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STUDY DAY INFORMATION 

 

 

 

STUDY DAY WEBSITE 

https://musicinternetoxford.wordpress.com/ 

STUDY DAY LOCATION 

The Denis Arnold Hall, Faculty of Music, University of Oxford, OX1 1DB 

EMAIL ADDRESS 

If you require further information, please contact us at:  

musicinternetoxford@gmail.com 

REGISTRATION 

The online registration page is available via our website:  

https://musicinternetoxford.wordpress.com/registration/ 

The registration fee is £10 for ALL delegates. 

Registration must be completed online before Saturday 24th November 2018. 

FOOD & DRINK 

Morning coffee, a light lunch, and afternoon tea will be provided for delegates. 

The University of Oxford provides Wi-Fi access via Eduroam.  

Alternatively, Wi-Fi access codes will be provided;  

please ask about these at the registration desk. 

https://musicinternetoxford.wordpress.com/
mailto:musicinternetoxford@gmail.com
https://musicinternetoxford.wordpress.com/registration/
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TRAVEL AND ACCOMMODATION 

 

 
 

GETTING HERE 

The Faculty of Music is located on St Aldate's opposite a Tesco Metro (Postcode: OX1 1DB). 

This is a 20-minute walk or 7-minute taxi ride from Oxford Railway Station. 

From London Heathrow and London Gatwick Airports, you can get a shuttle coach (the 

'Oxford Airline') direct to Oxford. It takes approximately 90 minutes from Heathrow and 120 

minutes from Gatwick. A period return is £30. You can get off at the stop called St Aldate's and 

then it's a 2-minute walk from there to the Faculty of Music. Oxford Airline Website: 

https://airline.oxfordbus.co.uk/heathrow/ 

ACCOMMODATION 

Oxford offers a wide range of hotels, hostels, and B&Bs.                                                                                             

You can also check www.universityrooms.com for cheaper rooms offered by university colleges. 

LOCAL TAXIS 

Royal Cars: 01865 777333 

001 Taxis: 01865 240000 

CAR PARKING 

Unfortunately, there is no parking available at the Faculty of Music. 

City Centre Parking Options: 

Gloucester Green (OX1 2BN) 

https://www.oxford.gov.uk/gloucestergreencarpark 

Worcester Street (OX1 2BQ) 

https://www.oxford.gov.uk/worcesterstreetcarpark 

Westgate Centre (OX1 1TR) 

https://westgateoxford.co.uk/your-visit/getting-here 

https://airline.oxfordbus.co.uk/heathrow/
http://www.universityrooms.com/
https://www.oxford.gov.uk/gloucestergreencarpark
https://www.oxford.gov.uk/worcesterstreetcarpark
https://westgateoxford.co.uk/your-visit/getting-here
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STUDY DAY THEME 

 

Since the turn of the millennium, music and the Internet have become increasingly entangled with 

one another. For many Internet users, the musical web has become an integral part of everyday 

life, while worldwide digitization initiatives have transformed musical production practices and 

modes of consumption. In their recent Music & Letters article, Georgina Born and Christopher 

Haworth note that the Internet ‘multiplies music’s discursive and social mediation, engendering 

new online entities, practices, and relations, which may themselves augment, publicize, and 

globalize offline forms’. Alluding to new research directions, they reason that the study of 

Internet-mediated music ‘necessitates interdisciplinary approaches that integrate digital methods 

with both ethnography and history’ (Born & Haworth 2018: 603, 647).  

Responding to these developments, this BFE/RMA study day seeks to foster dialogue between 

musicologists and ethnomusicologists who are interested in the online mediation of music and 

novel methodological approaches that support its study. How is the Internet involved in the 

formation of musical and political subjects? What can we learn from online interactions between 

artists and fans, performers and audiences? Why have musical memes become a contagious aspect 

of popular culture in the current decade? In what ways does the Internet afford renewed interest 

in music making among large corporations? Who are the users that make use of the musical web, 

and on whose terms do they play and listen? 

Some of the main areas that will be addressed are: 

• The online consumption of music: YouTube, Spotify, SoundCloud, etc.  

• The transformation of music economies and the emergence of the digital music commodity  

• Emancipation, control, and the politics of Internet use  

• The materialities and social meanings of digital music technologies  

• Online communities and the construction of celebrity personae  

• Internet-mediated music genres  

• Interdisciplinary approaches to musical memes and user-generated content  

• Digital methodologies: using the Internet for ethnographic and musicological inquiry 

The Study Day will feature a roundtable on digital research methodologies with Ellis Jones and 

David Lewis and conclude with a keynote address by Christopher Haworth. 
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KEYNOTE SPEAKER 

 

 

 

 

 

 

Christopher Haworth is a musicologist and composer whose 

interests centre on electroacoustic music and sound art. His 

scholarly work has included analyses of Iannis Xenakis’s late 

electroacoustic music; digital musicological investigations into 

popular music’s entanglement with the internet; and work on the 

changing relations between academic and non-academic 

electroacoustic music. His compositional work has explored 

spatialisation; systems art; and the use of psychoacoustic 

phenomena as musical material—often with a focus on live 

presentation. In 2018 he and Georgina Born won the Westrup Prize 

for their article 'From Microsound to Vaporwave: Internet-

Mediated Musics, Online Methods, and Genre', published in the OUP journal Music and Letters. 

Christopher is currently a Lecturer in Music at the University of Birmingham. 
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ROUNDTABLE SPEAKERS 

 

 

 

Ellis Jones is a Postdoctoral Fellow at the Centre for Interdisciplinary 

Studies in Rhythm, Time and Motion, University of Oslo. His work explores 

the impact of platform copyright regulations on sample-based ‘mashup’ 

music, which reflects his long-term interest in researching the relationship 

between music cultures and the internet. His PhD thesis, completed at the 

University of Leeds’ School of Media and Communication (and supervised 

by David Hesmondhalgh and Leslie Meier), explored the changing nature 

of ‘DIY’ (do it yourself) music in the age of social media. His work has 

appeared in Popular Music and Music and Politics.  

 

 

 

 

David Lewis is a researcher based at the University of Oxford e-Research 

Centre and Royal Birmingham Conservatoire, with other recent projects at 

Goldsmiths, University of London and the universities of Saarland and 

Utrecht. His research focusses on the creation, dissemination and use of 

digital corpora of music, digital editions (particularly music theory) and 

digital tools for increasing access to musicology. 
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PROGRAMME 

 

--- registration & welcome --- (8:45am–9:30am) 

 

PANEL ONE (9:30am–11am) (Chair: Alice Kelly) 

The Politics of Platforms 

YNGVAR KJUS (University of Oslo). ‘Negotiating Streaming Rights: A Study of the Contracts 

and Negotiations Underlying the Music Streaming Economy’ 

JAMES VAIL (University of Manchester). ‘Tape 2.0: Cassette Tape Netlabels in Japan’ 

THOMAS HODGSON (King’s College London). ‘Valuing Digital Music: Creativity and 

Spotify’s Algorithm’ 

 

--- coffee break for 30 mins --- 

 

PANEL TWO (11:30am–1pm) (Chair: Edward Spencer) 

Popular Music, Participatory Culture, and the Social Web 

ROSS COLE (University of Cambridge). ‘On Haunted Sound: Nostalgia Pop, Virtuality, and the 

Poetics of Utopian Space’ 

PAULA HARPER (Columbia University). ‘Viral Musicking’ 

STEVEN GAMBLE (Kingston University London). ‘Rap Royalty: Investigating the Online 

Hip-hop mainstream’ 

 

--- lunch break for 1 hour --- 

 

Roundtable: Methodological Issues and Innovation (2pm–3pm)  

Speakers: ELLIS JONES (University of Oslo) 

               DAVID LEWIS (Oxford e-Research Centre) 

Chair:      EDWARD SPENCER (University of Oxford) 
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PANEL THREE (3pm–5pm) (Chair: Pablo Infante-Amate) 

Global Case Studies 

JAANA SERRES (University of Oxford). ‘“Taking Africa to the World”: Digital Self-branding 

in the Nigerian Music Industry’ 

MICHAEL LEVINE (University of North Carolina at Chapel Hill). ‘The USB Mixtape: Music 

and Mediation in Cuba’s Offline Internet’ 

JASMIN IRSCHEID (University of Oxford). ‘Underground Raves in Iran: Communication 

Technologies and Youth Spaces’ 

LAUDAN NOOSHIN (City, University of London). ‘Iranian Cyberspace as an Alternative 

Sphere of Musical Sociality: New Freedoms, Old Hegemonies?’ 

 

--- tea break for 30 mins --- 

 

KEYNOTE PRESENTATION (5:30pm–6:30pm) 

CHRISTOPHER HAWORTH (University of Birmingham) 

 

--- closing remarks & thanks --- 
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ABSTRACTS 

Panel 1: The Politics of Platforms 

‘Negotiating Streaming Rights: A Study of the Contracts and Negotiations Underlying 

the Music Streaming Economy’ 

YNGVAR KJUS (University of Oslo) 

Over the last decade, various forms of streaming services have arrived as the dominant channels of music 

distribution. While these services promise to let music flow more easily into people’s lives, many have 

moored their revenue rates and the transparency of their economic operations. This paper sets out to 

unpack the chain of delivery, negotiations and returns, going from composers/performers, via record 

labels and publishers to distribution partners and streaming services. Importantly, these key parties are 

represented by organisations (including composer associations and collecting societies) that assist and 

influences the terms of the contracts regulating each step of the copyright transitions involved with 

streaming. Supported by interviews with these professional negotiators, this paper applies a ‘contractual 

approach’ (Caves) to the agreements being made and the rights and obligations that are claimed in terms 

of having music stream out and revenues flow back in.  

The rise of digital music distribution has been associated with a more direct exchange between artists and 

audience, a notion which is often cultivated by the services themselves (such as Spotify). The operations, 

processes and terms it all relies on can, however, appear as happening within a black box, with only 

anecdotal accounts seeping out. If streaming services really are to be central arenas of music culture in 

the future, more insight and knowledge is needed for the vital debate of their status and value. 

 

‘Tape 2.0: Cassette Tape Netlabels in Japan’ 

JAMES VAIL (University of Manchester) 

With the emergence of digitally-mediated forms of production and consumption in the last three decades, 

new practices of consumption and ways of listening have taken shape. However, previously existing 

technologies enter into these new media ecologies too and they take on dynamic new roles and meanings 

as they act and are acted upon in new ways. This paper focuses on the changing forms of small-scale 

production and consumption that occur around internet-based cassette record labels in Japan. These 

record labels release a variety of underground and fringe musics both digitally and in the form of small-

scale runs of cassette tapes (limited to 100 or so cassettes) to an international listener base that spans the 

globe.  

Japanese netlabels sit at the nexus between transnational circuits of digital media and national forms of 

music consumption. They operate through websites such as Bandcamp, Discogs, and Soundcloud in 

order to reach and sell their music to their international listener-base. At the same time, they exist within 

national forms of technology usage and uptake - specifically the comparatively low level of priority given 

to streaming services among consumers in Japan as well as the enduring widespread use of the CD. As 

the music moves through this complex media geography - both online and offline - new practices of 

consumption emerge that span multiple modes of materiality and involve divergent understandings of 

what it means to own a musical commodity in the digital age. 
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‘Valuing Digital Music: Creativity and Spotify’s Algorithm’ 

THOMAS HODGSON (King’s College London) 

New digital technologies - particularly the algorithms of platforms such as Spotify – are having an 

unprecedentedly determining and little understood effect on the way music is created and valued. The 

music industry finds itself in a transitory moment in which these new algorithmic and AI technologies 

are developing apace. Whilst Spotify’s algorithm is already reshaping how music is economically valued - 

the effects of which are being keenly felt by musicians - advances in AI are raising questions about the 

role of human creativity itself. How these technologies are configured and deployed - by established 

companies such as Spotify, Apple and Amazon, as well as by innovative tech startups - will shape the 

profession of musician for the next 30 years. How are these new technologies shaping creativity? What 

choices are being made, now, that will shape the future of musical composition and consumption? How 

are these choices being informed? 

Based on ethnographies of rehearsal rooms, recording studios and record labels, this paper resists long 

established conventions that value must be understood in either economic or gift-based terms, and 

instead explores the creative process, revealing music’s shifting and deeply ambiguous relationship with 

technology, money and power. At the heart of these insights lie deeper concerns about how algorithms 

and AI - such as Facebook’s News Feed, Google Search and Amazon’s Alexa - are increasingly mediating 

our lives, shaping our moral and ethical choices. 

 

Panel 2: Popular Music, Participatory Culture, and the Social Web 

‘On Haunted Sound: Nostalgia Pop, Virtuality, and the Poetics of Utopian Space’ 

ROSS COLE (University of Cambridge) 

In June 2010 Amanda Petrusich previewed a gig by Neon Indian in the New York Times, noting that the 

band’s work was ‘caught up in the latest wave of genre-coining’––variously dubbed chillwave, glo-fi, or 

hypnagogic pop. She goes on to suggest that their songs ‘can make you feel like you’re living inside an 

Atari game’. While recent work on internet music has paid close attention to irony (Trainer, 2016), 

accelerationism, kitsch, and the uncanny (Harper, 2017), and the dynamic mediations of genre discourse 

(Born and Haworth, 2018), relatively little has been said about space. This paper seeks to draw discussion 

of contemporary ‘nostalgia’ genres such as hypnagogic pop, hauntology, chillwave, and vaporwave into 

debates surrounding sound, space, and subjectivity (Born, 2013). Taking a cue from Petrusich, I argue 

that perhaps the most distinctive aspect of online or internet-mediated nostalgia pop is its multimedial 

reconfiguration of space––both aural (through the use of reverb, sampling, and shopping mall muzak) 

and visual (through infinite loops, imagined cityscapes, and consumer bricolage). I link this obsession 

with creating lost or impossible environments to films such as Blade Runner (1982) and games such as 

Grand Theft Auto (1997–2013), as well as the idiosyncratic production in songs such as ‘Intruder’ (1980) 

by Peter Gabriel––the first use of a ‘gated’ drum sound that became a signature of the era. Ultimately, I 

suggest that these virtual, postmodern, or utopian (literally ‘no place’) spaces afford the potential for 

imaginative escape into a world always in some sense already haunted by revenants of the past. 
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‘Viral Musicking’ 

PAULA HARPER (Columbia University) 

Cats at keyboards. Dancing hamsters. The Numa Numa song, a flashmob of Beethoven 9, and videos set 

to “Harlem Shake” and “Black Beatles.” 

All of these audiovisual objects are recognizable as “viral” phenomena—artifacts of the early twenty-first 

century whose production and dissemination were facilitated by the internet, proliferating social media 

platforms, and ubiquitous digital devices. In this paper, I argue that participation in such phenomena 

(producing, watching, listening to, circulating, or “sharing” such objects) has constituted a significant site 

of 21st-century musical practice: viral musicking, to borrow and adapt Christopher Small’s seminal 1998 

coinage. This paper analyzes several instances of viral musicking from the 2000s through the 2010s. It is 

not my aim to ontologize viral videos, or to enumerate characteristics of videos that “go viral.” Instead, 

I track viral circulation as heterogeneous, capacious, and contradictory—a dynamic, relational assemblage 

of both “new” and “old” media and practices.  

The notion of a virus as a metaphor for cultural spread is often credited to and traced through computer 

science and science fiction, and subsequently co-opted into marketing and media studies. However, the 

work of scholars such as Nelson (2002), Weheliye (2002), Browning (1998) suggests an entwined alternate 

history, in which fears of cultural and biological “infection” concord with anxieties surrounding diasporic 

circulation. Viral musicking activates the utopian promises of digital advocates, through the cooperative 

social operation of “sharing,” even as it resonates through histories and presents of racialization, 

miscegenation, appropriation, and the realities of porous, breachable borders, cultures, and bodies. 

 

‘Rap Royalty: Investigating the Online Hip-hop mainstream’ 

STEVEN GAMBLE (Kingston University London) 

The hip-hop music mainstream is presently constructed and constituted by international, online 

discourse. Streaming services, social media, and other digital platforms form the principal ‘playing field’ 

for countless fans interacting with hip-hop culture in everyday life. In early 2018, numerous media outlets 

reported that hip-hop had overtaken both pop and rock as the most popular genre in the United States, 

further establishing its place in the global popular music mainstream. This paper draws upon digital 

ethnography to investigate how hip-hop media publications, fan commentary, and digital music services 

variously establish notions of a genre mainstream. I consider the methodological implications of defining 

an online mainstream in the context of previous musicological work on genre. My focus is predominantly 

upon hip-hop music as it is consumed in the Internet age, tracing fans’ conceptions of value with regard 

to hierarchical constructions of genre. Such listener accounts maintain the competitive traditions long 

associated with hip-hop culture. For instance, by positioning a given artist as ‘king of the rap game’ or 

participating in meme commentary on hip-hop beefs and diss tracks, fans transform conventional cultural 

priorities into new forms of digital mediation. Despite the ostensibly democratising potential of the 

Internet, the hip-hop mainstream appears to uphold an emphasis on music produced in major North 

American cities and controlled by major labels. This paper concludes by considering how institutional 

power imbalances in the physical (offline) domain are contested or rearticulated and, in some ways, 

magnified online. 
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Panel 3: Global Case Studies 

‘“Taking Africa to the World”: Digital Self-branding in the Nigerian Music Industry’ 

JAANA SERRES (University of Oxford) 

Since the mid-2000s, African popular culture has been dominated by a digital music boom centred in 

Lagos, Nigeria. The rise of Nigerian music is underpinned by a sponsorship model where artists monetise 

their audience in delivering it to a particular market or product. The industry consensus is thus that 

‘creativity is about positioning’, meaning that investing in the audience by constantly building, educating, 

and entertaining a public for one’s brand is crucial. Such engagement mostly happens online. This paper 

examines how Nigerian artists’ digital self-branding has tied individual, corporate, and collective 

aspirations into a broader movement of African emergence. With slogans such as ‘Taking Africa to the 

world’ or ‘Everyone wants our music’ liked hundreds of thousands of time on social media, the 

enterprising, branded, and commodified self is made to appear as a force that can performatively 

transform its circumstances and contribute to changing Nigeria’s—and Africa’s—‘place-in-the-world’. 

How do neoliberal values and efforts to assert global membership intersect in Nigerian artists’ use of the 

Internet? Through the display of individuated success on platforms with global reach, artists are 

understood to provide a path for the negotiation of ‘Africanness’ in a globalised world. This paper argues 

that in allowing performative anticipation of full economic and cultural participation, online self-branding 

restores a sense of dignity and agency that was undermined by failed state-led development projects and 

the victimization discourse of the humanitarian aid that followed. 

 

‘The USB Mixtape: Music and Mediation in Cuba’s Offline Internet’ 

MICHAEL LEVINE (University of North Carolina at Chapel Hill) 

A number of Cuban artists are unable to promote their music on the radio or in live performance due to 

lyrics expressing political dissent. They continue to circulate work, however, by uploading music onto el 

paquete semanal (‘the weekly package’), a terabyte-sized USB drive containing local and international digital 

content, which is sold weekly by paqueteros. These vendors tailor the device’s contents to the demands of 

local customers, curating the paquete’s mix for particular communities. Havana-based artists use paquetes 

to engage with listeners outside of official media channels, allowing what many artists consider a more 

direct relationship with their audience. The interaction of artists with Cuba’s ‘people-powered,’ offline 

internet is a significant, but underexplored mode of non-Anglophone digital participation carrying far-

reaching and often unintended consequences for artists, audiences, and the urban spaces they inhabit. 

Examining el paquete semanal through assemblage theory, and Georgina Born’s mutually intersecting 

planes of social relations, I aim to situate this device amongst historical circulations of Havana-based 

media and present-day circulations of digital content disseminated transnationally. What qualities do users 

of paquetes share with Havana’s historic cassette trade community, and what is new about this practice? 

What can paquetes tell us about the ontological shifts occurring when music moves between the physical 

and digital domains? Through interviews with artists and paqueteros, and analysis of archived paquetes, 

I argue that by engaging with Cuba’s people-powered internet, artists, paqueteros and their communities 

produce new meanings for music on and offline, while participating in a uniquely Cuban mode of musical 

mediation. 
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‘Underground Raves in Iran: Communication Technologies and Youth Spaces’ 

JASMIN IRSCHEID (University of Oxford) 

The internet and the rising prevalence of social media applications in everyday life have become a crucial 

part of popular culture. Communication technologies enable us to both liaise with friends and family 

abroad and access knowledge on different musical styles and practices thanks to the rapid exchange of 

goods and ideas across the globe. Social media and streaming platforms also play a major role in the 

formation of club cultures (Thornton 1995). They are contributing to the tightening of what Sarah 

Thornton has described as “taste cultures” - brought together by the mobility of different cultural media 

across borders. However, we often forget that having ready access to global music can be seen as a Euro-

American privilege, as the case of Iran’s cultural politics illustrate, where the use of social media and 

streaming platforms and the consumption of Western music remain prosecutable offences - punished 

with lashing, imprisonment and the death penalty. 

Nevertheless, the internet and the use of proxy servers and foreign VPNs enable young people to 

coordinate illegal music events which often happen outside of Teheran in the Iranian desert; this often 

remains the only way of bypassing the strict regulations. This study of current cultural policies in Iran 

before the presidency of Hassan Rouhani’s re-election in 2013 takes a closer look at the impact of cultural 

restrictions on the formation of rave culture in Iran since around 2010 and draws on early findings in 

subcultural theory (Becker 1973), theories on club cultures and musical collectivities since the 1990s. 

 

‘Iranian Cyberspace as an Alternative Sphere of Musical Sociality: New Freedoms, Old 

Hegemonies?’ 

LAUDAN NOOSHIN (City, University of London) 

Iran was the second country in the Middle East (after Israel) to become linked to the internet (in 1992) 

and the extraordinary growth of Iranian cyberspace is well documented (e.g. Sreberny and Khiabany 2010, 

Akhavan 2013). In a country with such a tightly controlled public sphere, the internet rapidly became an 

alternative space ostensibly away from the panoptic state. For many musicians, and particularly those who 

had faced restrictions on public performance since the 1979 Revolution, it offered a crucial means of 

circumventing central control. 

Sonia Livingstone (2005) has identified two broad strands in the internet studies literature: one informed 

by political economy and more critical of the internet as an antidemocratic space of capitalist expansion; 

the other informed by cultural studies and focused on the internet as a space for marginalized voices and 

a tool for challenging existing social orders. Much of the writing on Iranian cyberculture has inclined 

toward the latter, arguably overstating its liberatory potential through utopian discourses which often 

present the internet as disconnected from relationships of power in the offline world. This paper explores 

the internet as an alternative sphere of musical circulation: what kinds of musical sociality are made 

possible by the new interconnectivity and what role does music play in the formation of virtual publics? 

Drawing specifically on my research with women musicians in Iran, I ask what happens when cyberspace 

becomes the primary or only arena of musical circulation and consider how existing hegemonies may be 

perpetuated or even reinforced online. 
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