video, “prettier player picks band photos and video to play during each song and also lets users compile 'combo radio stations' made up of multiple artists or genres”(Kiss, 2009).

5.2.2 The Consumer

The consumer’s role has increased its importance in the social networks era. It is clear from the previous chapters that he/she is not a passive consumer but he/she participates actively. The possibility of rating and commenting on artists and their songs which increase their visibility, let the consumers be considered as gatekeepers. 

Social networks focus on relationships among users to gain powerful network effects for both artists and consumers.

Not only the recommendation systems help consumers to discover new artists so that giving the possibility to rate them but also the word of mouth (WOM) communication can be a marketing channel (Brown et al., 2007). Because WOM communication is external and independent of the market, it is perceived by consumers themselves more “reliable, credible and trustworthy” (Schiffman et al., 1995). WOM has a powerful influence on consumers’ information search, on evaluation and following decision making. WOM behaviour has been studied by social network analysis because its core of the analysis is the exchange of resources, either tangible and intangible, between actors (Bansal et al., 2000). 

An important element of WOM is the evaluation of the content in terms of credibility and the “perceived credibility of the communication source may influence the final judgement of the actor in the network” (Grewal et al., 1994). Source expertise and source bias affect the reliability of an information source according to source credibility theory (Buda et al., 2000). The first depends on the competence of the source who provides the information whereas the source bias is related to the possible bias or incentives that may be reflected in the source’s information (Brown et al., 2007). It means that if a source has got high expertise and less chances to be biased, it will perceived as more credible. Therefore every consumer who possesses these features can be considered as an expert and gives judgments and be considered as a gatekeeper.

The label “expert” depends on the evaluation of the knowledge that the user has (Gotlieb and Sarel, 1991). In social networks and in all the online communities the evaluation “must be made from the relatively impersonal text-based resource exchange provided by actors in the site network” (Brown et al., 2007). Usually consumers/users considered as experts have greater awareness and knowledge about the market in which they provide information, for instance in music oriented social networks, consumers are considered as experts if they possess these qualities related to the music world. 

In the online context the personal evaluation of WOM credibility is determined through receiver’s belief that who gave the opinion or information is unbiased (Brown et al., 2007). This is a consequence of how is perceived WOM by online consumers, who believe that it is more credible, custom tailored and produced by people without a self-interest (Brown et al., 2007). When the information is posted, the community becomes the focus of attention and not just the member, it means that each user contributes some of his/her credibility to the community and consequently the information gains credibility from the link with the community (Brown et al., 2007).

In music oriented social networks where consumers can discuss and talk about music they “feel close to their interest area, an ‘expert’ in essence, and demonstrate their knowledge and ‘insider’ status by reporting this information to other WOM networks” (Brown et al., 2007). In the study by J. Brown, Amanda J. Broderick and Nick Lee (2007) about WOM communication within online community, they discuss a type of consumer-web site relationship identified as “social concern”. Consumers who have an high “social concern” means they have a great interest in the topic of the online community. For instance one consumer said “ if you write your own review and you see it there you think ‘yes, I am contributing’[…] with artists who only have a very small audience, you feel like you are doing something”(Brown et al., 2007). In these online communities the social concern is based on a sense of association as it is possible to deduct from a respondent who said “ I like the community aspect of it, it amazes me that it works and that people agree […] that does surprise me and it is very nice that people trust each other” (Brown et al., 2007). The study shows that this involvement is felt in that kinds of categories which do not belong to the mass interest and among particular kinds of individual. The conclusions of this study explain that the credibility of information depend on the value of this information perceived by the consumer itself, for instance if the subject to be judged is important for the consumer, he/she will look for an information given by an expert with an high knowledge. Online consumers have to be considered by marketers as a source of “valuable cultural and marketing information that enables consumers to have a major hand in both the design of products themselves and the attachment of socio-cultural symbolism or ‘meaning’ to those products” (Brown et al., 2007). The scholars also found that consumers evaluate the trustworthiness of online WOM information depending on the web site it is sourced from as well as the contributor of that information.

6. THE RESEARCH METHODOLOGY

The research has been conducted to discover if social networks are influencing the role of gatekeepers in the music industry. In the previous chapters the shift from old to new media and its consequences have been presented. 

The research tries to answer some questions starting from a broader topic and going to narrower questions. As anticipated in the introduction, research questions are following:

1. Has internet affected the music industry and its actors? Which are the main changes due to the shift from old to new media?
2. Among the actors of the music industry, regarding gatekeepers, has their role changed due to the use of social networks? Are there new gatekeepers?

3. Have these new gatekeepers affected the recognition of emerging artists?

4. Are social networks gaining a role in discovering emerging artists?

5. Are artists and consumers benefiting from social networks? In which way?

Going through the theoretical part some questions are answerd regarding the new roles emerging from the shift from old to new media. New features in the artists and consumers’ role, they assume an higher importance in the music system and through technologies they gain an exclusive and direct distribution path from the artists to their fans.

To discover what gatekeepers, artists and consumers think about social network and their influence in the music system, expert interviews are carried out. 

Expert interviews are useful to access information of a new or unknown field which actually is the music system because “the impacts are still working their way through the system and are at an early stage” (Leyshon, 2000). Through experts it is easier to explore information that otherwise would be difficult to find by other methods and usually experts are motivated people.

Before proceeding with the interviews, it is necessary to understand who is considered as an expert. According to Meuser & Nagel (2005), the expert is considered the one who “is responsible for the development, implementation or control of solutions/strategies/policies” and “has privileged access to information about groups of persons or decision processes”. Experts possess three kinds of knowledge: technical, process and explanatory (Van Audenhove, 2007). The first one represents the specific knowledge including details related to the field. The process knowledge is linked to the expert’s involvement which let him know about processes, routines and interactions between characters acting in the fields. The last type of knowledge is more focused on subjective aspects as personal rules, beliefs and ideologies. 

There are two kinds of experts: the obvious ones and the no-obvious ones. The first type of experts can be politicians, religious leaders or doctors. Each one is considered as an expert in their own field and can be interviewed to discover more about related issues. For instance critics interview for the research are experts in the music industry and users of myspace.com or last.fm are considered as experts in music oriented social networks and above all music because they are part of them.

There are different ways to pick up an expert. What is important to know is the kind of expert you need to interview for the research and then there are different sources which can help contacting the expert. There are college catalogues and newsgroups that collect different names, whereas if the aim is to contact a book author a link between the interviewer and the author could be the publisher. 

Expert interviews can be used in different cases. For instance there some expert interviews more open and unstructured which try to give a first orientation in new fields where there is not a specific knowledge yet. When there are issues or changes due to some event, experts can help to better structuring the problem. There are cases when information are not accessible which means that it is necessary an help to obtain it through expert interviews with an open and more detailed topic list which permits the expert to answer broadly. When it is necessary to generate a theory from the interviews, experts are more than an informative source because they share not only their knowledge but also subjective aspects as motives, beliefs and routines related to the questioned issue of the research. In this case, the interview, often with open questions, tries to focus more on the expert’s function rather than on his/her knowledge

In the next two paragraphs,  we are going deeper into how the sample and the data were collected and the possible limitations arising from the methodology used.

6.1 Sampling and Data Collection

The size of the sample was not defined a priori but it was just depending on the number of responses received. Following the aim of the research four clusters were selected to be interviewed and investigated: gatekeepers, artists and consumers. Among the first group, the gatekeepers, I have looked for critics, record companies, radio stations and social networks. The social networks that I was interested for the research were the following music oriented ones: MySpace, MOG, last.fm, iLike, jango and soundclick. The artists considered were not just known ones but also and above all emerging ones. The consumers chosen for the research were the ones who belong to the music oriented social networks analysed in the research. 

Regarding artists and gatekeepers I have searched for an European point of view even if most of the answers arrived from Italy then The Netherlands and Greece. There was an idea of making a comparison between Italy and The Netherlands but the answers were not enough and balanced.

After deciding the clusters to interview, four different questionnaires were prepared for each group (Appendix). All the questions are open ones to give the interviewee more freedom of answering.

The questionnaire for the artist was created to understand first if he/she is an affirmed or emergent artist, then how the artist uses social network and if it has benefited him/her. The last question “Do you think being part of a SN could be enough to be considered as an artist or is still necessary the recognition from record companies and critics?” was used to explore the artist’s point of view on the process of recognition, whether it still needs the gatekeepers’ role or not.

The questionnaire for gatekeepers was divided in the one for critics, record companies and radio channels, the “human” actors as defined by the actor-network theory, and the other one for social networks, the “non-human” actors. The first type of questionnaires for gatekeepers begins with an overview of the knowledge the interviewee possesses about social networks, then if they have affected his/her job and if the two roles can be compared or work together. The last question concerns the gatekeepers’ idea about an hypothetical future of the music business. 

The second type of questionnaires was structured for music oriented social networks (MySpace, MOG, last.fm, iLike, jango and soundclick). The questions face the same topic as for the “human” gatekeepers but what matters here is the other perspective given by the social networks.

The consumers to be interviewed were users of social networks but just the ones subscribed in the  music oriented social network discussed and analysed in the research. The questionnaire was shaped to understand the main use done by the users, if through it or them he/she has discovered new artists and the level of attention given to information posted by social networks or “human” gatekeepers. 

The next step was to find the contacts. Concering the record companies and radio stations, I have visited their websites and sent an email asking for someone who could answer a few questions about the music industry and gatekeepers. For critics it not that easy because they usually do not have their own web site where to find their direct contact. I had to go through magazines and newspapers where they write and ask the editorial office their contacts. Without a direct contact with the critic, it was less probable to receive an answer. With regard to social networks, in every website is possible to contact the staff who is supposed to answer any inquiries. All the gatekeepers were asked for a skype interview as first whether a face-to-face was not possible because of the distance, otherwise was possible to answer by email.

For artists I have used my contact as user of myspace.com and delivered the questionnaire through email but also snowball sampling resulted useful. In the latter case respondents are collected by referrals among people who share the same characteristics (Seale, 2004). For more recognized artists I have looked at their personal web site and contected them directly. 

For consumers I have picked all my contacts and selected the ones who belong to any of the music oriented social networks analyzed. Then I asked them to answer my questionnaire and forward it to other potential consumers, also in this case the snowball sampling was useful and crucial for the size of the sample. I have also used my contact on myspace.com to contact consumers and ask for an interview or to answer a questionnaire. For the consumers who decided to answer by email, I simplify the process using a tool called “Monkey Survey” (www.surveymonkey.com) where you can create and publish your own survey and collect the answers.

Among all the groups, more than three hundreds people were contacted. Unluckly no one among the social networks answered while the total number of consumers is twelve, six for artists and five among gatekeepers divided in one dutch record label and four italian critics. . Among the artists, I have collected four italian artists, a dutch band and a greek band. In the next paragraph about the limitations of the research, the problem of answers scarcity will be faced. 

All the respondents have choosen to answer via email because although it does not have the face-to-face advatages, it has some points on its favour. After receiving an approval for answering the questions, the communication becomes very fast. Moreover, it is a form of asynchronous communication which means that it is not relevant the respondent’s immediate availability and actually this can be considered as a key advantage for both the sides. The respondent is also free to take the time he/her needs to answer in a more detailed and anknowledge way so that giving more relavance to the answer. It has been suggested that the absence of the interviewer reset to zero the possibilities of some preassure for the interviewee and the respondents feel more open to answer than in real world communication (Joinson and Paine, 2007). Another important advantage, which was the main one in the case of this research, was the possibility of contacting people all around Europe. It is true that skype has the same feature but it is not a common tool as the email which is extended to an higher number of people. Besides, the email interview provides “ready-transcripted” data which is a pratical and time saving advantage. Unfortunately, the email is not perfect but it has some disadvantages as well as all the other ways used to interview. These disadvantages have limited the research but they will be discussed in the next paragraph. 

6.2 Limitations 

There are some limitations to the approach inherent to the method and also to the context.

From the expert interviews the knowledge resulting about the music industry is not neutral but subjective of each respondent. In every interview there are things to be aware of such as the prestige bias. It is when the interviewee distorts his/her answer to impress and to show the vast knowledge he/she possesses. This can happen with people who wrote articles, books and in the research all the critics interviewed are writers for different magazines and newspapers. 

Before proceeding with the email interview, the person contacted was asked a skype interview. However the majority were not available for this kind of interview and the others did not have the right “equipment”. 

Apart from the advantages of the email explained in the previous section, there are some negative points. The motivation and interest in the email interview has to be higher that in face-to-face one because he/she needs the right equipment (computer and email) and time to read and type. If the interviewee is very motivated he/she is going to spend time in thinking what to write in a clear and intelligent way. Another significant difference with face-to-face interviews, is the absence of paralinguistic clues which are for instance facial expressions and bodily gestures with whom you can built a rapport and gain trust with the interviewee. Moreover is not possible for the interviewer to encourage a respondent to continue talking about an interesting and crucial point. Technological tools and knowledge are also needed in email interviews even if nowadays the majority of people have one or more email accounts. For instance there are some respondents who sometimes have difficulties in opening, completing, saving and returning a word document attached to email (Illingworth N., 2001). In these situations, feedbacks arrive just if there is an high interest of the person to be part of the research and solve the arising difficulties.

Because electronic communication is becoming more and more common it leads to an overload of information for the potential respondents which means an high possibility of considering the email as “junk mail” (Berge and Collins, 1995).
The answers from the four clusters were less than the people contacted. The higher problem arised from contacting critics. I have looked at magazines websites and looked for a contact. Usually the contact beloged to an information office or an editorial office to whom I asked critics’ contacts. Dealing with these intermediaries and not having a direct approach with the critics was considered as an obtacle. An italian magazine “Blow Up” gave me the critics’ email I asked for, but in the majority of cases the office has forwared my email to critics and i had to wait for them to contact me if they were interested in the research. The same problem was for radio stations, from Spain to U.K., but no one answered. The big record companies did not answer, they are probably too busy to answer some questions for a thesis research. The only one which answered was an indipendent dutch one called “Black and Tan Records”. 

The problem of a no-direct contact was the main reason of a narrow sample size but for artists the main reason was probably the lack of interest or time for answering the questions. Some managers of ducth artists answered that it was not possible to interview the singer or the band.

For consumers the technique used more was the snowball one but the problem with this is that there is the possibility of interviewing people within one network which means that they may have similar experiences and it can bias the research findings.

7. Results and Discussion

In this section we discuss the findings from the expert interviews and answer the research questions. The contributors to the research among the gatekeepers are: Stefano Bianchi, Paolo Bertoni, Christian Zingales, Federico Guglielmi, Eddy Cilia, Claudio Fabretti, Lucio Mazzi, Sascha Blach, Edward and Jan Mittendorp. The first seven are Italian critics while Sascha Blach is a German editor, Edward owns a Belgian record label and Jan Mitterndorp manages a Dutch record label.

Among the artists: Epica, The OctoBrians, Famelika, Psicosuono, Luca Correnti and Crash Dump. The first is a Dutch band while the second is a Greek group and the others belong to the Italian side.
The research questions I have tried to answer are five and go from a broad point of view of the whole system deeper to its actors and their roles. 

As we have seen in the second chapter, the shift from old to new media has affected the whole music system and its actors. These changes are still processing but we have started notice something different in the roles and relationships between actors. Artists who can reach consumers directly without any intermediaries and consumers who can buy or listen the music they like on the Internet. A big number of artists are subscribed to social networks or have their own website where they interact with their fans to make them feel part of the process. 

The shift to new media is cutting some intermediaries as brick-and-mortar retailers but the issue is different if we talk about gatekeepers. In the chapter about gatekeepers, new ones are presented as digital gatekeepers and consumers, in the first one social networks are included. From the interviews a clear idea is emerged that social networks are spreading very fast expecially in the music sector, but most of the critics do not even compare their tasks and the aims of their jobs with what social networks do. Paolo Bertoni defines social networks as “a phenomon far away from my activity” and Christian Zingales argues that their role is “more directed to the process of communication”. Eddy Cilia and Claudio Fabretti think social networks are complementary to theirs jobs, “they only enrich the supply” (Fabretti) while Sascha Blach defines them as “a different form of entertainment”. When talking about social networks, it recalls MySpace.com to all the gatekeepers even if Claudio Fabretti appreciates more Last.fm. Moreover Jan Mittendorp, from the Dutch record label, thinks that Last.fm “has more possibilities and potential” and Federico Gugliemi says “in Italy MySpace has gained the biggest success among all the similar means, but Last.fm follows”. In Germany and Belgium the attention goes to not only MySpace.com but also to Twitter which is a new and famous social network.

Any Changes in Gatekeepers’ role?

For sure there have been a change but it is experienced by gatekeepers in different ways, some of them not even have noticed a particular change. For instance Zingales tells ”Not particularly, rather happens to contact artists who are not supported by a promotion on MySpace”. Bertoni is very critical when answering about a possible change on his job because he sees a change but not in the way he does his job rather on his potential consumers. He makes a comparison with the past saying that before a musical magazine was read to be up to date and to be informed about new album releases but now in thousands of blogs you can download everything even the most limited editions. He continues saying “ This makes a judgment by a knowledge person less important for reader because he/she can download and listen with his/her own ears. A consequence of this is that even if you find something sensational that you cannot find on the web meanwhile the review goes out, the majority of redears check if it is possible to download it otherwise they skip it because they can have much more free music. It means that hardly the reader searches or buys ”

We have seen in the past chapters that consumers can be considered as a new type of gatekeepers but critics have noticed, and also consumers themselves, that usually they lack of ‘something’. This ‘something’ is the knowledge which is owned by traditional gatekeepers who have studied and have been in the field for many years and for sure have a lot to tell about the evolution and creation of a song or an artist. Bertoni has read some forums about albums belonging to a particular kind of music, we can say niche music, and he has discovered he knew just some of them. But the problem “is always place those albums in a context, which are not just sounds but are ‘something’ because they are related with something else, and the thing that matters is what has anticipated and has ringed around them in that particular moment” (Bertoni).

Other gatekeepers admit to experience a change in their job. Edward from GoodLife recordings experienced a logistic change in the shift from printing a magazine which included a catalogue to a daily update of their website with the same kind of information. Jon Mittendorp uses MySpace frequently because it makes “sit possible to hit fans, venues and festivals directly with the music of an artist”, he usually sends the link to MySpace so that consumers can “listen to the music and see where the artists play but also to find music fans in a certain town or country if one of my acts is playing in the town”. Sascha Blach admits that “our job also got easier due to SN since research for interviews and reviews has become much easier and we can also print links to the band’s MySpace pages for example in our online news so that people can check out the music directly”. The same is for Bianchi, MySpace has affected his job because “it can reaches artists faster than using emails”. Guglielmi attributes the change more to the rising amount of music in the web rather than to social networks even if “they have reinforced many artists and passionate people’s idea, especially young ones, about a reduced utility of critic as mean for promoting emerging artists”. Now more and more emerging artists send a link to MySpace instead of demo tape, so that “the fruition of music by critic has become faster and more direct but also more superficial” (Guglielmi). The critic Guglielmi has found a new audience who does not rely on traditional media but on the Internet and to be in contact with it, he has started to write on the major forums about music and he has created an account on MySpace and Facebook with good results.

According to Zingales the role of critic and journalist has decreased in every field after the advent of the Internet so effort and knowledge of the critic are the only things that matter. The audience born on the web does not need anymore someone with high knowledge to trust and listen to his /her advices differently from the readers of paper magazines. For instance the audience of Blow Up, as Bertoni tells, is not changed and still feel the need of someone who has lived different realities and has something to say about them. Consistent with Zingales, Lucio Mazzi declares his job has been affect seriously by the Internet rather than social networks. He says “Maybe with social network is easier to find information about a ‘underground’ music, but even before whoever wanted to ‘be found’ created the own website. Moreover now that it is more easier for everyone to access the Internet, it is more difficult to find something really ‘valid’: before there were only motivated artists on the web who knew their music was interesting while now MySpace welcomes every cover-band and piano bar player. Find on MySpace something seriously valid is a mission impossible” (Mazzi). Sascha Blach has the same opinion of Mazzi: “it’s easier nowadays for hobby musicians to release and promote their music – and affordable software also increased the amount of releases. But unfortunately the quality is often really miserable, since there’s no A&R manager controlling all the stuff anymore and everybody could upload their music on MySpace and Co. – even if they don’t have any talent at all! I would call it a musical “overkill” and there’s no end in sight”. But it is thanks to the Internet that some critics’ job has changed positively because “now the world has become a huge library which speeds up research that before could take days and weeks. The possibility to access by a click to any kind of music ever recorded, makes my job faster, easier and better than ever” (Cilia). 

Bianchi blames the fall of album sales and not social networks, for the decrease of importance of music newspapers and its related critics. This decline seems a big wave which has hit more or less every printed magazine, but in the European scenario there are exceptions as the German magazine “ZILLO”. The editor Sascha Blach is proud to say that “sales did not decrease in the last years and I guess we could be happy being one of few magazines with such luck. I think a bigger competitor are webzines since they cost nothing, but I guess in the end many people prefer a printed magazine which they can take with them to the festivals, train or toilette and where they can read articles even some years later, if they collect the magazine. I think people need music magazines for their orientation , that did not change”.

Discovering New Talents

The recognition is a tough process for emerging artists and social networks are helping them in increasing their visibility and their fans – “it’s an easy way to get to know new music by clicking around, bands can expand their fanbase without having to play in their country” (Epica) – but interviews to artists and gatekeepers show that is still necessary a recognition from critics and record companies. The majority of consumers have declared that thanks to social networks, they have discovered new artists but as Famelika says “uploading music on the Internet does not make you an artist” which means there is “something” missed.
An emerging Sicilian band, the Crash Dump, says that “ being in a social network is necessary but not sufficient, it cannot substitute the role of record labels. The Internet is a stream where you can find thousands of information and it is difficult to emerge if someone does not ‘pick-you-up’. What a band needs is a good distribution and promotion moreover nowadays where everyone can produce by themselves records of good quality”.  This is confirmed by Sascha Blach who says that “people need music magazines that filter the huge amount of releases nowadays even more since the market has become so overcharged and no one can find the good bands alone anymore as long as if you don’t want to sit in front of your computer all day”.The OctoBrians talks about disadvantages of social network as an overloaded space where the consumers and whoever is interested in searching new artists, can get lost. They adds also “SN cannot provide you or guarantee you a place to perform, as the owners of such places are merely interested in people filling their place, ignoring whether you are a good or bad artist, or how many fans you may have in a SN. Actually, here in Greece, most of them do not have access on the internet and therefore are not aware of any of this”. The band underlines the problem of the “off-line” world, the band should reach not only online fans but also the offline ones expecially if they are the majority and it can be done through a more spread promotion by “human” gatekeepers. 

Guglielmi thinks of social networks as “competitors” but not substitutes and believes that regarding a short term, the people who want to discover about new artists will use both the means. Fabretti adds to Guglielmi’s beliefs that “for sure there is competition but I think there is space for everyone, the selection will be based on quality”. Sascha Blach thinks they are more complementary than competition also because “on MySpace, Facebook, etc. there are no critical reviews, live reports, posters, songs in good quality (like on our cd) or of course interviews with the artists”. 

According to Zingales what has changed in the process of discovering emerging artists is the artists’ approach towards the recognition. Before they had to play in clubs and look for contacts with labels while now they can create the first audience on the Internet. Record labels still send promo albums on exclusive just to magazines because they rely only on them about album sales, and on this depends the fact that almost all the artists are discovered by critics and their newspapers (Bianchi). Bianchi adds “ the Internet is an universe without a centre and artists become talents only within controlled and monitored ‘universes’ otherwise no one can emerge”. Whatever artist emerges within a social network, is a phenomenon for Bertoni which however, needs an appeal for the mainstreams. Also Jon Mittendorp agrees with the artists interviewed saying that “you still need people to listen to it [music] and discover the quality”. For instance Sascha Blach talks about an experiment done by other magazines who tried to collaborate with social networks, they “tried to find something like the most talented newcomer via MySpace by letting the users vote – but I don’t know if that went well and if really the best band wins in the end or the one with most friends”. It shows that leaving the judgement to users could reward popularity despite quality.

Consumer side

However consumers interviewed do not rely on critics or record labels because “record companies or critics don’t reach me” and “I don’t give too much attention to gatekeepers [traditional] because I believe that today music as football it’s a way to play with money for them” and “critics and record companies are not reliable anymore in recommending something new, it’s known that new releases are ‘arranged’ so always commercial and never innovative”. A smaller percentage of consumers rely on both channels of information because they “analyze the music under different points of view”.
Most of the consumers have discovered new artists through social networks or checked songs after friends’ advices. The common mean among consumers is still the WOM and social networks, the most known are MySpace and Last.fm, are used as tools to go deeper on information as songs, concerts and venues. They say “mostly I go check for some things that I more or less already heard of – and - Sometimes if I go to a concert and I don’t know the DJ/Artist I will look them up on MySpace primarily – and - I find new artist by the advice of my friends or by going to shows”.

Anyway artists are using social networks not only to rise the number of their fans but they also have the hope to be noticed by record labels or critics. Some of the artists interviewed have been contacted by small independent labels with nothing serious to propose, others are still hoping and the OctoBrians explains why it is difficult to receive a “call” from them: “I think this is a very difficult case as record companies are not interested for artists as “artists” but rather as cash “generators”. Therefore, if an artist cannot justify the earnings he/she can generate (i.e. number of fans in facebook, number of friends in myspace etc), he/she will be ignored by record companies. I think that live performances are still the number one way of promoting your music”. This can be a consequence of what explained before, that being part of a social network does not make you an artist. It should be better to define the word “artist”, everyone can feel to be an artist and he/she is free to spread his/her works of art but to be know “it is necessary to pass through a recognition by record labels, critics and audience” (Luca Correnti) as also the OctoBrians says “if you want to be involved into music professionally this is not enough, as record companies and critics often ignore your presence in a SN and are interested in the trends, the market they think they can penetrate etc. I am aware of wonderful rock-bands, which do not take a chance in music industry as, here in Greece, ‘rock does not sell’”.

Consumers are aware of just two social networks analyzed in the research: MySpace.com and Last.fm. The latter is used by 75% of consumers while MySpace by 50% .

Consumers seem to gain high benefits from social networks and not only for the easier way to reach information about their favourite bands or about “things happening on the other side of the world” but they are also interested in the “feedback from like-mind interested people” and “keep in touch with friends and people with the same musical taste”. Users want to discover more and “expand horizons” but usually they trust more their friends and after their suggestions, they use social networks to check the artist. The “social” section in social networks analysed is not a core feature because just 1% of consumers interviewed uses them only “to keep in touch with my friends, especially the ones I don’t see that often, although I find Facebook more convenient”. Another consumer affirms “to consider them to be a social activity during my leisure time” but it is not his/her main use. A particular feature of Last.fm is the recommended system which allows the consumer to be aware of artists similar to his/her favourite ones, it is declared also by a consumer answering about advantages of social networks “that you are recommended music within the genre that you like”.

The technological feature of listening to samples is not underestimate by consumers, it is something that traditional gatekeepers do not possess.

The Future for Gatekeepers

But how is going to evolve the future for gatekeepers? This question has been asked to the knowledge people of the sector, the gatekeepers, who can probably predict the future.

Jan Mittendorp, from a record label, says “since most musicians have the social brain of a four year old there will always be a role for people (like me) to help them to get their music to the fans”.

All the critics see a decrease for journalism even if the crisis now affects every field and not only the music one. Everything will move from papers to web with the positive aspect of  more freedom and supply for consumers (Fabretti). Lucio Mazzi believes that “in the next ten years newspapers should focus on a different information, alternative to the one offered by the web. If the web is fast and easy, newspapers should analyze and go into the information. If what is offered by newspapers is alternative and complementary to the web, it will be worthty spending money to buy them otherwise they will disappear with the traditional consumers who still prefer them to the web” (Mazzi). Sascha Blach underlines the importance of extras as “cds, dvds, calenders, extra mags, stickers, buttons” which can appeal consumers. “A simple magazine with well written articles seems not to be enough anymore. So editors need to be creative and innovative in the future and I guess that many of the big magazines will publish more contents than now online” (Blach).

Critics will rely just on a small group of consumers also because “the number of newspapers which can make the difference is very small and the credibility of the sector is very scarce” (Zingales). The critic world will be a niche market where people with experiences and knowledge will be still needed to tell consumers or better, passionate people, about the past musical movements rather than talking about the present (Bertoni). According to Guglielmi, the most affirmed critics will increase their presence on the web only if it can guarantee a remunaration, which now it is not happening. 
Bianchi affirms that the shift to a web-based market for newspapers depends on illegal download of music, “if it is stopped (in a way which is not possible to imagine) so it will be high probable that all the market , so that also newspapers, will move on the web, but it is not going to happen soon so for now there is no problem”.
To sum up it is clear that there have been a change in the music industry but it is not due mostly to social network rather on the spread of the Internet. Social networks are just one of the feature of the Internet. Talking about gatekeepers, if the established ones are considered, social networks have not affected them strongly but they can be seen as complementary to them. As Bourdieu’s theory affirms, the field is dynamic and changes can happen without giving a definitive shape to the field so that a definitive position to agents.

With music oriented social networks, consumers have now another alternative to be up to date about artists. Gatekeepers rely on people who are passionate of music and look for additional information which can be given just from people with an high knowledge such as the critics. The latter put the songs or artists in a context describing not only a sound but also the surrounding world which led the creation of the work of art. People who look for ‘something more’ still read critics review and buy CDs. 

The big issue generated by the internet is related to the fall of CD sales but this is due to the rise of illegal downloading through peer to peer platform rather than the born and spread of social networks.

Gatekeepers are not facing a crisis due to social networks but as every institution and person who works with people, they have to embrace the internet and enter the web to avoid being out of the market or keep their social capital as Bourdieu would say. As ANT affirms, when new actors (human or non-human) enter the network it causes a change in the other actors and in the network, but if it is denied, the links and the network itself becomes weaker and oriented towards divergence. These gatekeepers who have accepted the internet revolution and are working within it, they are the actors who aim to stability because without a solid network they wouldn’t exist. The easy accessibility of the internet brought every people to be constantly relying on it for every information needed, for this whoever wants to reach consumers have to be part of the web as well. For instance nowadays company who does not consider IT as an important part of their business, go out of the market easily. 

The most common and known music oriented social networks are MySpace and Last.fm. The latter is used by consumers mostly to discover new music and artists similar to the ones they know. MySpace has negative and positive features. The advent of  MySpace has helped consumers and whoever else wanted to find information about artists and their concerts. It has become simple, easy and digitalized because through MySpace you can also listen to a sample of the songs. For the consumers interviewed the social network is more trusty and relied than music magazines and record labels.

The disadvantage is that everyone can access the social network so it is difficult to discover a new talent in the huge stream of music floating on MySpace. The majority of consumers usually do not ‘surf’ in the social network to discover a new band or singer because it takes a big effort to find something among the big number of artists subscribed. These consumers listen and look for those artists someone has talked about to avoid a long and unsatisfactory research on the web. 
8. CONCLUSION

Research in the effects of social networks in the music industry has developed in recent years. Scholars have been focusing more on the copyright issue which is not solved yet and it is controversial. 

This research wanted to focus on a different aspect of digitalization regarding more the actors’ role. To start discussing about every actor and his/her features, a description of the music industry was necessary. What were the traditional positions of each actor, their powers and influences on the other agents, was an important topic to better understand the change. 

Since the advent of the Internet, every person has perceived that when there is a small technological change, or you follow it or you are out of the system. This why every company is now dealing with IT and the majority of people have an email account and spend more time in front of their computer instead of television. Everything is now on the Internet and available to everyone, first of all music. Everything is possible because in this “space” there are no limits, for instance if you have a new and original idea, you can start your own business online. The new generation is online and no one has to wonder why Mark Zuckerberg, the 23-year-old founder of social networking site Facebook, is the youngest ever self-made billionaire. He has lived his youth the Internet era and he just had the perfect idea. This is how most of the social networks were born.

When all the attention passed to the Net, everyone had to adapt and in the music industry new actors appeared for new tasks. The barriers at the entrance lowered which led new actors and potential competitors enter. The new competitors of brick and mortar retailers were the online ones which are gaining high successes. Two different sides are competing: the off-line and the on-line. The latter has generated new kind of actors defined by the actor-network theory, ‘non-humans’. Thanks to the sociological approch, it was possible to understand how traditional gatekeepers and digital ones could be positioned in the same cluster even if the latter do not have a ‘human’ component. Additional insights were given from Bourdieu about the dynamics inside the network and the movements of the capital from one agent to the other so that changing the status quo.

The sociological features examined in the two approaches can be found in the reality where actors are experiencing changes and new ways to approch other agents within the music industry. The link between the actors and the network described by ANT and Bourdieu describes and explain why the Internet has caused these changes in the music system.
Artists are now closer to their fans and have different opportunities to reach their audience. Social networks are helping them in rising their fans and be know all around the world without a physical presence. Contacting record labels or audience has become easier and faster.

Even if it social networks can be considered as gatekeepers, the process of recognition for emerging artists still needs traditional gatekeepers. It is true that the Net has helped emerging artists to spread their music but the possibility to enter the market available for everyone has made the web overpopulated and sometimes confusing. If we have a look on MySpace, just among the rock pages we can find 1.802.763 artists and if we think that there are 31 genres, it is evidend how populated is this social network. If someone wants to find a new band it is better to listen to friend’s suggenstions than surfing on MySpace, no one has the time and patience to stay in front of the computer for hours, it could become really frustrating.

This is why to emerge is still essential to be noticed by a critic and sign a contract with a record label. In the findings, this is confirmed not only gatekeepers but also by artists themselves. Consumers can discover new music for instance through recommendations system used in social networks such as Last.fm but the majority of consumers’ discoveries are done through friends’suggestion (WOM). The emerging artists still have to make big efforts to be noticed because even if it is easier now ‘getting in touch’ with gatekeepers, the number of artists is so high that you need something really different or a big amount of luck.
The small group of consumers who still read music newspapers are looking for something more than a sound. They want to know more and go beyond the artist and his/her song, they want to understand the surrounding and the ‘historical’ context. These things can be told just by traditional critics, people with a deeper knowledge than a common person just fond of music.

The critics are writing for them, for this cluster of readers who look for deeper insights, even if critics know that their relevance is not as before the advent of the Internet. It is not possible to escape from the wave of change brought by the Internet and not even lie affirming that it is possible to survive ignoring it, but a smart mix of tradition and innovation is the key solution to avoid drowing. From the expert interviews we have seen that either record labels and magazines are creating or have already done it, a link with the Net to be still in the market mantaining the old audience and creating a new one.
APPENDIX

Questionnaires

- Artist

1. Are you an affirmed or emerging artist?

2. Have you signed a contract with any record companies? 

· If yes, what record company?

· If no, why?

3. Do you know social networks in the music field? Which ones?

4. What should be the main features of a SN to attract artists?

5. Are you subscribed as an artist in an any SN?

· If yes, which one/s?

· If no, why?

6. Why do you often use the SN?

7. Do you think SN can be useful for emerging artists? In which terms?

8. Being part of a social network has increased the number of your fans?

9. After subscribing in a SN, have you received any requests by record companies?

10. Do you think being part of a SN could be enough to be considered as an artist or is still necessary the recognition from record companies and critics?

- Consumer

1. Are you subscribed in any of these social networks?

· Myspace.com

· Last.fm

· Jango.com

· Soundclick.com

· Mog.com

· Ilike.com
2. Why and when have you decided to subscribe?

3. What are your main uses of the SN?

4. Do you use the SN to listen to new artists?

5. Thanks to SN, have you discovered artists of which you are now a fan?

6. After discovering a new artist, have you parteciped to a concert or purchased a CD?

7. Do you pay more attention to artists on the SN or the ones critics/record companies talk about? Why?

8. To be up to date on new artists, do you explore SN or record companies’ website and read music magazines?

9. What are for you the advantages of a SN?

10. Are you also subscribed as an artist?

- Gatekeepers (critics and record companies)

1. Can you define your job? (company you work for and main tasks)

2. During these years the importance of SN has risen, above all the ones concerning music industry. Do you know some of them? Which ones do you consider are the most successful? 

3. Since the introduction of social networks have you experienced a “change” in your job? In which terms?

4. Do you think of them as competitors in the term of discovering new talents? In this term, do you think SN can substitute your job?  

5. Do you think it is better to collaborate or to “fight” these social networks? If it is better to collaborate have you ever done it or planned it?
6. Do you think your role is still considered as it was before the spread of social networks?
7. Can you tell me what do you think is going to be the future of your field in ten years?

- Gatekeepers (Social networks: myspace.com, last.fm,  jango.com, soundclick.com, mog.com, ilike.com,)

1. Can you define the aim and features of your social network? 

2. How many users do you have?

3. Do you believe your features can be compared to the ones of traditional gatekeepers?

4. What do you think move an emerging artist to be part of your social network? What do you offer to him/her?

5. Can you make examples of artists who gain success just through your social network?

6. Do you think your role can substitute the one of traditional gatekeepers or just help it?

7. Do you think it is better to collaborate or to “fight” the traditional gatekeepers? Why?
8. Do you collaborate with traditional gatekeepers? If yes, which ones and in which terms?

9. Can you tell me what do you think is going to be the future of your field in ten years?

- Gatekeepers (critics and record companies)
1. Can you define your job? (company you work for and main tasks)

2. During these years the importance of SN has risen, above all the ones concerning music industry. Do you know some of them? Which ones do you consider are the most successful? 

3. Since the introduction of social networks have you experienced a “change” in your job? In which terms?

4. Do you think of them as competitors in the term of discovering new talents? In this term, do you think SN can substitute your job?  

5. Do you think it is better to collaborate or to “fight” these social networks? If it is better to collaborate have you ever done it or planned it?
6. Do you think your role is still considered as it was before the spread of social networks?
7. Can you tell me what do you think is going to be the future of your field in ten years?

Contributors:

Paolo Bertoni has started writing since 1989 in newspapers as “Ciao 2001”and “Fare Musica” and now, for twelve years, he has been writing on “Blow Up” and other magazines as “Blast!” and “Dynamo!” which focus more on independent and alternative music. 
Stefano Bianchi is the owner of a publishing house called “Tuttle Edizioni” which produces the musical magazine “Blow Up” and books about music. He is the editor-in-chief of “Blow Up” and writes articles and reviews. 
Sascha Blach works for the German music print magazine ZILLO and beside writing reviews, concert reports and interviews, she is responsible for the news, newsletter, soundcheck, competitions, corrections.
Eddy Cilia is editor of the monthly magazine “Il Mucchio Selvaggio” and “Extra”, he contributes to the magazine “Blow Up” and “Audio Review” and he is consultant of Radio Rai. Every collaboration lasts over the years some of them even more of ten years.
Claudio Fabretti works for the newspaper (freepress) “Leggo” and he is the manager of the webzine OndaRock and OndaCinema.  The last ones have the aim of creating a strong audience and reliability on the web public.

Federico Guglielmi is a journalist, writer, music critic and music producer and he is considered one of the main Italian expert on punk rock music. Since 1979 has collaborated with rock magazines, established and directed the magazine “Velvet”, conducted several radio transmissions and published Italian artists’ official biographies (e.g. Litfiba and Carmen Consoli). Now he runs the magazine “Mucchio Extra” and he is the manager of music sections on “Mucchio Selvaggio” and “Audio Review”.
Lucio Mazzi is editor of the newspaper (freepress) “City” which belongs to RCS MediaGroup, in particular he is responsible of cultural services in Bologna. His job consists of managing information about cultural events in his city. Moreover he teaches History of Music in Ferrara Conservatory.
Jan Mittendorp runs the Dutch record label “Black and Tan Records” and a booking agency “Crossroads” combining the two for the same artists. He is also a publisher for some of the artists and a musician for several projects.
 Christian Zingales is a journalist and coordinator of the editorial office for the magazine “Blow Up”.
Edward is the owner of a belgian hardcore/metal record label called “GoodLife Recordings” including its webstore.
The Italian artists are: Famelika, Luca Correnti, Psicosuono and The Crash Dump. 
Famelika is an indie band born in 2008 who autoproduce their albums with a discrete success (the first album sold 2 thousands copies) and opened several concerts of known Italian artists as Afterhours and Caparezza. Their last success was winning an Italian competition for emerging artists which let them open the concert of the first of may in Rome, considered one of the most important Italian concert event. 
Luca Correnti is a singer-songwriter who has not yet signed a contract with a record label but is promoting and selling his music through internet. 
Psicosuono is a rock progressive band active since 2003 who has signed a contract with a record label and produced their first album this year. 
The Crash Dump are an emerging punk rock band discovered through myspace.com who is promoting its music and concerts just through the social network.
The Dutch band is: Epica.
Epica is a Dutch symphonic metal band born in 2003 who has produced several albums and now is under contract with the German record label Nuclear Blast which embrace other important bands ad Blind Guardian and Nightwish.
The Greek Band is: The OctoBrians.

 The OctoBrians  who started playing in 2004 and received a request from a record company but they could not follow the busy schedule because all the members are workers. Born in Athens they continue playing in different Greek venues giving large attention to offline fans.
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