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nor radio and television have shown a preference. Of the some 500 events with 
live music (excluding classical music and opera) listed in the Berlin cultural maga
zines Zitty and TIP in the last two weeks of May 2010, 70, or nearly 14 percent, fell 
under the heading of so-called ‘world music’, ranging from tangos via Brazilian, 
Cuban, Turkish, Arabic and African music to klezmer, the music of the Balkans 
and  zouk (the dance music of the French Antilles). A good third of these events 
are performed by musicians who are either German or living in Germany. With 
65 events, or 13 percent, jazz’s share of the event market is significantly higher than 
the ratios on the sound recording market and on radio and television programmes 
would have us believe. To these figures we must add the events put on by deejays 
in Berlin’s roughly 50 dance clubs, again suggesting a significantly larger share of 
this segment than is reflected by conditions on the sound recording market. These 
ratios have proved to be fairly stable for years.

The London band Hot Chip playing in the ‘city of iron’ Ferropolis during the Melt! open-air festival
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CONCLUSION

All in all, we are presented with a many-layered picture dominated by four 
overlapping levels, which are in turn criss-crossed by highly complex subdivisions:

1)	 With nearly 370 million downloads, the spread of music in disembodied digi-
talised form has eclipsed every other form of music dissemination. The con-
sequences of this development are completely unforeseeable, especially since 
the bulk of this mode of dissemination still takes place illegally.

2)	 Not only does the sound recording remain as ever a central communication 
medium for all forms of popular music, the sound recording market, with its 
commercial and cultural regularities, is the level that interlocks most closely 
with things happening in music on the other levels. Behind the regularly docu-
mented market processes we find low-revenue but culturally relevant develop-
ments which may congeal into significant orders of magnitude on other levels, 
as can be seen in the position of world music, jazz or the dance sector in the 
event industry. The number of small companies that primarily use the internet 
to market their highly specialised products is steadily increasing, even though 
the turnover they obtain is statistically negligible compared to that achieved 
by the dominant players on the market. Germany’s Association of Indepen-
dent Record Companies (Verband unabhängiger Tonträgerunternehmen, or 
VUT) represents some 1,200 small and medium-sized operations, but the actu-
al number of market players is probably much higher, as the statistics do not 
include turnover from home-based companies, online trade or mail-order sales 
with small and minuscule firms from abroad. These trade channels play a not 
insignificant role for countless styles of techno music, for alternative genres 
from indie rock to new age, and naturally for the diverse genres of world mu-
sic, if only because in many cases their products do not so much as crop up in 
the ordinary record trade. The greater the fragmentation in the multitude of 
music scenes, the greater the significance of alternative forms of trade. Techno, 
with its countless sub-categories from ambient to drum’n’bass and house to 
UK garage, is a good example. Specialised web portals with integrated online 
shops, internet radio, proprietary online charts and a broad array of information 
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on music will probably become increasingly important here, as witness the role 
that the UK-based ‘Trust the DJ’ plays for the dance sector (www.trustthedj.com).

3)	 The third level – radio and television – encompasses first and foremost music 
TV, which is represented in Germany by MTV and VIVA. It is aimed at young 
people, especially young record buyers, and centres on current offerings from 
the record industry. The largest group of viewers is made up of 14- to 19-year-
olds, with an average of 6.5 million viewers each day.13 As befits the medium, 
it is characterised by the integration of music and lifestyle, vitality, fashion, 
zeitgeist and a range of musical styles tailored to a young target group. In this 
way, music TV in Germany, too, has become the final arbiter in defining what 
counts as ‘pop’ in the broadest sense of the term. Further, the private radio 
broadcasters and their programme formats constitute a sector which, though 
scattered and decentralised, can include specialised forms such as jazz, com-
mercial folk and schlager as well as the more common array of hit tunes in 
various combinations, both past and present (or, to quote a typical radio slo-
gan, ‘the best from yesterday and today’). The full-coverage radio programmes 
in Germany’s ARD broadcasting system devoted 43.5 percent of their overall 
offerings to popular music forms in 200814 and at least attempt to achieve a 
balanced overall picture of all genres of popular music. In contrast, the public-
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law television programmes – at least in their prime-time viewing hours and 
regularly scheduled broadcasts – are clearly aligned on older viewers and 
their predilections for schlager and commercial folk music. A relatively new 
form is internet-based music TV, as represented in Germany since 2010 by ber-
linmusic.tv, which mainly covers the presence of local and regional forms of 
music. Like internet-based radio formats, it too is likely to become considerably 
more important in the future.

4)	 Finally, the fourth level, local events, is the most difficult to grasp, both in its 
structure and its impact. Here a vast array of activities converge, ranging from 
big commercial events to urban street festivals or similar local happenings. It 
is on this level that the fragmentation of styles proceeds the fastest, for scenes 
and sub-scenes are constantly rising up and being reshuffled without neces-
sarily leaving a mark on the other levels of musical activities – and if so, then 
only after a considerable time lag. True, media visibility forms part of the suc-
cess of pop music. But the large proportion of willingly or unwillingly semi- or 
non-professional musicians active on this level (like the ‘members only’ policies 
of a good many dance clubs which are, and wish to remain, accessible only to 
the music’s active adherents) leads to idiosyncratic structures tied to the scene’s 
specific media.

PopCamp furthers up-and-coming talent in pop music, such as The Intersphere, a PopCamp band shown here 
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In sum, the situation on this terrain of musical culture might best be described 
by a paradox: the greater the complexity, the more potent the scene. Viewed in 
this light, Germany’s popular music scene is not badly off, as a glance at the list 
of annual winners of the Echo, the prize awarded by the German Phono Academy, 
amply confirms.
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