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1. Overview
Affordable recording technology and the Internet have forever revolutionized the music industry.  Record sales are declining, traditional sources of revenue are unreliable, and record companies are taking even greater portions of artists’ profits.  Fortunately for the artists, this destruction is also a creative force.  Big record labels like Sony Music and EMI are no longer the sole arbiters of musical success, and new opportunities abound. 
With an entrepreneurial spirit and the tools spawned by this new technology, artists can operate their musical businesses independently. Success in such ventures will require musicians to understand and manage the business surrounding their art.  Now more than ever, artists who lack the knowledge necessary to take an active hand in their music business dealings are almost certainly doomed to obscurity and failure. 
Being a young artist myself, this summer I conducted research on the music industry and the ways in which the Internet and cheap production technology are affecting musicians’ livelihoods.  I discovered that, because existing laws and customs are not sufficient to address the repercussions of new technology, the industry is in a state of tremendous flux.  Musicians at every level, from newcomers to superstars, must conceive of new ways to secure revenue.  Their willingness to innovate, adapt, and take risks will define the future of the music industry.  This, in turn, can lead to stronger musical communities, a greater variety of quality music, and a more stable future for musicians.  In order to achieve this future, artists must practice systematic innovation and engage in a purposeful and organized search for opportunities.
2. The Music Industry of the Past
The music industry of the future must grow out of the music industry of the past.  As it stands now, the music industry is a product of years of improvisation and adaptation to ever-changing laws and technology.  Many of the existing practices and conventions reflect these anachronistic qualities.  Consequently, the industry is notoriously difficult to navigate.  In the words of Hunter S. Thompson, “The music business is a cruel and shallow money trench; a long plastic hallway where thieves and pimps run free, and good men die like dogs.  There’s also a negative side”
Despite this reputation, the concepts surrounding the music industry’s basic conventions are not difficult to grasp. Indeed; knowledge of these concepts is necessary to understand future developments and the “room” for entrepreneurship that is being created by changing technology. 
2.1 Record Companies
For years, major record companies controlled the music industry.  Their dominance reflected high barriers to entry, which took the form of costly recording equipment, manufacturing facilities, widespread distribution, and marketing.  
On the major record company model, an artist effectively signs with the label and produces recordings, which the company then turns into “records.”   The label ships these records to a wholesale distributor, who then sells the records to stores.  The company subsequently fires up the marketing, promotion, and advertising behind the record and tries to make a star out of the artist. 
There are several divisions within the company that make this effort possible.  In addition to sales, marketing, and finance departments, the record company relies on the “Artist and Repertoire” (A&R) department to find and nurture new talent.  “Promo” departments are devoted specifically to getting artists radio play.  Given the influx of new technology, many companies now keep a “New Media” department.
Independent record companies, which are record companies not owned by a major record company, must handle things differently.  Though cheaper recording technology and easier access to distribution channels has leveled the playing field somewhat, independents often have smaller budget and access to fewer overall resources (for instance, industry connections).  Furthermore, independents must distribute through smaller, independent distributors, meaning that they have more limited access to consumers.  The average album produced by an independent record company will not make it into a box store like Wal-Mart or Target.  Because they are less likely to recoup their costs from album sales, independent record companies may also force artists to give up their publishing rights, which include the portion of earnings artists make as songwriters rather than performers or the recorded material. 
In spite of these disadvantages, independent record companies are still widely prevalent.  They are often are a veritable breeding ground for new talent and may be a new artist’s only “foot in the door.”
With the exception of independents claiming publishing rights, both independent and major labels apply to same concepts to making money on artists’ work.  The artist gives a portion of the revenues from each copy of each song sold in exchange for the record company’s help with production, distribution, and promotion.   The record company’s “help” initially takes the form of an advance, which is a payment made to the artist for the purpose of producing the album (or other products—for instance, a music video).  The label gets the advance money back as a percentage of money made on product sales (also known as royalties).  The artist does not collect any royalty earnings until the label has recouped the entire advance.  
After the record company recovers the advance, the artist begins to receive royalties.  The size of the royalty, which is a percentage of the wholesale price, is determined in large part by the artist’s history in sales.  Artists who have demonstrable success in sales are less risky investments in the record companies’ eyes, and are therefore likely to earn larger royalties. 
Though this system seems simple, it is in fact fraught with loopholes and abuses.  For instance, it is an industry standard to deduct a “packaging charge” from the artists’ royalties because, on the record companies’ view, the artist should be paid for the record, not the package.  The packaging charge is often much more than the actual cost of packaging.  Even worse, some record companies persist in charging the same price for packaging on digital products, which have little to no packaging costs.
Because royalties must only be paid on products sold, major labels often ship up to 15% of records for free in order to reduce the “royalty-bearing percentage,” thus reducing the payment they must make to the artist.  This results in a payment lowered to 85% of the actual stated royalty.  
Furthermore, labels often agree to produce only one album with an artist and demand an option to drop the artist if sales are bad.  However, they still require the artist to agree to produce a string of albums if sales are good.  This means that artists who sell successfully are often receiving the same royalties on their tenth albums as they did on their first.   These artists are being shortchanged—based on their success, they should be greater partners in the record company’s profits, but they are paid at the level of a newcomer who is a risky investment.
These examples are only a few in the long list of liberties record companies take with their artists.  They demonstrate the caution and deliberation with which one must enter into a “record deal.”   They also illustrate the incentive for artists to “do it themselves” and avoid signing with a label unless conditions are optimal.  This option is a boon to artists and has only surfaced in the wake of new technology.
2.2 Songwriting and Music Publishing
The copyright is at the heart of songwriting and music publishing.  It is legally defined as a “limited duration monopoly,” and gives the creator exclusive rights to the work for a certain time period[footnoteRef:0].  Works must be original and “of sufficient materiality to constitute a work” in order to be copyrighted[footnoteRef:1].  The copyright owner holds the following rights on copyrighted material: to reproduce the work; to distribute copies of the work; to perform the work publicly; to make a derivative work (for example, a parody); and to display the work publicly.  [0:  Passman, 193]  [1:  Passman, 194] 

Certain exceptions to these rights exist.  They are known as compulsory licenses, and require the copyright holder to issue license for use in the following: cable television rebroadcast; the public broadcasting system; jukeboxes; digital performances of records (for example, webcasting); digital distribution of records; and phonorecords of non-dramatic musical compositions.
The copyright allows artists to claim ownership of their work and its use, thus giving the art potential for monetary value.  Given the prevalence of work produced with an eye for financial gain, copyrights provide a major incentive to create. 
The artist has a copyright for her work as soon as it is tangible.  In the case of music, this is as simple as writing it down or singing it into a recorder.  Artists also have the option of registering their copyrights, which (under certain conditions) can help them recover greater losses in the case of copyright infringement.
Publishing companies were formed to help artists keep track of their copyright-based earnings.  Songwriters sign their rights over to publishers, who then help artists to complete all the administrative tasks associated with copyrights, including finding customers, issuing licenses, collecting fees, and paying the writer.  In exchange for these services, the songwriter gives up a portion of his earnings to the publisher.  
Publishers were much more powerful in older times, for instance, in the era of Tin Pan Alley.  Because copyright law specifies that no one can record a song for the first time without the publisher’s permission, publishers controlled artists’ access to soon-to-be-hits, as well as songwriters’ access to artists.  Now more songwriters retain ownership of their copyrights and publish their work themselves.  This is possible because of the relatively low overhead required to start a publishing company and because of Internet-based distribution. Furthermore, more artist are writing and performing their own material and don’t need publishers to connect them with a market. 
Earnings from publishing take two major forms:  mechanical royalties and public-performance royalties.  Copyright owners receive mechanical royalties from the manufacture and distribution of their records.  In other words, record companies pay songwriters for the right to use their songs in a record (per copy, per song).  In copyright law, the minimum mechanical royalty rate hovers around three cents. However, in reality, record companies don’t recoup any costs from the mechanicals, and consequently require artists sign for 50-75% of the minimum.  This is known as the “controlled composition clause” and is yet another reason for artists to think twice before signing with a record company. 
Recall that copyright owners have the right to exclusive performance of their material.  This right is at the root of public-performance royalties.  Any time a song is played—whether in a nightclub, a bar, on the radio, TV, etc.—the copyright owner must be paid.  The task of monitoring public performance is obviously very difficult, and is administered by performing rights societies like ASCAP (American Society of Composers, Authors, and Publishers) and BMI (Broadcast Music Incorporated).   In order to receive public-performance royalties, artists must register with one of the two societies.  Clients then buy a blanket license from the society, which allows them to play all of the material of all of the society’s artists.  The society monitors performances of these songs and divides royalties accordingly among the artists. 
Synchronization licenses have traditionally been a secondary source of publishing income.  A synchronization license is defined as a license to use music in “timed synchronization” with visual images like TV, movies, and video games.  Needless to say, this is a very lucrative source of income for some artists, and is often an artist’s “foot in the door” when it comes to getting noticed in the industry. 
Mechanical royalties, public-performance royalties, and synchronization licenses have long been the chief source of profit in the music industry.  Understanding these revenue streams is essential to understanding the music industry and the changes that are occurring.  However, technology has made copyrights increasingly difficult to enforce, and in most projections of the music industry’s future, they are not the dominant source of revenue.
3. Technology-Based Changes in the Music Industry
 	New technology is revolutionizing the music business.  Among the most impactful developments are the dawn of cheap recording technology and Internet distribution.   The former has made it possible for independent record companies and bedroom studios to spring up everywhere, flooding the market with new music and loosening the grip of major record labels on the industry.  The latter has allowed the digital dissemination of recorded material, in myriad forms and for myriad purposes. The effects of both are reverberating throughout the music industry, and their final impact is yet to be felt—no one can say when or how the uprooted industry will settle.   Neither the industry nor the law can move as fast as the technological development we are currently facing. 
	These developments have had clear consequences for the music industry. At one point, business was booming for record companies.  Today, this is not quite the case. Sales of recorded music have decreased roughly 25% in the last nine years[footnoteRef:2].  Record companies have gone through consolidation after consolidation, and many have shut down.   [2:  Gordon, 117] 

Many industry insiders blame illegal file sharing for these developments, and they may be right.  According to Big Champagne, a leading monitor of peer-to-peer file sharing, more music is acquired through illegal file sharing than through retail sales of CDs worldwide.[footnoteRef:3]  However, illegal file sharing may not be entirely to blame.  Other factors are at play: the struggling economy; competition from other diversions (for instance, video games); and the end of the CD boom, during which consumers replaced vinyl and cassette collections with CDs.  Even more significant are artificially high CD prices and the record companies’ failure to adapt quickly to new business models. [3:  Gordon, 117] 

	In spite of these challenges, the Internet is not all bad for the music industry.  It has generated several new tools and resources that will be essential to the industry’s future.  
For instance, promotional websites provide fans with constant access to information about their favorite artists.  Artists can disseminate publicity material, photos, sound samples, tour schedules, and more, and can maintain regular contact with fans through mailing lists. 
	The Internet also provides venues for fans to congregate and trade information and gossip on their favorite artists.   Fans often dedicate entire sites to artists, feeding off of each other’s productive energy to help the artist maintain a healthy fanbase and active publicity.
	Authorized commercial sites are a boon for major record companies in that they allow consumers greater access to products.  They also offer unlimited selling opportunities to operations smaller than major record companies.  Before these sites emerged, independent artists and record companies had no way to reach such a massive pool of potential purchasers. Sites like Amazon, CDNow, and CD Baby sell packaged goods at levels that are appropriate for operations of all sizes.  
iTunes, MusicNet, and Pressplay are examples of sites that deliver music electronically rather than physically.  Some sites of this nature allow users to download content, while others webcast or stream content on demand.  There are a vast variety of sites, and nearly as many different business models.  These sites are a major catalyst in industry change, as they often challenge the boundaries of copyright infringement and legality.  Furthermore, as the volume of digital music sales eclipses that of physical sales, it is increasingly clear that these sites are essential to the future of the music industry.  
Taken together, non-physical vendors (like iTunes) and peer-to-peer file sharing are forcing those in the industry to adapt or die.  As previously discussed, copyrights provide access to the traditional sources of revenue in the music industry.  The digital transition has been so difficult in part because the proper interpretation of copyright laws is not yet clear when it comes to Internet distribution.  
The fusion of new technology and old copyright laws is also problematic because the music industry tends to rely on customs and precedents to establish standard business practices.  Currently, most music business practices related to the Internet developed on the fly and in the face of swiftly changing technology.  These new business practices, products of experimentation and flux, have failed to coalesce into one industry standard.  Thus, without definite laws and customs to define their rights, copyright owners are often unable to collect revenues and unable to prosecute those who infringe on their copyrights. 
3.1 Copyright Law, Contracts, and the Internet
	The 1909 Copyright Act is at the root of much of the modern music industry.  Originally intended to protect publishers’ rights to piano rolls, it has led to the development of mechanical royalties, performance royalties, broadcast rights, and other revenue streams essential to today’s music industry. Understandably, there has been some difficulty adapting 1909 legislation to the technological realities of 2009. 
	The concepts set forth in the 1909 Copyright Act are currently being applied to realities that had not even been imagined when the law was drafted.  Though it was less difficult to draw connections between the act and industry conventions like radio, TV, and records, the Internet has developed faster and does not quite fall into any of those categories. 
	This ambiguity exists in part because of the legal definition of “record,” which is at the heart of many industry proceedings.  According to standard record agreements since the 1960s, the “record” has a very broad contractual definition.  It includes cassettes, vinyl discs, compact discs, both audio-only and audiovisual devices (for instance, DVDs), and “any device now or hereafter known that is capable of transmitting sound alone, or sound with visual images.”[footnoteRef:4]  It is plain to see that the record industry anticipated technological developments and attempted to include them in contractual proceedings; however, their rights to payment are often hotly contested and difficult to enforce. [4:  Passman, 67] 

As of now, the dominant methods of digital music delivery on the Internet are webcasting, downloading, and streaming on demand.  In written law, copyright holders are still owed royalties—webcasting and streaming are defined as public performance, while downloading is a mechanical reproduction.  The permissions needed to deliver music are different for each case.  Consequently, in reality, the process of ensuring that royalties are paid is complicated. It is only recently that companies like SoundExchange have sprung up to administer the various licenses involved.  Even when the royalties are paid, they are significantly lower than royalties from sales of physical records.
While the vagaries in existing laws and customs make authorized digital delivery of music difficult to police, file sharing is nearly impossible to control.  It is difficult to prevent music piracy for several reasons.  Perhaps the ease with which small files can be shared is the reason that music is one of the first forms of intellectual property to be widely pirated on the Internet.  Perhaps it is the fact that Internet users share a demographic with music lovers.  Either way, it is likely that record companies’ disastrous campaigns against pirates (who are usually also their customers) have fueled the fires of anti-corporate sentiments. 
	Regardless of their poor results, these anti-pirating campaigns betray the appropriately acute desperation of record companies.  File sharing sites like Morpheus, KaZaA, and Napster give away products in which record companies invest millions.  Record companies are often unable to protect themselves from this threat.  For example, though copyright owners can sue for infringement damages in the U.S.A., the Internet expands beyond national borders.  Without power to enforce copyrights internationally, copyright holders are often vulnerable in countries like Vanuatu (KaZaA’s one-time headquarters), where copyright laws are extremely relaxed[footnoteRef:5].  [5:  Passman, 375] 

Suing customers is not the record companies’ only option. Major record companies and other industry organizations have been slow to react to changes wrought by technology, but entrepreneurial ideas are surfacing daily. 
For instance, a tax on blank CDs has been suggested.  This idea mimics what has already been done with cassette tapes.  While music would still “feel” free, consumers would offset the cost of their music through taxes distributed to copyright owners.   Unfortunately, this idea is problematic because CDs are used for more media than music alone.  It is also unlikely to pass through the powerful electronics lobby.
A more feasible idea is for Internet service providers (ISPs) to charge customers a low monthly rate for downloaded music.  Again, proceeds would be divided among copyright owners.  Similarly, others have suggested that ISPs should purchase a blanket license from a performing rights society and forward-shift the cost to customers.
Record companies are also working with artists to create new profit models.  For instance, the “360 degree deal,” pioneered by Jay-Z, Madonna, and Robbie Williams, is an unprecedented partnership between the record company and the artist.  In the past, record companies profited only from record sales.  Artists were allowed to keep money earned from merchandise, live performances, endorsements, and music publishing.  Record companies argued that they help the artist to achieve the popularity necessary to profit from the aforementioned alternate revenue streams.  The 360-degree deal allows record companies to reap 10-20% of those profits. 
For superstars like Madonna, the 360-degree deal means more financial and promotion support from record companies.  For instance, if the label wants to profit from Madonna’s tour, it is likely that she has the bargaining power to require that they offer significant funding for tour support.  In contrast, for lesser-known artists, the 360-degree deal may take the form of “passive participation,” wherein the record company offers no additional help or money and simply takes more of the artist’s profits.
Though it is disheartening to see record companies exploit artists, these developments are a logical upshot of the record industry’s struggle.  Without copyright protection, record companies lose their traditional methods of selling music.  Record companies cannot be expected to invest in artists whose products can be taken for free.  Without the patronage of such companies, artists must find alternative methods of production, distribution, and income generation.  Indeed, many artists may do better to pursue a music career without the participation of a record company.
4. The Artist as Entrepreneur
Artists are losing support from record companies as the companies lose profit and power.  Though this is crippling major record companies and may mean smaller returns and fewer resources for some, it is a boon for many artists.  With more access than ever to production, distribution, and promotion, those with an entrepreneurial spirit will quickly find ways to use new tools to their advantage.  Furthermore, the newness of this technology means that there is relatively little “industry information” known only to experienced insiders.  Thus, newcomers to the music business can look forward to a slightly more level playing field. 
The characteristics of musicians and songwriters lend themselves to entrepreneurship.   For example, successful artists often work for themselves and have strong initiative and self-motivation.  They are organized and able to communicate, take risks every time they step on stage, and rely on innovation to create their material.  They tend to believe firmly in their ideals and will not take “no” for an answer.  The combination of these traits with new technology has made it possible for any kid with a laptop to turn a song into valuable intellectual property. 
The music entrepreneur must also be able to set goals and make plans to achieve them.  Realistic plans based in thorough knowledge of the music industry and its future are necessary for any artist who plans to make a career out of music. For instance, artists must be aware of non-traditional revenue streams like film, TV, merchandise, and live performance, and have an idea of how to generate profit in such fields. 
In a world without copyright protections, it is particularly important to be a skilled live performer.  Artist often book shows in ever-expanding concentric circles in order to grow a strong regional fanbase.  In addition to aggressive and strategic booking, artists look to festivals as an opportunity to play in front of potential new fans
 Live performance is important because the ability to make a lasting impression on a live audience is a gateway to profit.  For one, spectators usually pay for their tickets.  Those who enjoyed the show are likely to purchase merchandise.  Perhaps more importantly, many will sign up for the artist’s mailing list.  The mailing list allows the artist to maintain regular communication with fans and reminds fans of the artist’s work and website. If the artist requests a ZIP code in addition to an email address, the mailing list can also give the artist an idea of the size and location of her fanbase, which is helpful for planning tours and performances.
The artist needs to be familiar with her fanbase for several reasons.  First and foremost, fans are often artists’ biggest customers.  Any entrepreneur does well to know his customers, as such knowledge allows for better product targeting and “fit.”   This is no difference with music—the artist and his work are the product, and promotional materials must align appropriately with the customer base’s interests. Furthermore, artists who plan to eventually work with a major record company can use popularity with fans as a powerful bargaining chip in negotiating royalties and other contract specifics. This bargaining power is particularly essential in the age of 360-degree deals, where record companies can exploit more of artists’ work without providing additional resources.  For instance, artists with a large fanbase can often avoid packaging charges and “optional” albums and also gain access to more of the record company’s promotional resources.
For artists who plan to work without the help of a record company or are not yet ready for a record deal, knowledge of and communication with the fanbase is even more essential.  In this case, direct communication and interaction with fans is the artist’s main avenue to profits.  This goes beyond fans’ purchases because artists can count on fans to spread the word, which is essential, as word-of-mouth is usually a new artist’s best method of promotion.  
The artist’s website is another optimal method of promotion.  Maintaining an excellent and regularly updated website is necessary to keep fans’ interest.  In many cases, a personal blog is even better, as it creates a sense of connection between the artist and fans.  Furthermore, in an age where customers can purchase single songs rather than an album, artists may also do well to regularly release singles on their websites, rather than waiting until they had enough material for an album. 
The website is one of the artist’s best way to publicize new products and developments, whether they are albums, merchandise, or song placements in a movie.  Fans will not only purchase products and come to events, but will also join in celebrating the artist’s accomplishments and victories.  Because fans are so essential to success, this sense of connection is important capital for the artist.
Online communities connect the personal element of a website to a greater network of potential viewers.  Artists can tap into online communities to connect with venues, promoters, other artists, and fans.  For instance, MySpace.com, Facebook, and ReverbNation allow artists to create profiles and collect “friends” or “fans.”  These sites are often more heavily trafficked than artists’ personal sites, and can thus provide greater exposure.  They also give potential fans a gateway to the artist’s personal website.
 Online communities often offer services that go beyond the basics of connection.  For example, at ReverbNation and Sonic Bids, artists can create “electronic press kits” to book gigs with greater ease.  Not only do these online services reduce mail volume and the cost of basic materials (CDs, headshots, news clippings, etc.), but they also allow artists to search for venues like never before.  For instance, artists can plan tours opening for a popular band in each city they visit, therefore guaranteeing exposure to new fans.  They can choose venues based on other artists’ testimonies.  They also can sample other artists’ music before agreeing to split shows.
As is already apparent, publicity is a dominant theme in music entrepreneurship.  Artists are often willing to offer their products free of charge for the sake of promotion.  For instance, many new artists imitate superstars like Radiohead and Saul Williams in releasing their music for free on their websites.  Often, they give the music away in exchange for fans’ email and the increased circulation of the music.  This development betrays the fact that artists are looking more and more to alternative revenue streams.  Publicity and a good relationship with fans are ultimately more valuable than non-existent profits from unknown, un-bought music and illegally downloaded music.
Song placements in movies, TV, and video games are also a popular source of revenue and publicity.  Artist can sell a synchronization license for a range of prices.  Many artists start on this track by maintaining relationships with upper-level schools and allowing students to use their music free of charge in exchange for publicity.  Artists who pursue this track eventually climb to more lucrative independent productions, and sometimes secure placements in major motion pictures, TV series, or video games.  Again, this practice illustrates the importance of publicity over immediate revenue.  In the music industry of today, publicity translates to capital. 
Artists with powerful publicity hold the key to success in the music industry. They may even be able to operate at a very high level without a record company’s help.  This is particularly true for established artists who have an electronic fan base and are able to market their own records.  In this case, the artist might choose a “press and distribution deal,” wherein they pay for the production of the record and employ a company to manufacture and distribute copies.  The artist has the most autonomy and a higher profit margin on this model than in any model previously discussed.  As with many entrepreneurial pursuits, the amount of risk is inversely proportional to the potential rewards.   The press and distribution deal could be considered the opposite of a 360-degree deal in that the artist surrenders very little profit on a restricted revenue stream, but is often responsible for all marketing and promotion.   Thus, though the press and distribution deal is appealing for artists of established fame, it is usually not a feasible prospect for unknown artists.  
	In truth, the ease with which artists can produce and distribute recordings is something of a double-edged sword.  New technology has led to a flooded market, and it can be difficult to rise above the noise of myriad other musicians from around the world.  Some industry insiders believe that artist still need record companies to rocket them to stardom, and they may be right; however, artists may not need stardom to ensure financial security.  Given the tools to stay in regular contact with a regional fanbase and act as a vendor of music, merchandise, live performances, and more, many artists can maintain a stable and sufficient income.
	For example, Aniais Mitchell is a twenty-nine year old, Vermont-based folk musician who has been performing since age seventeen.  She maintains a current website which includes photos, press, her blog, sound files, a store, and more.  She is nearly religious about maintenance of her mailing list, as it is her prime mode of communication with fans.  She gained national notoriety and thousands of new fans by playing festival circuits, and released several records without the help of a record label.  Her income sources include record sales, merchandise, synchronization licenses, sponsorships, live performances, and classes on the music business. 
Mitchell used new technology to take a strategic road to her current position.  She is one of hundreds of artists to have done so.  Like Jon Vezner, a winner of multiple Grammies, Kate Campbell, an extraordinarily successful Nashville songwriter, and Ani DiFranco, a legendary self-made musician, Mitchell has made an impressive living without the help of a record company.  Her dedication and strategy, combined with the tools furnished by new technology, are at the root of her success.
5. Conclusion
Certain basic elements are common to the success of artists like Mitchell, Vezner, Campbell, DiFranco, and their peers.  They are able to make records at a low cost (and without the help of a record label) because recording equipment and technology have become increasingly affordable and user-friendly.  They record their music in bedrooms, basements, and independent studios across the nations.  The records they create are not their only revenue streams, but are rather a gateway to profits in many fields. 
These artists manage multiple revenue streams with strong knowledge of the music industry.  They have access to information and communication made possible by the Internet.  They are able to maintain connections with crucial contacts, from fans to fellow performers and industry executives. Their vigilance in maintaining communication is essential to their success.  The degree of communication that they execute would be impossible without the Internet.
These entrepreneurial artists and others like them are willing to innovate and take risks.  Their adaptations will define the future of the music industry.  They must navigate the uncertainties at hand and develop new standards for dealing with unprecedented technology.  With the tools available, they may be able to light a path that will enable future generations of artists to make a living without record companies.  This, in turn, can lead to stronger musical communities, a greater variety of quality music, and a more stable future for musicians.  Thus, though the future of the music industry is not clear, I am willing to say that it is bright.  
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