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1 – Towards an Understanding of Popular Music and Advertising 
 
 
  While advertising and music have mutually developed, the use of popular music 

in advertisements is a relatively recent phenomenon. The music and advertising industries 

took shape in the late 1800s and have collaborated since the advent of commercial radio 

broadcasting in the 1920s (McLaren). Although mass media prompted the integration of 

music and advertising, the commercial use of popular music only rose to prominence in 

the late 1900s. Advertising music has evolved rapidly, growing from music primarily 

used as a mnemonic device to music that is employed as “borrowed interest,” capturing a 

feeling and setting a mood (Huron). 

In 1891, the De Long Hook and Eye Co. commissioned a series of rhymed 

verses—what we now call “jingles”—to advertise its product, the hump hook and eye. 

Their advertising campaign started a trend of jingles in advertising (McLaren). In the 

1920s, companies organized in-house musical groups to facilitate staff loyalty and 

advertise the company name (McLaren). During the early 1900s, the presence of popular 

music developed while the advertising world continued to use original jingles. By the 

1960s, jingles began appearing on Billboard charts: “Little GTO” (1964), a song about a 

Pontiac automobile commissioned by General Motors PR, became a Top 40 hit, the 

Carpenters’ “We’ve Only Just Begun” (1969), a version of a song in a bank 

advertisement, topped the charts and the New Seekers’ “I’d Like to Teach the World to 

Sing (in Perfect Harmony)” (1971) became a hit single (McLaren). 

 From the late 1960s to the 1980s, companies used well-known artists to record 

jingles and a counterculture of manufacturing popular artists developed (McLaren). In 

1981, MTV was introduced as “the Biggest Advertising Merger in History”—the merger 
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of radio and television (McLaren). MTV changed the language and look of television and 

advertising, and made visual imagery key to popular music (McLaren). And in 1982, 

Jovan/Musk Oil sponsored the Rolling Stones’ U.S. tour for $1 million, marking a 

significant shift towards marketers creating more tie-ins with popular musicians 

(McLaren). 

 By 1985, advertisers began licensing popular music in earnest. In this year, Pepsi 

created a hit advertisement with Michael Jackson; people confused the television 

advertisement for a music video (McLaren). The same year, Pepsi televised an 

advertisement featuring Madonna, whose “Like a Prayer” music video caused 

controversy and convinced Pepsi to dissolve the relationship. Another notable example 

from this year was Nike’s use of the Beatles’ “Revolution” for an advertisement, which 

resulted in a surge of sales for Nike, extreme controversy and a lawsuit from the Beatles 

(McLaren). My thesis focuses on the commercial use of popular music since 1985 

because the prior examples demonstrate a shift away from jingles and a trend towards 

popular music in advertisements. 

The term “popular music” is so ubiquitous in our society that it is almost 

meaningless. It is assumed that everybody uses the term with the same intent because it is 

used so frequently in everyday discourse. In reality, it is used in an almost infinite 

number of ways. Several distinctions, however, separate the use of the term in everyday 

discourse from its use in analytical discourse. In an everyday context, “popular music” 

means music that many people listen to; that is, music classified as “popular music” 

constantly changes depending on what appeals to society. For example, what was 
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considered “popular music” during the 1950s may not be considered “popular music” 

today. 

The distinction between past popular music and current popular music is made by 

another term: “oldies.” During the 1990s, oldies music referred to music from 1950s to 

the early 1970s (Gold). Today, “oldies” has a broader scope, encompassing popular 

music from the 1970s to the early 1980s (Geez). For example, Billy Joel is an artist who 

had Top 10 hits throughout the 1970s to the 1990s and has thirty-three Top 40 hits in the 

United States (Billy Joel). While Joel’s music would have been considered popular music 

in the 1970s, today, Joel’s music is considered oldies. Currently, the public wants to 

listen to artists like Lady Gaga, K$sha, Justin Bieber and Taio Cruz rather than artists like 

the Carpenters, Pink Floyd and Sam Cooke. Thus, the term “popular music” in everyday 

discourse encompasses music that, at present, appeals to specific audiences. 

Colloquially, popular music can also refer to a specific musical genre. This genre 

first developed during the mid-1950s as opposition to rock music. The music in this genre 

is focused towards the teenage and early adult demographic, usually consisting of a 

simple musical structure with lyrics that typically discuss relationships. For example, The 

Carpenters’ “Top of the World” (1973) and Taylor Swift’s “Love Story” (2008) would 

both be considered popular music. Pop music was intended to be commercial and 

accessible to the public, with lyrics and melodies that tend to be catchy and memorable. 

Two noteworthy examples of this genre are the Backstreet Boys and ‘N Sync. Both boy 

bands became successful through recording and releasing songs that are very much in the 

style of the “pop music” genre. They were so successful, in fact, that the general public 
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today still remembers the chorus of their most popular songs. Thus, under this meaning of 

the term, popular music encompasses both oldies and future popular music. 

And here, we arrive at the definition I intend when I use the term in my thesis. In 

this analytical definition, popular music is all encompassing; there is an historical aspect 

that does not exist when the same term is used in everyday discourse. Musical styles of 

artists today can be seen as developing or evolving from musical styles of older popular 

artists. By this definition, past, present and future popular music are all connected with 

each other to form a larger, single historical continuum. 

By “popular music,” I also mean music that is accessible to mainstream society. 

Historically, classical music has been considered not readily available to the general 

public; only a small proportion of people had access to this sort of music. Prior to the 

1880s, most people did not have the financial means to attend live music performances. 

Thomas Alva Edison invented the phonograph in 1877, which began the shift towards 

recorded music (IFPI). Today, access to any and all forms of music is facilitated due to 

vastly improved technology and the advent of the Internet. My thesis, however, falls back 

on tradition and therefore does not include classical music or jazz music in defining 

“popular music.” Thus, the term refers to commercially generated music that was created 

specifically so the music could be easily accessible to the public. 

The definition of “popular music” that I use in my thesis is not independent of its 

colloquial connotations. The biggest distinction between my use of the term and the 

colloquial term is its transiency. Because my thesis takes into consideration popular 

music, both past and present, my definition is more constant than the colloquial use of 

“popular music” and only grows more expansive as the sort of music that appeals to the 
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general public changes. Thus, Taylor Swift is popular music as too is Bob Dylan. 

Billboard charts activate a conception of popular music as a form principally enjoyed 

through modes of mass distribution and primarily commercial aesthetics. But also, 

popular music can be a potent symbol of cultural identity rather than a commodity 

transaction. Thus, my definition of popular music is that which has a wide following, is 

produced by contemporary artists and composers and does not require public subsidy to 

survive. This means that popular music encompasses a wide variety of genres; if an artist 

attracts a large following and is financially viable, they would be included in this 

definition. 

There are also multiple times that I reference the “popular music industry” in the 

following chapters. This term refers to the network of record labels, publishing 

companies, producers, managers, agents, songwriters, artists and all other people 

involved in the production and promotion of an artist. Similarly, the term “advertising 

industry” refers to the community of people who create and produce advertisements, 

particularly advertisements with a visual component (e.g. billboard and television ads). 

The term “commercial” also comes with a variety of meanings. In the context of my 

thesis, this refers to music that has been made with a profit motive in contrast to music 

produced for the sole purpose of pushing artistic boundaries. Since “commercial” can 

also mean an advertisement, I will make the distinction clear by referring to any type of 

promotional product that advertising agencies create as an “advertisement” and using the 

term “commercial” in its economic context. 

 As the advertising and popular music industries become more closely intertwined, 

the line between “music as art” and “music as commerce” is rapidly blurred. The 
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increasingly dependent relationship between popular music and advertising has prompted 

questions that revolve around a central issue: is this union a “bankruptcy of culture” or a 

“marriage of art and commerce?” In “An Essay on Popular Music in Advertising: The 

Bankruptcy of Culture or the Marriage of Art and Commerce?,” David Allan argues that 

“the combination of popular music and advertising actually creates a new cultural 

product” (Allan). In my thesis, I attempt to further this argument. The ever-growing 

relationship between these two industries, strengthened by the widespread use of the 

Internet, has changed the way media is presented to the public. Society is surrounded 

today by a steady flow of advertising through television and the radio; this has, in turn, 

introduced popular music into a diverse range of mediums that pair it with images. The 

union of advertising and popular music has transformed the popular music industry into 

one that works in partnership with various other industries. 

Advertising and popular music have much in common, yet advertising is critiqued 

for its commercial qualities by critics of popular culture. Why is this so? Allan argues 

that it is unfair and hypocritical to accept popular music but decry advertising for its 

commercial aspects. Popular music is, by necessity, a commodity. Perhaps the distinction 

lies in the idea that advertising is more a form of commerce that uses art to make profit, 

whereas popular music is more a form of art that uses commerce to be able to produce 

music. This is problematic because it implies that advertising intrinsically has less 

cultural value than popular music. Yet it can be said that the popular music industry 

creates music for profit motives as well. Thus, it is hypocritical for society to accept 

popular music and critique advertising when both forms of media have the same qualities. 



 7 

While I find Theodor Adorno’s viewpoint on popular music problematic, “it is 

impossible to talk about popular music theory effectively without beginning with 

Adorno” (Allan). His position provides a theoretical foundation that is still cited and 

debated today. 

The basis of Adorno’s analysis of popular music is founded on the premise that 

popular music is not serious music because it is standardized and pseudo-individualized. 

In his essay “On Popular Music,” Adorno argues that classical music is “serious” music, 

while popular music “would not affect the musical sense if any detail were taken out of 

context; the listener can supply the ‘framework’ automatically, since it is a mere musical 

automation itself” (Adorno 19). While I do not agree that popular music has less value or 

import than classical or other forms of music, I think his idea of a “framework” is in part 

why popular music is so successful in advertising. 

Adorno also thought that popular music “would not affect the musical sense if any 

detail were taken out of context” (Adorno 19). However, research has shown that a 

combination of the original lyrics with the original melody of the song is the most 

memorable, and thus, the most effective for advertisements (Crowder et al.). This 

suggests that Adorno is mistaken in his assumption that “the beginning of the chorus is 

replaceable by the beginning of innumerable other choruses (Adorno 19). Adorno 

suggests that “the interplay of lyrics and music in popular music is similar to the interplay 

of picture and word in advertising” (Adorno). 

Although Adorno has a negative opinion of popular music, he sees it as a 

complement to advertising. In his criticism, Adorno writes that popular music must meet 

two demands: 
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One is for stimuli that provoke the listener’s attention. The other is for the 
material to fall within the category of what the musically untrained listener 
would call “natural” music: that is, the sum total of all the conventions and 
material formulas in music to which he is accustomed and which he 
regards as the inherent, simple language of music itself, no matter how late 
the development might be which produced this natural language (Adorno).  
 

His concept of “natural” music ties directly to my definition of popular music. To attract 

a large following, many artists rely on a formulaic method of creating music because it 

has proven effective. The traits that Adorno describes are what make popular music so 

effective in advertisements. 

Despite the problematic nature of Adorno’s values in music and his idea of how 

music relates to the economic structure, he has recognized, in condemnation of popular 

music, some complement between popular music and advertising. Through his analysis 

of popular music, Adorno provides a possible theoretical foundation for the increasing 

use of popular music in advertising. 

Although popular music in advertisements is effective, many condemn the 

relationship, describing artists who are involved with advertisements as “sell-outs.” 

Those who condemn the commercial use of popular music argue that advertising 

“recontextualizes old songs in a way that is disturbing and even shocking… [it] does not 

at all honor what the song originally meant but rather the sales object of the moment” 

(Burns). Once the music is manipulated and included in an advertisement, the new 

product is a violation of the song’s original intent and meaning. On the whole, however, 

popular music is a prime example of marketable entertainment. As Adorno says, 

“entertainment may have its uses, but a recognition of radio [popular] music as such 

would shatter the listeners’ artificially fostered belief that they are dealing with the 

world’s greatest music” (Adorno 316). 
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There are, of course, situations where the recontextualization of music is a 

legitimate cause for concern. Nike’s use of the Beatles’ “Revolution” (1968) is a 

particularly poignant instance of an advertisement that significantly changed the meaning 

of the song through association with a brand (Pareles). The song, inspired by the early 

1968 political protests against the Vietnam War, was used in a 1985 Nike advertisement. 

As mentioned earlier, the Beatles’ filed a lawsuit against Nike objecting to the use of 

their song in the advertisement. The litigation continued for two years until a settlement 

was finally reached in November 1989 (Doyle). Despite the legal issues involved, the 

advertisements were well received. There is disagreement among advertisers as to 

whether the success of the Nike ad campaign was a result of the execution of the sports 

scenes with the music or the song’s original association with the anti-Vietnam War 

demonstrations (Doyle). The latter would suggest that Nike’s campaign had not 

recontextualized the Beatles’ song. Rather, the original meaning of “Revolution” was 

what helped Nike reach a wider audience and increase their shoe sales. 

In her analysis of music licensing in advertisements in As Heard on TV: Popular 

Music in Advertising, Bethany Klein focuses on issues that arise with the increasingly 

common relationship between popular artists and corporations. She believes that “popular 

music in advertising continues to be an unresolved debate … because popular music itself 

is unresolved: it is at once art and commerce, to varying extents and in different 

proportions” (Klein 6). Klein looks to the hybrid nature of popular music and advertising 

as a source of underlying tension within both industries. As Klein has done, I plan to 

construct my arguments through case studies to illustrate my point. Her analysis focuses 

on the social and cultural dilemmas that arise from the use of music in advertising. While 
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I also intend to look at the social and cultural impact of this union, I plan to focus on how 

the popular music industry has evolved and been affected by the growing relationship it 

has with the advertising industry. 

My thesis also focuses on the procedures that advertising agencies use to choose 

music. This leads to an investigation of the psychology behind popular music and how 

and why it affects people in the ways that it does. David Huron believes that there are six 

basic ways that music contributes to an effective broadcast advertisement: entertainment, 

structure/continuity, memorability, targeting and authority establishment (Huron). Huron 

focuses on jingles in his analysis of music in advertising. I would like to expand his 

analysis and apply it to my thesis because the six features he describes are applicable to 

popular music used within advertisements. Huron also discusses music videos as 

advertisement and argues that “the origin and purpose of music videos is promotional” 

(Huron), which provided impetus for my interest in the role music videos plays in the 

relationship between popular music and advertising. I am interested in understanding how 

music videos have changed as a result of endorsement deals between popular musicians 

and companies. 

 My research draws from three interrelated methodologies: analytical, historical 

and ethnographic. My analyses of various case studies are supported by scholarship 

focused on popular music as well as interviews with advertisers, music supervisors and 

musicians. Although I made numerous efforts to conduct personal interviews, I have had 

difficulty contacting the artists and advertisers relevant to my thesis. However, I have 

been fortunate to find videos and transcripts of interviews conducted by other sources 

that have been very helpful in my research. 
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In addition to these more familiar forms of research, I have also turned to other 

types of sources for more insight into the world of popular music. As such, much of my 

research involves analysis of blog posts and comments from social networks and online 

forums. My research is unique to the traditional form of data collection, which is often 

direct and first-hand. I realized that to fully understand and synthesize the issues I discuss 

in this thesis, I need an understanding from not only perspectives from within the 

industry but also from the perspectives of the public, to whom these advertisements and 

music are directed. Thus, I have immersed myself in the online world of fanzines, 

websites and Internet discussion groups to engage in conversations and criticism of 

popular music.  

Chapter 2 focuses on the shift towards integrating popular music into advertising. 

By studying the promotional advertisement of Glee featuring Journey’s “Don’t Stop 

Believin’” and Samsung’s advertisement featuring Train’s “Hey, Soul Sister,” I 

demonstrate that the partnership between artists and companies is growing increasingly 

symbiotic. I discuss various arguments against the commercial use of popular music in 

advertising, such as the issue of advertising agencies becoming producers of popular 

music and the issue of arbitrary association between a song’s original intent and the 

product with which it is paired. I also explore the various benefits that arise from the 

relationship between these two industries, such as the financial opportunities and 

publicity that are generated for the popular music industry. 

Chapter 3 focuses on the process of licensing the use of music in advertisements. 

Specifically, I want to make clear the nuances behind music licensing and the exact role 

the artists have in this process. I discuss two lawsuits that involve Miller Brewing Co. 
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with artists Santana and the Spin Doctors, both of which reveal how the ownership of a 

song can become problematic. I also discuss Mitsubishi’s use of Dirty Vegas’s “Days Go 

By” and Lincoln’s use of Phoenix’s “1901” to discuss the opportunities that music 

licensing can provide for artists. These case studies demonstrate how the concepts of 

ownership and authenticity in popular music influence the ways in which advertisers 

select specific songs for their advertisements. 

 Chapter 4 attempts to understand how artists’ public images are affected by their 

endorsements. I examine popular musicians such as Kelly Clarkson, Taylor Momsen, 

Selena Gomez, Demi Lovato, Chris Brown and Rihanna to determine whether artists are 

influenced in their choice of product endorsements by what is socially acceptable. I 

attempt to better understand how endorsement deals affect artists’ careers and how 

musicians’ reputations affect the endorsement offers they receive. 

 Finally, Chapter 5 discusses how collaboration between popular music and 

advertising has changed the role of the music video. The original intent of music videos 

was promotional; they were meant to promote the artist and the music. This role, 

however, has shifted with the increasing prominence of popular music in advertisements. 

I analyze Lady Gaga and Beyoncé’s “Telephone” and Britney Spears’ “Hold It Against 

Me” to highlight how the trend of product integration into music videos makes apparent 

the increasing prevalence of the collaboration between the popular music and advertising 

industries. I also look at Matt and Kim’s “Daylight” to show that there remain examples 

of music videos with no product integration at all. 

 This thesis explores various aspects of the relationship between popular music 

and advertising. I address a number of questions prompted by the use of popular music in 
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advertising and look at both the benefits and consequences of the practice of licensing 

music to advertisements. Through the analysis of a variety of case studies, I seek to 

illuminate theoretical issues regarding popular music, advertising, art and 

commercialism. 

 In addressing these issues, I intend to illustrate the complexities that lie behind the 

use of popular music in advertising. Much of the discourse from viewers and listeners of 

advertisements consists simply of the “sell-out” argument. In bringing to light the 

benefits of music licensing and discussing the problems inherent within the relationship 

between popular music and advertising, I highlight the arguments both for and against 

this practice. 

 The commercial use of popular music has been decried and denounced by both 

fans and theorists. While I do not disagree with their arguments as to why music licensing 

can be problematic, I believe that the union of the popular music and advertising 

industries creates a cultural product that is significant and important to the world. Despite 

the many issues that arise from it, this relationship has changed and defined much of how 

society views and processes popular culture. In my thesis, I hope to present a nuanced 

position that demonstrates the symbiotic relationship between the popular music and 

advertising industries. 
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2 – “I’d Like to Buy the World a Coke”: The Integration of Popular Music and 
Advertising 
 

 Music is one of the most important ways that advertising agencies reach their 

audience. When a song is placed into a television advertisement, people automatically 

associate the music with the images in the advertisement. Memorability is one of the 

most prominent reasons why advertisers use music in their advertisements: 

Music has the possibility of reaching places that film does not. If you can 
connect a track of music to a brand and then that track goes onto a CD 
compilation that you play at your Christmas party and every time that song 
comes on somebody thinks of Target, you’ve done your job (Gavigan qtd. 
in Klein 116). 
 

Thus, popular music, if used effectively, is an ideal medium to promote products. Pop 

songs have many qualities that advertising agencies look for in the music they use for 

their advertisements. The standardized structure of popular music causes listeners to 

recognize and remember the songs easily. In addition, popular music is widely accepted 

and listened to by the general public. 

The increasing use of recorded music in advertisements is a relatively recent 

development that reflects the blossoming relationship between popular music and 

advertising. In 2005, the largest sector underpinned by recorded music, after sales of 

physical recordings, was the global commercial radio advertising market, which was 

worth 30 billion dollars. Global retail sales of recorded music totaled 33 billion dollars in 

2005 (IFPI). The success of original jingles has caused advertisers to consider popular 

music as another advertising tool. In addition to a variety of qualities (e.g. memorability, 

entertainment, structure and continuity) that is desirable for an advertisement, popular 

music usually has the added advantage of having a fan base generated from previous 
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exposure. In this chapter, I hope to explore both the advantages and disadvantages of the 

union of popular music and advertising to learn how and why advertisers have turned 

from original jingles towards the use of popular music in television advertisements. 

 The music in television “involves a combination of presence and distance that is 

significantly different from the music experience of radio, records or live performance” 

(Frith 194). Because songs that once carried their own significance and meaning are 

placed in an environment that brings together many different elements, television creates 

a completely new context for the music. The combination of visual imagery with audio 

results in a unique medium through which popular music is viewed. Television has 

provided the general public with easy access to popular music and has become a 

fundamental component of launching popular musicians into fame. In addition, the 

medium provides the opportunity for popular music to collaborate with television shows 

and advertising agencies. While the exposure is certainly advantageous for the popular 

music industry, these collaborations also produce instances when the imagery causes the 

music to take on unintentional new meanings. 

 With the advent of and rapid growth of digital media and the Internet, the 

relationship between popular music and advertising has blossomed rapidly. In March 

2011 alone, Audi has featured Regina Spektor, Wall’s Carte d’Or has featured Minnutes, 

Hyundai has featured Vanessa James, Toyota has featured Empire of the Sun, Visa has 

featured Take Over the World, Bupa has featured Specially Commissioned, Chanel has 

featured Joss Stone, Jaguar has featured The Heavy, The Co-operative has featured 

Athlete, Sky News has featured Elbow, Reebok has featured Michael Kadelbach, 

Young’s Chip Shop has featured Port Isaac’s Fisherman’s Friends, Marks and Spencer 



 16 

has featured Michael Bublé, Travelodge has featured Mamas & The Papas, Range Rover 

has featured Out There, BMW has featured Electric Light Orchestra, Adidas has featured 

Justice, Daily Mail has featured Rockettothesky, Rimmel London has featured Parade 

and Fiat has featured Giovanni Allevi (TV Ad Music). The frequent collaboration 

between the popular music and advertising industries has resulted in much debate 

questioning the desirability of such a relationship. Many fans and critics cite the growing 

relationship between popular music and advertising as detrimental. 

One such argument is that advertising agencies “are increasingly producers of 

popular music” (Taylor 235). As popular music becomes a more integral part of the 

process in creating advertisements, advertising agencies have much more control over the 

success of a song. A significant example is Journey’s 1982 single “Don’t Stop Believin’.” 

When the song was originally released in the United Kingdom, it only managed to peak 

at #62 on the UK Singles Chart. The song appeared in a number of film and television 

series, yet still did not receive the level of attention that it has recently. In 2009, the 

television show Glee heavily promoted its series through advertisements featuring the 

song. As a result of the considerable amount of airtime that Glee advertisements received 

on Fox, “Don’t Stop Believin’” received a lot of exposure. Although the Glee cast 

recorded a cover version of Journey’s song to use on the advertisements, the publicity 

resulted in a surge of popularity for the original version of the song. By December 2009, 

it had reached #9 on the US Billboard Hot 100 charts and remained in the top 10 on both 

the Billboard and UK Singles charts well into 2010. Perhaps because of the sudden 

attention it received, “Don’t Stop Believin’” became a frequent choice for many other 

advertisements in 2010 (Chart Stats). 
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As this shows, advertising agencies possess the power to give certain songs 

exposure to the public through a different medium than radios or CDs. Because 

advertisements are created with the intent to leave a lasting impression on the viewer, 

advertisers seek to use songs so that they are memorable and create an impact. Especially 

in a world where people are surrounded by marketing, advertising agencies have 

significant control over what the public hears. This is reminiscent of the idea of culture 

industry, which is a theory that poses popular culture as a system that produces 

standardized cultural goods and creates “a cycle of manipulation and retroactive need” 

(Adorno and Horkheimer 121) by subtly influencing consumers into desiring what it 

produces. 

Adorno and Horkheimer argue that the culture industry cultivates false needs and 

they theorize that its purpose is to ensure the continued obedience of the masses to 

capitalist interests. In their opinion, the culture industry leads to standardization of 

products and results in passivity in those who consumed these products. Adorno argues 

that cultural forms use the Marxist principle of “commodity fetishism” to secure control 

of capital and shape the preference of the masses. The concept of culture industry 

introduces concerns about the union of popular music and advertising. Advertising 

agencies have the ability to influence the public’s opinion and use what tools they have to 

sway the masses to think a certain way. The growing trend of popular music in 

advertisements may lead the public to prefer simpler, more standardized forms of music. 

Consequently, popular music may conform to these trends dictated by the advertising 

agencies. 
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Advertisers have found that “music is a great vehicle to be relevant with 

consumers across boundaries whether ethnic, geographic or age” (Kunze). Neil Gillis, the 

Vice President of A&R and Advertising at Warner-Chappell Music believes that 

“companies that smartly and creatively utilize music think they can reach a wider 

audience by a great use of any kind of music, as long as it serves the ultimate message 

well” (Gillis). In addition, Theresa Howard suggests, “pop musicians are taking their top 

40 hits to TV ads. Musical artists used to view commercial use of their songs as taboo, 

forcing marketers to wait years to use those songs in ads. But an oversupply of artists and 

a 13% decline in worldwide music album sales since 2001 are forcing musicians to sing a 

new tune” (Howard). Advertising has become a vehicle for bringing popular music to 

people. The economic benefits of such a relationship raise the question of whether 

advertising reduces popular music to a form of commerce. If popular musicians are being 

forced to collaborate with advertising agencies to succeed in the industry, the music 

generated by the popular music industry may conform to a type of music advertisers 

desire, resulting in a lack of artistic integrity and, as a result, cultural value. 

From a cultural standpoint, then, this is a legitimate concern. Klein suggests that 

advertising creates arbitrary associations in the public’s mind to increase desire for a 

specific product or brand (Klein). A song’s lyrics or original intent can have no 

connection to the product in the advertisement with which it is paired. For example, 

Toyota’s advertisement for its Hybrid Cars features Empire of the Sun’s “Walking on a 

Dream” and Samsung’s advertisement for its 3D LED TV features Train’s “Hey, Soul 

Sister” (TV Ad Tunes). Examples such as these create a concern for musicians and fans 
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that the association with the brand overpowers the original meaning of the song, changing 

its artistic qualities and placing it into a commercial context. 

Although there are disadvantages to the union between popular music and 

advertising, the advantages of the relationship outnumber the negative consequences. 

Popular music and advertising are both unique in that they are hybrids of artistic 

creativity and economics. Klein argues that popular music in advertising is an unresolved 

debate because “popular music itself is unresolved: it is at once art and commerce, to 

varying extents and in different proportions” (Klein 6). Yet the same can be said for 

advertising. Perhaps the issue should be addressed not only from an artistic perspective 

but also from an economic perspective, as both are key components to the popular music 

and advertising industries. 

Contrary to what many believe, musicians do not make much profit from record 

sales alone (Hau). Record labels employ key promoters to ensure that songs are on heavy 

rotation on radio stations and MTV programming and that albums are placed in retail 

stores. Major labels take care of their own press and distribution internally, while 

independent labels usually establish a distribution deal with a major distributor, who 

retains 15 to 20% of the wholesale price of a CD. Labels often give distributors up to 

15% of the records that the distributors purchase, which means that the retailer gets 100% 

of CDs they might sell, but the label only pays the artist royalties on 85% of the profits 

(Berklee College of Music). Music has become easily accessed in a variety of forms 

beyond records (e.g. Internet file sharing, illegal music downloads, third party online 

stores such as iTunes and free Internet radio such as Grooveshark and Pandora). Online 

distribution of music provides artists with only 10% of royalties, with the rest divided 
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among the songwriter, publisher, label and the online distributor (Berklee College of 

Music). Because the little profit generated from record sales flows through so many 

hands before reaching them, the musicians only receive a small percentage of the profits. 

The relationship that the music industry fosters with advertising agencies allows 

musicians to make a living and create sponsorships that produce performance 

opportunities and possible funding for tours. From a financial viewpoint, the close 

relationship popular music has with advertising is a large part of what funds the live 

concerts and events that fans of popular music enjoy. According to IEG Sponsorship 

Report, North American-based companies spent $1.08 billion to sponsor music venues, 

festivals and tours in 2009, a 3.8% increase from the $1.04 billion spent in 2008 

(Waddell). The live performance experience is arguably the most important factor in 

popular music. These performances are much more than just the music or the musician – 

it involves an incredible amount of production in order to be available to the public. 

Lady Gaga is a prime example of the deep ties between popular music and 

advertising. She has garnered much attention from the media for her dramatic 

performances and very obvious relationships with various brands and products. Many 

critics have denounced her close relationship with the advertising industry because its 

prominence makes her seem like a “sell-out” (Hampp). Her escalating popularity, 

however, makes it clear that the external endorsements and sponsorships she forms do not 

deter Lady Gaga from garnering a considerable fan base. It could perhaps be argued that 

Lady GaGa’s success is partially due to her many endorsements. Forbes projected that 

Lady Gaga would earn $100 million in 2011 based on the following breakdown: $80-90 

million for touring and merchandise, $20-30 million for album and radio play and $5-10 
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million for endorsements (Greenburg). This would mean that 10% of Lady Gaga’s 

earnings would come from her endorsement deals. Entertainment attorney Bernie 

Resnick, who represents Gaga’s manager, suggests that Lady Gaga is “just hitting her 

stride artistically and commercially now. We’re only seeing the beginning” (Resnick qtd. 

in Greenburg). 

Even though concert ticket prices continue to rise, fans continue to pay the high 

prices to watch their favorite musicians perform. During the past decade, sales of 

recorded music have declined steeply, and the rise in digital music sales has slowed and 

is now stalling. Yet between 1999 and 2009, concert-ticket sales in America have tripled 

in value, from $1.5 billion to $4.6 billion (The Economist). 

Perhaps more than any other artist, Lady GaGa’s performances are designed to 

provide an experience. In an interview with MTV, Lady GaGa discusses her thoughts on 

popular music: 

What has been lost in pop music these days is the combination of the 
visual and the imagery of the artist, along with the music – and both are 
just as important. So, even though the carefree nature of the album is 
something that people are latching onto right away about my stuff, I hope 
they will take notice of the interactive, multimedia nature of what I’m 
trying to do. The things I like to do and the theatrics [sic], I like to 
incorporate them into the choreography.  With my music, it’s a party, it’s a 
lifestyle, and it’s about making the lifestyle the forefront of the music 
(Gaga qtd. in Harris). 
 

The traditional, standard performing art of concerts has gradually transitioned into 

performance art. Concerts have become more elaborate in their use of stage props and 

equipment during performance. This increasing complexity has consequently led to a 

need for more financial support. Advertising, through sponsorships and endorsement 

opportunities, enables popular musicians to finance their concerts. 
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 The popular music and advertising industries maintain a symbiotic relationship; 

each offers something that benefits the other. Specifically, musicians and the music 

industry need financial endorsements and want the exposure opportunities provided 

through advertising. Record labels, music executives and popular musicians ultimately 

share the same goal: to create music everyone loves to listen to and to make money. In an 

environment that has become intensely competitive, musicians want to take advantage of 

the opportunities they have to publicize their music and their name. Mike Dirnt, bassist of 

Green Day, responds to critics who question the band’s integrity: 

If there's a formula to selling out, I think every band in the world would be 
doing it…The fact that you write good songs and you sell too many of 
them, if everybody in the world knew how to do that they'd do it. It's not 
something we chose to do. The fact was we got to a point that we were so 
big that tons of people were showing up at punk-rock clubs, and some 
clubs were even getting shut down because too many were showing up. 
We had to make a decision: either break up or remove ourselves from that 
element. And I'll be damned if I was going to flip fucking burgers. I do 
what I do best. Selling out is compromising your musical intention and I 
don't even know how to do that (Dirnt qtd. in Baird). 
 

Dirnt makes a convincing argument when he says all artists want to garner a substantial 

fan base and sell a lot of their music. Today, it is difficult for popular musicians to sell 

music without financial support and exposure, which is what advertising brings to the 

popular music industry. 

 To avoid the dilemma posed by using a song with lyrics that are not relevant to 

the product being promoted, advertising agencies parse the song to use only those parts of 

the song that relate to the advertisement. An advertisement for the Samsung 3D TV from 

2010, for example, pairs Train’s “Hey, Soul Sister” with images of a happy family who 

have just bought a Samsung 3D television for their home. While there are multiple 

variations of this advertisement, each version consistently uses the same edited version of 
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Train’s song, which consists mostly of instruments and the lyrics “Hey-ey. Hey-ey-ey-ey. 

Hey-ey-ey-ey. Tonight.” 

The advertisement, titled “Wonder-full,” depicts a family of three on a visit to an 

aquarium. Vivid images of colorful fish against the clear, bright blue water occupies 

much of the scene. The little boy and his parents are awed by what they see, and it is 

clear that the vibrant quality of the aquarium is meant to impress the viewer. A few 

seconds into the advertisement, the father draws an imaginary cube against the glass of 

the aquarium, slicing out a large section of the aquarium, fish and all. With the cube-

shaped section bound securely to the roof of the car, the family drives home. The cube is 

taken to the living room, where the father carefully sets it against the blank television and 

merges it into a new Samsung 3D LED TV. 

The family relaxes on the couch with their Samsung three-dimensional glasses on, 

staring intently at the cube-turned-television. The images on the screen begin to move, 

and a stream of the animals in the screen swims out of the television and towards the 

family. The parents and the little boy watch in astonishment as the sea creatures hover 

over them in the living room, giving the impression of 3D action even to viewers who are 

watching in 2D. The advertisement closes, “Ever wonder how amazing it would be to 

experience life in another dimension? We did. Introducing a new dimension in television. 

Samsung 3D TV. The world’s first 3D LED TV. That’s the wonder of Samsung.”  

Train’s song plays throughout the advertisement. The beginning of the 

advertisement starts with the cheerful sound of the ukelele, originally from the middle of 

the single. While the song is instantly recognizable as Train’s “Hey, Soul Sister,” the 

only lyrics from the song that are used are: “Hey-ey. Hey-ey-ey-ey. Hey-ey-ey-ey. 
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Tonight.” The average person would not be able to tell from the use of the song in this 

commercial that the inspiration for Train’s “Hey, Soul Sister” came from Burning Man, a 

festival that occurs every year in the California desert outside of Los Angeles. When 

Jimmy Stafford, the guitarist in Train, was asked about the inspiration behind the song, 

he said that Pat Monahan, the songwriter, “had never been to Burning Man, but he had an 

image in his head of what it must be like: all these beautiful women dancing around the 

fire. That was the imagery he conjured up when he was writing the lyrics to ‘Hey, Soul 

Sister’” (Stafford qtd. in Reuter). 

The lyrics of the song portray an image of a man who is intensely attracted to a 

beautiful woman. He tells her that he is constantly dreaming about her and wants to be 

with her. Because there are so few lyrics from the song placed in the commercial, “Hey, 

Soul Sister” does not sound like a song about love and sensuality. What stays with the 

viewer of the commercial is the celebratory, dance-like groove that the song creates with 

the instrumentals. 

 In an interview with Georie.com, Monahan explains the use of the ukelele: “One 

of the guys, Espin, who’s like a huge star in Norway, picked up a ukelele, and said, ‘Hey, 

how about this?’ I was like, ‘Are you (kidding) me?’ And it made the difference. It made 

my words dance. It made sense. These words were meant to dance with ukelele and not 

guitar [sic]” (Monahan qtd. in Richards). In its entirety, the lyrics of “Hey, Soul Sister” 

create a story and an image that does not correlate to the Samsung 3D TV. Based on 

Monahan’s description of the song, however, it seems that Train did not place the 

importance of the song on the lyrics but rather the feeling of music, which is what 
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Samsung perfectly accentuates in its advertisement. Thus it is possible to theorize that the 

Samsung advertisement has recontextualized the original meaning of the song. 

 Leo Burnett, the advertising agency that created the advertisement, chose this 

song not for its lyrical content but for the mood the song creates and for the notoriety it 

had already garnered. Released in 2009, the song became an international success. By 

choosing such a well-known song, Burnett relied on its popularity to capture the attention 

of audiences. By using only certain phrases of the lyrics and focusing primarily on the 

instrumentals, however, Burnett captures the essence of the music without highlighting 

the problematic clash of the original lyrics with the product. The connection between the 

music and brand is further solidified by the well-timed placement of the lyrics. For 

example, at the end of the advertisement, the last word of the song—“Tonight”—ends the 

music and a final image appears on the screen, showing the Samsung logo with its 

tagline, “Turn on tomorrow.” 

One cannot compare the original song to the advertisement it is used in, because 

in most cases only a short segment of the song is used in the commercial. Advertisers 

have mastered the art of manipulating a song to capture the mood they are looking for in 

their advertisement. The edited version of a song within an advertisement is not the same 

as the original song. In Samsung’s advertisement, Train’s “Hey, Soul Sister” is not about 

the Burning Man festival but about the cheery mood the music exudes. When the original 

song is heard in its entirety, however, the lyrics illustrate the image of the Burning Man 

festival and people hear what the song was originally intended to mean. While a 

particular version of a song used in an advertisement becomes associated with the brand, 
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the image and brand of the musician can be a stronger force of association for the song in 

its entirety than the product’s association with the song. 

The Samsung advertisement reflects a growing interest in the music heard on 

advertisements; people make a substantial effort to find information about the music in 

advertisements. Comments of multiple viewers of the online clip of Samsung’s 

advertisement show that they pay more attention to the music than the advertisement: 

“What is the name of the song?” (HELPmeMOD 1) 
  “whats [sic] the name of the song” (wwegirl127 3) 
  “bin [sic] looking for this song forever” (bluesportscar19 1) 
  “what’s the name of this song?” (knolte123 2) 
  “whats [sic] the name of the song?” (hockeyfan387 2) 
 
These comments show that many people are focused on the song rather than the product. 

Further, more people are interested in the music as it stands on its own rather than simply 

its use in the advertisement. 

There are many websites specifically dedicated to the music of television 

advertisements. For example, findthatsong.net lists recent advertisements and gives a 

brief description of the advertisement along with the name of the artist and title of the 

featured song. AdTunes.com, which identifies music from TV advertisements, movie 

trailers and soundtracks, features a forum on TV advertisement music, where people can 

determine the artist and name of songs from particular advertisements. In a thread titled 

“Samsung 3D LED TV,” the first commentator writes: 

The advertisement has a manta ray and fish swimming out of the 
screen, and the only definable lyrics I can hear is a male vocalist 
singing “Hey hey, heeey hey hey” [sic] 
I’ve seen the advertisement at least 3 times so far, and I can’t find 
it on the web (Tanakelegion 1). 
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There is a group of people who closely follow the music from advertisements. The 

Internet provides a context for discussion and dialogue that allows people to inquire 

about the artists of these songs. This publicity is invaluable for musicians because their 

“professional name is a valuable commodity that helps consumers identify [the artists’] 

goods and services” (Chase). Later in the forum thread, when Tanakalegion finds out that 

the artist is Train and the song is “Hey, Soul Sister,” he replies: 

Awesome! Thank you so much. I think I might’ve seen the 
commercial yesterday, because the song’s [sic] been running in my 
head all yesterday, so when it played in the commercial I thought 
“Yes! my chance! I’ll go look it up” and I still couldn’t find it. 
Thank you very much (Tanakalegion 1). 
 

The advertisers’ use of popular music is clearly quite effective for both the popular music 

and advertising industries. 

Train’s song in Samsung’s advertisement brings to attention the problematic issue 

of arbitrary association between music and brand through its lack of connection to 

Burning Man. There are certainly examples of advertisements in which popular music 

was used in a way that musicians thought was inappropriate (for example, the use of The 

Beatles’ “Revolution” in a 1985 Nike advertisement, which resulted in a lawsuit against 

Nike filed by the three surviving Beatles, Wieden+Kennedy and Capitol-EMI Records). 

Yet advertising agencies today seem to have a much more collaborative relationship with 

the musicians and record labels, and musicians appear to have much more influence in 

how their music is portrayed in the advertisement. When asked about the change in the 

music industry since their formation in 1994, Train guitarist Jimmy Stafford replies “if 

you don’t change with the times you’re going to get left behind” (Stafford qtd. in Reuter). 

Billboard chart analyst Keith Caulfield says that Train’s “Hey, Soul Sister” “has gone 
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gangbusters. That [Samsung] ad kicked it into high gear. People really gravitated to its 

easygoing, melodic sound and searched it out. It’s exploded on the radio charts” 

(Caulfield). The case of Train’s song in Samsung’s advertisement shows that the popular 

music industry partially relies on the advertising industry to generate publicity for 

musicians. 

 As the popular music industry begins to depend more on advertising as a means of 

generating publicity, the traditional role of popular music is challenged. No longer is 

popular music solely propagating its musician and the image, message and experience of 

the music. Popular music has expanded to include the propagation of external brands and 

products, an inclusion that has affected the ways in which consumers perceive popular 

music. Klein argues that there is a lack of acknowledgment of the changes occurring in 

the popular music industry as a result of its growing relationship with the advertising 

industry, which represents a significant cultural problem in our society. In an interview 

with Miller-McCune, Klein explains: 

It’s odd, because in a way it seems like a sort of general submission to 
specific industrial and cultural changes, and yet, when you get down to the 
specifics, it seems like most people don’t know what those changes are. 
But they sort of generally know that it’s very difficult to get played on the 
radio; they sort of generally know that it’s hard to make a living as a 
musician, that people are illegally downloading music, and maybe that’s 
making it harder to make a living as an artist. Those aspects have forced 
fans and critics to soften their views about affiliating with advertising and 
making money a different way (Klein). 
 

While I agree that society is unaware of the specific problems within the popular music 

industry, I disagree that fans have softened their views about the popular music industry 

affiliating itself with the advertising industry. As an example, despite Train’s success 

with its Samsung advertisement, two people created “Stop Advertising From Pulling a 
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Train,” which is a blog formed to put a stop to the use of “Hey, Soul Sister” in further 

advertisements (Stop Advertising From Pulling a Train). There still exists a significant 

portion of the public who are uncomfortable with the relationship between popular music 

and advertising. 

 With the rising practice of licensing popular music to advertisements, it is 

possible that popular music is evolving into a type of music that is meant to promote an 

external brand or an image. Popular music implies a promotion of the artist and the 

artist’s product to the public, because a popular musician’s success relies on how well 

known and well liked his or her music is. If this is true, it seems that popular music still 

retains the essence of its original intent: a type of music meant to promote a brand or an 

image. 

 Although the growing relationship between popular music and advertising has 

been cited as detrimental, the partnership between the two industries is in many ways 

advantageous. The consumption of music is social and the public attempts to facilitate the 

social aspect of popular music. To continue this trend successfully requires constant 

evolution by the popular music industry. More so than any other musical form, popular 

music maintains close connections with new technology and media that is continually 

being created and upgraded. With the advent of new digital innovations, the ways in 

which the world communicates evolves considerably. As a result, popular musicians face 

more choices in how to present their music. In addition, the widespread use of online 

sites such as YouTube increases competition by offering unknown artists the chance to 

rise to fame through support from online fans. For example, Justin Bieber, who is one of 

the most famous popular musicians today, was signed to Raymond Braun Media Group 
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after several videos of his performances of cover songs reached over 1 million views on 

YouTube (Disney Dreaming). Thus, it is necessary and important for the popular music 

industry to change its business model to account for the way the Internet has affected the 

way society views music. 

 Multiple versions of songs are often created to appeal to different tastes (e.g. 

acoustic versions, live versions and club mixes). For example, Lady Gaga’s “Born This 

Way” (2011) has, in addition to its original pop version, a country version, an acoustic 

version and various remixed versions (Lady | Gaga). Each version is geared towards a 

certain goal or listener and is therefore altered in some way from the original to achieve 

that goal. As Samsung’s use of Train’s “Hey, Soul Sister” demonstrates, the way popular 

music is used in advertising is no different from this. Advertisers want to achieve a goal 

with the music. Thus, they change parts of the music to fit their needs. 

 Many fans of popular music would agree that “the whole structure of popular 

music is standardized,” which is what makes popular music so appealing for advertisers 

(Adorno 17). It is difficult to fault advertising and popular music for promoting 

standardization, when the primary goal of both industries is to sell a product to as many 

people as possible. The popular music industry is undeniably a form of commerce. Many 

fans, however, would not like to think of the industry in this way because there exists the 

implication that they are being manipulated by capitalist interests. While it would be 

easier to think of the popular music industry purely from an artistic perspective, it is 

undeniable that it is also about generating money. Advertising, on the other hand, is 

focused much more obviously on commercialism. This distinction, while slight, is 

significant when considering the integration of the two industries. 
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 The combination of popular music, which is seen as more artistic, with 

advertising, which is seen as more commercial, blurs the line between art and commerce. 

Klein argues that this “is an unsettled issue because, as video director Julien Temple 

suggested, corporate sponsorship is ‘like having an invisible Pepsi sign engraved on your 

forehead” (Klein 138). As a result of this relationship, the public interprets popular music 

not only on its own merits but also in juxtaposition with the image of the brands that the 

song is associated with. 

 However, the frequency with which artists collaborate with corporations shows 

that many of these problems are being resolved to create a more symbiotic relationship. 

For example, Estelle Swaray, known as Estelle, wrote her song “Star” for a Kraft 

commercial for Crystal Light (Elliott). It is clear that Estelle signed the deal with Kraft 

willingly: “I think it’s a different age.” For this commercial, “it was a nice fit, a nice 

click, [because I liked] the idea of writing a song that empowers women, encourages 

women to be themselves and feel better about themselves” (Estelle qtd. in Elliott). In 

addition to drinking a lot of Crystal Light herself, Estelle mentions that the executives 

from Kraft and Ogilvy Entertainment “were cool” (Estelle qtd. in Elliott). Camille 

Hackney, senior vice president for brand partnerships and commercial licensing at 

Estelle’s label, Atlantic Records, explains, “there’s a concerted effort to try and find new 

opportunities to get our artists and their music exposed to consumers (Hackney qtd. in 

Elliott). Estelle’s relationship with Kraft demonstrates that the growing trend of licensing 

music to companies is the result of a collaborative relationship. 

 Although there are disadvantages associated with the integration of popular music 

and advertising, the advantages outweigh the negative consequences. For popular 
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musicians, advertisers can help generate exposure for new songs that struggle to gain 

attention because of decline in CD sales, radio play, music video shows and retail outlets. 

For advertising agencies, the rise in branded entertainment, “by which a product seeks to 

link itself in the minds and hearts of consumers with movies, TV shows or songs they 

like” makes popular music an appealing choice (Elliott). There will always be a wide 

spectrum of popular music used in advertisements, but the union of the two industries is 

now a much more synergetic relationship than during the 1980s. Since then, advertising 

agencies used pop songs because they have the qualities jingles have, but also possess the 

added benefit of retaining a fan base from exposure through different mediums. 

Advertising firms continue to use popular music in their advertisements because it is a 

partnership that is advantageous and profitable. This intersection has proved to be a 

mutually beneficial relationship for both industries. 
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3 – Maybe Not So Genuine Draft: Licensing as Authentication 
 
 
 In 1992, the Internet Society (ISOC) was chartered, marking the “coming of age 

of inter-networking and its pervasive role in the lives of professionals in developed 

countries” (Computer History Museum). Since then, worldwide networking has become 

an integral component of society, causing significant changes in the way people interact 

(Coffman and Odlyzko). The Internet has spawned electronic mail and, perhaps more 

importantly, the World Wide Web, which has become commercially successful (ISOC). 

Along with this, the ways in which music is marketed to and accessed by the general 

public has changed radically (Meisel and Sullivan). For example, the introduction of 

digital music has affected CD sales, and the widespread use of social networks such as 

Facebook and Twitter has caused popular musicians to turn to these sites as ways to reach 

larger audiences. 

 Music licensing becomes increasingly complex with these technological shifts. To 

account for this, rather than reworking the existing framework of the music licensing 

process, lawmakers have opted to layer new terms atop preexisting laws (Masnick). As a 

result, laws governing music licensing are convoluted, making it difficult to understand 

how the system truly affects the people in both the popular music and advertising 

industries. The advent of the Internet led to the online digitization of music through file 

sharing, which has brought even more uncertainty to the unclear boundary of music 

rights. Thus, music licensing has become a perplexing issue during the past two decades, 

resulting in a substantial increase in legal issues about ownership. In this chapter, I 

explore how the concepts of ownership and authenticity in popular music influence the 

ways in which advertisers select music for their advertisements. In exploring these 
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concepts, I attempt to clarify the licensing process and gain an understanding of what role 

musicians play in licensing their music. 

 In my discussion of music licensing, I frequently refer to the corporations whose 

products are being advertised. I do so because the examples I use throughout this chapter 

focus on lawsuits from popular musicians that are directed primarily at the corporations 

of the product being advertised. Although advertising agencies are also involved in these 

lawsuits, licensing issues are most often directly between the corporations and musicians. 

 The popular music industry has been involved in lawsuits that have resulted in a 

wide range of decisions that reveal many problems in the relationships between 

corporations and musicians. Most musical forms are broadcast through a variety of 

mediums (e.g. television, radio, concerts, Internet, film, iPods, MP3 players, CDs, tapes, 

records). As a result, the recent decades have seen a rapid surge in the popularity of and, 

therefore, the presence of popular music (Shuker). More than any other type of music, 

popular music is omnipresent in all types of media, particularly in conjunction with other 

businesses within the entertainment industry. The pervasiveness of popular music stems 

from the growth of a variety of endorsement and sponsorship deals between popular 

musicians and corporations. As a result of these growing relationships, the licensing of 

popular music has become an increasingly multifaceted and important aspect of the 

popular music industry. 

 Throughout this chapter, I will use the term “previously recorded” to mean a song 

that has been recorded for the popular musician’s personal artistic expression. It is music 

that has been commercially released to promote the popular musician. The inspiration for 
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or content of the song has not been influenced by the intent to promote a brand or a 

product. 

 All songs have copyright protection granting exclusive rights and ownership to 

the creators of the songs. When advertising agencies want to use a previously recorded 

song in an advertisement, they usually sign a licensing agreement with the owners of the 

song. This contract creates certain terms and conditions dictating exactly what advertisers 

are allowed to manipulate or change when they use the song and the length of time the 

advertising firms maintain the rights to use the song. Music licensing is meant to ensure 

that the owners of the music receive monetary and creative recognition for the work that 

they have produced (Standler). 

Much of the discussion surrounding music and advertising centers around who 

has the authority to grant the use of a song in an advertisement. Both critics and fans 

often simplify the process of music licensing, many times singling out popular musicians 

as “sell-outs” for trading their music for easy money from corporations. The concept of 

ownership, however, is complicated and as yet is an unresolved issue that still affects the 

music industry. Who really owns a song? The songwriter(s)? The singer or band who first 

releases a recording of the song? Or is it the record label that releases and distributes the 

song? In a way, each of these parties is entitled to the ownership of a song and it could be 

argued that everyone has partial ownership. 

Music licensing highlights the complex interactions between advertising and 

music, drawing attention to how the issue of ownership gives rise to problems of 

miscommunication and misunderstanding between the two industries. Because so many 

parties have partial ownership to a song, advertising agencies have the option of turning 
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to a variety of sources to license the rights to a song (e.g. the publisher, the record label, 

the artist). In addition, advertisers must consider both the legal and creative rights to a 

song, which are negotiated as separate entities in court. Ownership implies control over 

how, when and where a song can be heard. The idea of ownership is tied directly with the 

concept of authenticity in popular music. 

What does it mean for music to be “authentic”? Authenticity “does not inhere in 

any combination of musical sounds. ‘Authenticity’ is a matter of interpretation which is 

made and fought for from within a cultural and, thus, historicized position” (Moore 210). 

Authenticity is a construct created by the listener(s). What we deem as authentic is 

dictated by our preconceived notions (notions based on what we have experienced and 

already know), which affect how we recognize and interact with one another (Taylor). 

In music, then, our first impression of a song heavily influences how we view that 

particular song or the musician who sang it. This first impression affects how people 

associate the song when it is combined with a product. In a study conducted by Ibánẽz et 

al., it was discovered that the differentiation between well-liked and disliked music leads 

to different reactions when the music is placed in an advertisement (Ibánẽz et al.). Thus, a 

person’s first impression of a song has the ability to modify his or her impression of an 

advertisement using the same song. 

What has become central to many of the legal fights against improper use of 

music in advertisements is the divide between intellectual and creative rights. In the 

popular music industry, there are multiple potential “owners” of a particular piece of 

music. There are four possible parties involved in the recording process: the record label, 

the songwriters, the producers and the musicians. For example, Justin Bieber owns the 
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creative rights to “Baby” (2010), because he interprets the notes and words on the sheet 

music through his unique voice. On the other hand, the songwriters share the intellectual 

rights to the song, because they are the ones who compose the music and lyrics. A song 

cannot exist without its songwriters. However, a song does not become famous without 

the creative input of the artist who records it. What results are two separate conceptions 

of what ownership of a popular song entails: one based on who originally performed the 

song and one based on who wrote the song. 

Authorship and ownership in popular music pose many questions regarding the 

legal nuances in music licensing. An excellent example of these legal nuances is the 

difference between copyright of a product and the publishing rights of a song. In 

previously recorded music, there are two mutually exclusive sets of copyright, which are 

interrelated but are negotiated separately. If you look carefully at a popular musician’s 

album, you will notice that a © and ℗ in the fine print. 

 The ©, which signifies copyright of the product, means that no one is allowed to 

duplicate the CD or any items within the product (including the sounds on the CD) for a 

profit. In addition, © refers to the exact audio mix of the recording. The copyright of the 

recording is a reference to the recording agreement, usually a contractual agreement 

made between the artist and the record label (Quatrini). The ℗ refers to the publishing 

rights of a song, which is a deal the record label makes with the songwriters. This set of 

rights is not about the performance, but about the underlying musical composition 

(Quatrini). Both the people who own publishing rights and people who own recording 

rights have vested stakes in these licensing agreements. So, for any particular song, 

multiple parties are involved who are interested in what sort of context the recording is 
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used. 

Ultimately, music licensing is governed by copyright, which is designed to protect 

the original expression of ideas, rather than the fundamental ideas themselves. Known as 

the “idea-expression divide,” this concept limits the extent of copyright protection by 

differentiating the manifestation of an idea from the idea itself. The distinction can result 

in many legal complications. The concept was introduced in Baker v. Seldon, an 1879 

U.S. Supreme Court copyright case. In the court decision, Justice Joseph P. Bradley 

decided, “whilst no one has a right to print or publish his book, or any material thereof, as 

a book intended to convey instruction in the art, any person may practice and use the art 

itself which he has described and illustrated therein” (Baker v. Seldon 101). The case 

resulted in a decision that the idea of a song is protectable by copyright. 

If an advertising agency chooses to create their own version of a song, the agency 

can enter into an agreement to license the publishing rights, hire an arranger or a band to 

cover the song in question and employ someone to create the recording. In 1989, Backer 

Spielvogel Bates Inc. licensed the rights to “Black Magic Woman,” a song written by 

Peter Green but popularized by Carlos Santana, and hired an arranger to create a cover 

version of the song to be used in a television advertisement for Miller Brewing Co. When 

Santana saw the advertisement, he filed a lawsuit against the company because he 

believed the advertisement used an imitation of his unique musical style (Anderson). In 

the complaint, David C. Phillips, Santana’s lawyer, claims: 

The rendition by Santana of ‘Black Magic Woman’ [has] become such a 
continuing popular musical success that the public [identifies] the song as 
Santana’s theme song and Santana’s distinctive musical guitar expression 
in the song as the musical ‘signature’ of Santana… The rendering of 
‘Black Magic Woman’ in the [advertisement] by the defendants (Miller 
Brewing Company) [is] intended to mimic the guitar sound and 
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performance of Santana and Santana’s musical signature (Carlos Santana 
v. Miller Brewing Company 4-5). 
 

Phillips argued that Santana had created a signature tune and had a right to protect his 

creative license over the song (Anderson). This was the first case filed in a claim for 

damages for the commercial use of a sound-alike, which is a recording intended to 

imitate the sound of a popular record, the style of a popular musician or a current musical 

trend (Stephanie). Significantly, Miller Brewing Company settled the lawsuit with 

Santana. The case of Miller Brewing v. Santana illustrate why advertising firms are 

careful not to in any way infer or copy the sound of the original artist. 

In 1995, Miller Brewing Co. were sued by the Spin Doctors, an American 

alternative rock band formed in 1988, and Mow B’Jow Music, their publishing company, 

for copyright infringement of their song “Two Princes.” Previously, Miller approached 

the Spin Doctors to request their permission to use the song in promoting Miller Lite Ice 

Beer (Charry). The band declined because they were not interested in endorsing beer. 

Miller then hired an independent music company to write a song for the advertisement, 

which sounded very similar to the Spin Doctors’ “Two Princes.” The legal brief filed in 

court by Joseph Schleimer alleged that Miller Brewing Co. deliberately used a song that 

sounded similar to the distinctive sound of the Spin Doctors in order to deceive their fans 

into thinking that the band had endorsed the beer (Schleimer). Shortly after the jury found 

Miller Brewing Co. liable, the Spin Doctors and Miller Brewing Co. reached an 

undisclosed settlement (Schleimer). 

The Spin Doctors’ lawsuit introduces “proof of intent.” This concept states that it 

is sufficient to allege and prove the unlawful intent of the person or business for whom or 

for which the person acts. David Sonnenberg, the Spin Doctors’ manager, explained that 
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the lawsuit “was not really about the money. [It is] about serving notice to the advertising 

industry that they cannot misappropriate the music and the image of a band without 

paying a penalty” (Sonnenberg qtd. in Charry). If an artist or a songwriter declines to let 

his or her music be featured in an advertisement and advertising agencies use a sound a-

like, it is possible that the advertising agency may encounter similar lawsuits. To 

successfully demonstrate that the advertiser has violated copyright laws in a court of law, 

the band only needs to know that the company or advertising agency wanted the band’s 

particular sound. 

Although artists often successfully win court cases such as those against Miller 

Brewing Co., the lawsuits frequently occur after the advertisement in question has aired. 

Thus it is entirely possible that a musician appears to be endorsing a product, when in 

fact they have not given permission for their song to be used in this way. Despite the fact 

that the Spin Doctors received a settlement from Miller Brewing Co. and the Leap 

Partnership, the advertising agency responsible for the advertisement, a spokeswoman for 

Leap said the settlement had “no material effect to the company” (Pastor qtd. in Charry). 

In fact, the advertisement featuring the Spin Doctors’ ran nationally throughout 1995. As 

a result, these lawsuits may not be effective in removing the general public’s association 

of the artist with the brand. 

The details of music licensing make it clear that the process of placing previously 

recorded music in television advertisements is quite complex. While musicians (and 

others they have contracted with) have control over the version of a song that they 

recorded, the idea-expression divide means that the musician does not necessarily have 

the power to decide if the song can be used in an advertisement. This right lies with the 
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owner of the publishing rights to the song, which might be the songwriter, record label or 

even the artist in certain cases. 

In light of these examples, perhaps we should rethink our understanding of 

musicians within the commercial world. What does it mean for a song to be authentic? 

Authenticity is an important concept in this discussion that defines society’s view of 

popular music and, as a result, their view on music licensing. The general public’s 

interpretation of a song may have be very different from how a recording artist interprets 

his or her song, which, in turn, may be entirely different from how the original songwriter 

(who may be the artist) interprets the song. Ultimately, we have a very cursory, naive 

understanding of who musicians are and what their music means. 

Everyday we are confronted with images of music, sounds and visual 

representations. As a result, musicians’ identities have become naturalized in the 

commercial world. This process of naturalization changes the relationship between 

advertising agencies and musicians, perhaps for the worse. As both lawsuits against 

Miller Brewing Co. exemplify, the increasing prominence of popular music in 

advertisements may cause advertisers to think it is acceptable to change songs in a way 

that artists may feel are unsuitable and inappropriate. Consequently, the naturalization of 

popular music in the commercial world is problematic and can cause some of the legal 

issues that have occurred between musicians and corporations. 

Although the unclear nature of ownership is problematic, the idea-expression 

divide creates an opportunity for the music of lesser-known artists to be featured in 

advertisements. To avoid potential legal issues that occur when featuring high-profile 

artists, advertising agencies many times use music from unknown or unsigned artists. 
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Thus, the issues that arise from licensing music of well-known artists present an 

opportunity for more obscure artists to gain exposure through advertisements. 

One such success story is the English band Dirty Vegas, which consists of Paul 

Harris, Ben Harris and Steve Smith. Their debut album, Days Go By, was released in 

June 2002. The title track—also entitled “Days Go By”—garnered much attention after it 

was featured in a 2003 Mitsubishi Eclipse television advertisement. Rob Walker suggests 

that “it’s likely that, without the [advertisement], Dirty Vegas would have had a hard time 

finding its way onto American playlists” (Walker). After the advertisement aired, the 

song soon became a top 10 hit on Billboard charts and Dirty Vegas’s album sales surged.  

There are many other success stories, such as Volkswagon’s advertisement that featured 

Nick Drake’s “Pink Moon” (1971) and brought Drake to posthumous fame in 2000 and 

Mitsubishi’s advertisement that featured Groove Armada’s “I See You Baby” (1999), 

which brought the band early exposure (Walker). 

A more recent example is the French alternative band Phoenix. In May 2009, 

Phoenix released an album called Wolfgang Amadeus Phoenix. The title track, “1901,” 

became the music in a series of television advertisements for the 2010 Lincoln Cadillac 

SRX. Thomas Mars, the lead singer, says that “1901” is a song “about Paris. Paris in 

1901 was better than it is now. So the song is a fantasy” (Goodman). Although the track 

had been used in various television shows, such as Gossip Girl (Season 3, Episode 2) and 

Melrose Place (Season 1, Episode 2), the SRX campaign, created by advertising agency 

Modernista, launched the song into fame (IMDB). The Cadillac ad campaign is 

comprised of three different advertisements, each featuring the song. In one of these 

advertisements, the album art of Wolfgang Amadeus Phoenix makes a cameo appearance. 
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Due to this advertising campaign, both Phoenix and “1901” became well known in the 

United States. 

Phoenix formed in 1999 and released its first album in 2000. However, it was not 

until 2010 that the band received recognition for their music in the United States. This is 

due in large part to the exposure the band received from the advertising campaigns that 

featured its song. One blogger, in a post entitled “Wait! Turn up that Cadillac 

[advertisement]!! Five car ads that rock,” wrote that he “had to Google the 2010 Cadillac 

SRX ad after hearing Phoenix’s ‘1901’” (Chris Jr.). His interest in the song caused the 

blogger to become interested in the product offered in the advertisement. After the 

Cadillac advertisements were released, online blogs buzzed about the music in the 

advertisement. 

In “10 Songs Ruined By Commercials and One That Wasn’t,” Andrew Belonsky 

argues that it is “artistic abuse” when musicians sell their work to commercial interests to 

increase their popularity (Belonsky). Belonsky cites various examples, some of which 

certainly depict partnerships in which musicians are obviously attempting to make 

significant financial gain from their music at the expense of their artistic integrity. Yet 

many of Belonsky’s examples do not seem to support his claim. He cites Phoenix’s 

“1901” as a song ruined by being placed in an advertisement, yet he has no concrete 

argument about why this is an example of a commercial sellout. Belonsky says that it 

“wasn’t until recently that [Phoenix] began to get noticed in the mainstream, and they 

clearly jumped at the opportunity to cash in on their popularity” (Belonsky). While it is 

true that Phoenix was relatively unknown in the United States when Cadillac approached 

them about using “1901” in its advertising campaign, the campaign was significant in the 
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band’s rise to mainstream fame (Wenzel). This type of “sellout” argument is problematic 

because it trivializes the relationship between popular music and advertising. 

In February 2010, Phoenix’s “1901” rose to No. 1 on Billboard’s Alternative chart 

on its 31st week on the list, marking “the longest climb to the top in the chart’s 21-year 

history” (Reuters). Belonsky argues that music licensing in advertisements is “artistic 

abuse.” Yet, in many of his examples, it seems clear that the relationship between the 

musician and company is that of collaboration, not of forced association. When asked 

about Phoenix’s success, singer Thomas Mars replied, “We don’t feel torn between what 

a major record company wants us to do and what we want. It doesn’t feel like David 

Bowie or something, who did all these great records and then got big from ‘Let’s Dance,’ 

which was successful for something he’s not” (Mars qtd. in Wenzel). The musician is the 

artist. There are always exceptions, but in general, musicians want to portray a certain 

image when they sell their songs. If they did not want their music to be seen as an 

endorsement for certain products, musicians have the option of refusing offers from 

advertising agencies. 

While Phoenix’s “1901” shows that there is considerable collaboration and 

discussion between musicians and advertising agencies during the process of music 

licensing, this is not true of all advertisements. In their attempt to naturalize a product 

around a popular musician, it is possible for advertisers to manipulate the artist’s song or 

image such that it is unlike the original. The case of Phoenix and Mitsubishi, however, 

reflects a collaborative relationship between advertisers and artists where both the artist 

and the company are happy with the final product. While some musicians actively avoid 

any sort of affiliation with corporations, other musicians embrace advertising. 
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Music licensing in advertising remains a significant issue within the popular 

music industry. The licensing process, however, allows artists to have control over when 

and where their recorded songs can be used. Copyright protection gives musicians legal 

control over their music. Thus, whether the reason be monetary gain or not, musicians (or 

others contracted with them) make the final decision regarding whether their music can 

be used to endorse a product or brand. 

Copyright law and music licensing in advertisements reflect larger issues and 

concerns about the relationship between advertising and popular music. Because so many 

people are involved the song production process, the legal rights of the music do not lie 

solely with the recording artist. Music licensing highlights the distinction between 

creative license of a song versus the publishing rights to a song. Many musicians have 

filed lawsuits against advertising agencies and companies for copying their creative intent 

of a song without their permission. Even with these issues, it seems that the collaboration 

between advertising agencies and musicians is becoming more harmonious. 
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4 – Selling Out: Repercussions of Product Endorsements 
 
 
 In today’s society, popular musicians are more than just the names behind the 

music. The relationships that musicians create with the commercial world has resulted in 

a surge of product endorsements, either through licensing agreements with corporations 

that feature the artist’s image or music or through printed advertisements that feature the 

image of artists. However, society views popular musicians as more than just artists. 

Rather, society is interested in popular musicians’ identity – what they wear, where they 

eat, what sorts of things they buy. As popular musicians begin to depend more on 

advertising as a means of generating publicity, fans have begun to look beyond the music 

to form opinions of these musicians. Placed in a completely different context, the use of 

popular music in advertising has changed the way consumers see and hear songs of well-

known artists. 

The public has become hypersensitive to artists’ private lives, beliefs and 

personalities. As a result, the types of partnerships musicians choose to become involved 

with play a significant role in their reputation and how the public views them. In this 

chapter, I look at various musicians who have been affected, positively or negatively, by 

the products they choose to endorse. Through these examples, I come to a better 

understanding of two processes: how musicians decide which products to support and 

how companies decide which artists to align themselves with. Specifically, I would like 

to understand how product endorsements influence artists’ careers and how the 

musicians’ reputation affect the endorsement offers they receive. 

 Product endorsements are very similar to music licensing. Popular musicians and 

companies both have a vested interest in creating a mutually beneficial relationship. A 
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company wants to be associated with artists who will be able to expose and promote its 

product to the public. The musicians, in turn, want to work with companies who will 

advance their careers and help them maintain a good reputation with the public. As a 

result, an artist’s reputation plays a significant role in the partnerships they forge with 

companies and, in turn, those partnerships affect how the public perceives the musicians. 

Today, it is common to see artists promoting everything from phones to 

medications (Creswell). By having a popular music endorse their product, companies 

hope that the audience will give more value to the artist’s testimonial because of his or 

her celebrity status. Studies have shown that endorsements by popular musicians increase 

brand awareness and increase sales (Elberse). Given the volatile reactions fans have 

towards the use of popular music in advertising, however, how do endorsements of 

certain products by popular musicians change how their fans perceive them?  

In April 2010, Kelly Clarkson—the winner of American Idol Season 1—sparked 

controversy when television and billboard advertisements for her Jakarta performance on 

her international tour featured a logo of L.A. Lights, a popular Indonesian cigarette brand 

(Lendon). Tobacco companies are free to advertise their products through sponsorships or 

endorsements in Indonesia, which is one of the few countries that have not signed the 

World Health Organization’s tobacco treaty (Mason). Regardless, the release of 

Clarkson’s advertisements caused a huge stir among the anti-smoking activists, and a 

“growing number of voices [pled] with the Grammy-winning pop star on her Facebook 

page” to drop the sponsorship with the tobacco company (Mason). The president of the 

U.S.-based Campaign for Tobacco-Free Kids responded to the advertisements by saying 

that “if Kelly Clarkson goes ahead with the concert, she is by choice being a spokesman 
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for the tobacco industry and helping them to market to children. She has the power now 

to turn this situation around and to send a clear message to Indonesian young people and, 

frankly, to the young people of the world” (Myers qtd. in Mason). 

Clarkson immediately claimed that she knew nothing of the sponsorship, writing 

on her blog: 

My morning began with finding out that I am all over billboards, TV ads 
and other media formats alongside a tobacco company who, unbeknownst 
to me, is sponsoring my Jakarta date on my current tour. I was not made 
aware of this and am in no way an advocate or an ambassador for youth 
smoking. I am not even a smoker, nor have I ever been (Clarkson). 
 

Despite denouncing the sponsorship, Clarkson refused to cancel her show, explaining that 

she would disappoint her fans if she did so (Serpe). Clarkson’s fans around the world, 

even including those from Indonesia, expressed their disapproval of the tobacco 

endorsement by posting hundreds of messages on her Facebook page and sending more 

than one thousand emails to her management urging them to renounce the sponsorship 

(Campaign for Tobacco-Free Kids). As a result of the negative attention that the 

partnership drew, an agreement was reached with L.A. Lights to eliminate all 

advertisements that featured Clarkson before her concert (Serpe). 

Clarkson’s partnership with L.A. Lights shows that fans react strongly to artists 

when they endorse products that are deemed negative or harmful. To the public, it is not 

relevant whether the artist unwittingly entered into an endorsement with such a product; 

what is important is that such an association exists. The products and causes that popular 

musicians choose to endorse are what define artists’ reputations. Consequently, the artist 

is most affected by the effects of these partnerships. When the L.A. Lights incident 

occurred, Clarkson wrote that the hardest part of the situation was “getting personally 
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attacked for something [she] was completely unaware of and being used as some kind of 

political pawn” (Clarkson, 2010). Because sponsorships and endorsements involve two 

parties, the public sees the responsibility of creating socially and politically acceptable 

partnerships as falling on both the musician and the corporation. 

Popular musicians come under close scrutiny by the public with every word they 

speak and every action they take. The public believes that celebrities have a responsibility 

to positively influence their fans. Kelly Clarkson is one of many popular musicians who 

have been criticized for sending the wrong message to fans. On being a role model, 

Taylor Momsen, lead singer of The Pretty Reckless, declares “to be honest, I don’t 

f***ing care. I didn’t get into this to be a role model. So I’m sorry if I’m influencing your 

kids in a way that you don’t like, but I can’t be responsible for their actions. I don’t care” 

(Taylor qtd. in Times UK). Recently, Momsen was scrutinized from the press and the 

public for her blatant disregard for and disinterest in how her actions could potentially 

influence her fans. In 2010, when the 7.0-magnitude earthquake devastated Haiti, many 

celebrities made high-profile donations and asked their fans to help struggling survivors 

recover. When Momsen was asked if she was planning to follow the other celebrities in 

their attempt to help Haiti, she responded: “Um, right now, I’m trying to just finish my 

record and getting through the last season of Gossip Girl right now. So not so much 

thinking about that [sic]” (Eggenberger). The job of a role model is a responsibility that 

has been imposed upon celebrities by societal pressures. As such, artists have polarized 

views on being a standard for fans. 

Momsen is one example of a musician who is very clear and open about his or her 

dislike of being placed into such a role. However, at what cost? In November 2010, 
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Momsen’s acting role in the hit show Gossip Girl was put on “indefinite hiatus,” which is 

where Momsen first became widely known (Vilensky). One month later, Momsen was 

dropped from IMG Models, the modeling agency she signed with in 2008 (Selby). In 

January 2011, Kelly Osbourne replaced Momsen as the face of Madonna’s clothing line, 

Material Girl (James). The repercussions of being viewed in a negative light by the public 

are significant to an artist’s career. In the span of three months, Momsen was pulled from 

endorsements and jobs that were central to her career. 

On the other hand, other popular musicians embrace being a role model to fans. 

On being held as a standard, Selena Gomez, lead singer of Selena Gomez & the Scene, 

says, 

I do understand that there are a lot of little girls that look up to me. I love 
that; it’s really wonderful. I realize that means I have to watch what I say 
and what I do, but I don’t think that’s any kind of pressure; it’s part of the 
job. I love my fans and would never want to do anything to hurt them. I’m 
only 16, and I will make mistakes… but I will try to keep those mistakes 
to myself (Gomez qtd. in Chapman). 
 

Gomez has consistently maintained a wholesome image. She has established a clean, 

“good girl” image in the public’s eye. As a result, numerous companies want to enter into 

endorsement deals with her. Gomez was named the spokesperson for the 2008 and 2009 

Trick-or-Treat for UNICEF campaign (Just Jared); in August 2009, the U.S. Fund for 

UNICEF appointed Gomez as its newest Ambassador, making her the youngest in the 

United States (Greenberg); appearing with her mother, Gomez advocated for safe driving 

in a public service announcement for State Farm Insurance (Oh); she became involved 

with RAISE Hope for Congo, a charity hoping to raise awareness of violence against 

Congolese women (St. Cyr); she is involved with Disney Friends for Change: Project 

Green, which is a campaign to encourage people to take action on environmental issues 
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(Disney Channel); Gomez partnered with Sears to create an ad campaign for their Fall 

2009 back-to-school season (Chang); Gomez entered into a sponsorship with Borden 

Milk, in which she participated in an ad campaign to encourage kids to drink milk and 

lead healthier lifestyles (Sara); she is an ambassador for DoSomething.org, a New York 

City-based nonprofit organization that works to “inspire, empower and celebrate a 

generation of doers – teenagers who recognize the need to do something, believe in their 

ability to get it done, and then take action” (PopDirt). Carol Stern, the president and CEO 

of the U.S. Fund for UNICEF, said that “young people can relate to Selena, and she is a 

great role model who we believe will greatly enhance the visibility of the program” 

(Stern qtd. in Just Jared). 

The list of endorsement deals that Gomez has formed with companies has only 

grown bigger over the past two years. It is clear that she is very conscious of her public 

image. Gomez attracts many sponsorship deals in part because of the positive reputation 

she holds with her fans and with her audience. Fans look up to Gomez and, thus, pay 

attention when she speaks in favor of a cause or of a product. Because Gomez focuses her 

endorsements on causes that raise awareness of social issues around the world and 

products that are seen as beneficial to society, the public continues to view her favorably. 

As Gomez’s list of endorsements shows, popular musicians have the ability to use 

these endorsement opportunities to bring awareness to causes that they are interested in 

supporting. This applies to both social causes and political causes. During Barack 

Obama’s presidential campaign, the first-ever political campaign music album was 

released (Hidden Beach Recordings). “Yes We Can: Voices of a Grassroots Movement” 

is an 18-song disc featuring Stevie Wonder, John Mayer, Lionel Richie and John Legend 
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along with other artists and includes excerpts from speeches given by Obama (Serjeant). 

Steven McKeener, CEO of Hidden Beach Recordings, said that the artists who 

contributed to this album underscore “how deeply inspiring this campaign has been 

across boundaries” (McKeener qtd. in Serjeant). All proceeds from album sales went to 

the Obama-Biden campaign (Serjenant). 

In addition, a video entitled “Yes We Can” featured a notable musical cast singing 

a song written by the musician will.i.am (Zengerle). The song was inspired by “Yes, we 

can!” the theme of a speech that Obama delivered following the 2008 New Hampshire 

primary and the slogan of his 2008 presidential campaign (The Huffington Post). Obama 

adopted this phrase from the motto of the United Farm Workers, “Sí se puede,” which 

translates to “Yes, it is possible” (United Farm Workers). The music video went viral 

during the election and garnered an Emmy Award in the “New Approaches in Daytime 

Entertainment” category (Marketwire). The many musicians who supported Obama and 

actively participated in both the album and the video attracted the attention of fans and 

brought a heightened sense of awareness to an already significant election. 

Popular music became an integral component of Obama’s campaign. Mark 

Anthony Neal, a Duke University professor of African and African-American studies, 

writes that the music “stirs a nostalgia about when folks had hopes that we’d see a kind of 

society where we can elect a black president” (Neal qtd. in McClatchy). The artists’ 

endorsement of Obama’s campaign generated publicity towards a directed constituency 

that the campaign alone may not have reached. The endorsement of political causes is a 

polarizing issue because individuals tend to have very strong political views. Even fellow 

popular musicians are not in agreement on whether celebrities should endorse political 
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causes. In response to the numerous artists publicly supporting Obama, country star 

Carrie Underwood asserts: 

It’s saying that the American public isn’t smart enough to make their own 
decisions. I would never want anybody to vote for anything or anybody 
just because I told them to… Music is where you go to get away from all 
the BS. Whether it’s from politics or just the world around you, music 
should be an escape (Underwood qtd. in Thomson). 
 

It is true that the public should make educated voting decisions based on their personal 

beliefs. However, there are many people in the United States, especially the younger 

generation, who are disengaged and disinterested in politics (Krayewski). The influence 

of popular musicians, who are able to connect with and reach the younger generation in a 

way that politicians do not, can motivate youths to become more actively involved in 

politics. 

 A reinforcing “feedback loop” constituted by the connections of media, audience 

reach and audience approval plays a crucial role in the popular music industry. Patrik 

Wikström suggests: 

The loop may serve as an engine which gives rise to (or ends) fads, 
brands, acts or genres. If the audience-media engine works against an 
artist or a music firm, it will be difficult or impossible to reach any kind of 
success. Similarly, if the music firm is able to get this loop to work in its 
favour, only the sky is the limit (Wikström 87). 
 

The “feedback loop” is a compelling metaphor for product endorsements. Popular 

musicians depend on endorsements for funding tours and concerts, as well as for entering 

a different medium through which they can gain exposure and receive attention. 

Corporations are interested in working with musicians who can attract attention from 

many people and generate positive publicity for their causes or products. 
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Over the last decade, corporate brands have increasingly turned to popular 

musicians to sell their products (Creswell). According to Millward Brown, a marketing 

research agency, celebrities appeared in nearly 14 percent of ads in 2007, more than 

double in the past decade (Creswell). The rise in partnerships between artists and 

companies makes it difficult to separate the musician from the brand. Eli Portnoy, a 

branding strategist, explains, “The reality is people want a piece of something they can’t 

be. They live vicariously through the products and services that those celebrities are tied 

to” (Portnoy qtd. in Creswell). Companies realize that artists have significant influence 

over their fan base, and therefore want to align themselves with celebrities who will be 

the most persuasive and provide the most impact. In doing so, companies hope that fans 

of the artist will want to buy their product or use their brand. 

As a result, not all publicity is good publicity. Popular musicians who antagonize 

the public could possibly cause an aversion to any brands they are associated with. When 

R&B pop star Chris Brown was arrested for assaulting his girlfriend, Rihanna, his 

endorsement deals rapidly disappeared (Daniels). Radio shows pulled Brown’s music, 

Sesame Street dropped future re-broadcasts of the episode in which he appeared on the 

show and Wm. Wrigley Jr. Company suspended the Doublemint Gum advertising 

campaign that heavily featured Brown’s image and his music (Kaufman). Marketing 

experts predicted that companies would avoid deals with both Brown and Rihanna. Ann 

Green, Senior Vice President at Milward Brown, anticipated, “I would not want to say 

that it is a death sentence, but it is certainly going to be very difficult for him to secure 

future endorsements” (Green qtd. in Ryan and Winton). Although Rihanna did nothing 

wrong, Green explains that “the reason why [Rihanna] has been used as a celebrity 
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endorser is that she represents something very positive and in particular a strong female 

roel model, and when she is associated with a situation like this it can have an impact” 

(Green qtd. in Ryan and Winton). Corporations want to be associated with artists who the 

public views as role models because those celebrities have a significant amount of 

influence over their fans. 

Similarly, artists want to be seen favorably by the public, and thus may choose 

what they endorse by society’s opinion of the product or the cause. This is evident with 

artists such as Selena Gomez, as well as Demi Lovato, who is the spokesperson for Join 

the Surge, a national campaign that empowers teenagers to take positive action in their 

communities (Do Something). Lovato also received the Honorary Ambassador of 

Education award from the American Partnership for Eosinophilic Disorders in 

Hollywood (Katz). If celebrities endorse controversial products, such as Kelly Clarkson’s 

endorsement of cigarettes or musicians’ endorsement of political figures, they are 

critiqued for allowing their name, image and talent to be associated with these products 

or causes. 

 The success of both corporations and popular musicians depend on the public’s 

perception of musicians’ images. Thus, both parties have a vested interest in forming a 

relationship that portrays the product as well as the artist in a positive light. More so than 

companies, some artists are especially conscious of the way they are portrayed to the 

general public because it directly affects the number of endorsements that are offered to 

them. Musicians also pay attention to the sorts of products they are endorsing, because 

those products become tied to their public image. Consequently, a popular musician’s 

reputation and the corporate products he or she endorses are inextricably connected. 
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5 – “Hold It Against Me”: The Evolution of the Music Video 
 
 

On August 1, 1981, Music Television (MTV), an American cable network 

specializing in music-related programming, began broadcasting with the introduction 

“Ladies and gentlemen, rock and roll” (Burns). MTV began an era of 24-hour music 

television by presenting one video after another without pause. With this new context, by 

the mid-1980s the music video grew to play a central role in popular music marketing 

(Mueller). In fact, many artists owe their success to the popular appeal of their music 

videos. Thus, similar to advertisements, the intent of music videos became promotional. 

What makes music videos different from television advertisements is that they were 

originally intended to promote the artist and his or her music, rather than some external 

product. 

As popular music has become an increasingly integral part of advertising, 

however, the placement of external products has, in turn, become more evident in music 

videos. The close partnership between advertising and popular music has caused a shift in 

the subtlety with which music videos promote external products. Music videos today are 

affected by advertising and endorsement partnerships from the musicians and the record 

labels. Through a close investigation of specific case studies, I explore how recent music 

videos reflect the union of advertising and popular music. What does the modern music 

video say about the effectiveness of popular music within the advertising world? 

Lady Gaga is regarded as one of the most controversial and celebrated pop artists 

in the music industry today. Her combination of performance art and unique style has 

been the cause of much debate within popular music. The release of her music video for 

“Telephone” is a good example. Lady Gaga created the concept for the video which was 
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directed by Jonas Åkerlund, who is known for creating music videos in the form of mock 

movie trailers or mock short films (Wigler). The video was released in early 2010 and 

received immediate attention for the extensive, and perhaps excessive, product placement 

within its nine minutes. Much of the press about “Telephone” focused on the question of 

“selling out” and why so many products were conspicuously placed. 

Some of the different brands that are visible in the video are the Kill Bill “Pussy 

Wagon” (a vehicle prop from the Kill Bill movies), Diet Coke, cigarettes, Honey Bun, 

Virgin Mobile, Wonder Bread, Miracle Whip, Polaroid, Heartbeats Headphones, Chanel, 

PlentyOfFish.com and Hewlett Packard, among others. What exactly is the relationship 

between these products and the artist? Lady Gaga offers that Quentin Tarantino’s “direct 

involvement in [the video] came from him lending me the Pussy Wagon. We were having 

lunch one day in Los Angeles and I was telling him about my concept for the video and 

he loved it so much he said, ‘You gotta use the Pussy Wagon’” (Gaga qtd. in Cady). 

Some of the products placed in the video were a result of pre-existing 

sponsorships with either Lady Gaga or her label. A few weeks before the video was 

filmed, Lady Gaga was named Creative Director for a specialty line of Polaroid imaging 

products (Pemberton). Virgin Mobile was a sponsor for Lady Gaga’s then upcoming tour 

(Hampp). Similarly, PlentyOfFish.com had an ongoing partnership with Interscope 

Records, Lady Gaga’s record label (Hampp). Since the debut of the music video, 

PlentyOfFish.com experienced a 15% increase in traffic and, as a result, offered a contest 

for two singles to go on a date at each of Lady Gaga’s concerts for her 2010 “The 

Monster Ball” tour (Hampp). In addition, the Hewlett Packard Envy 15 Beats laptop was 

a limited edition that came with Dr. Dre’s headphones and Traktor DJ software. Lady 
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Gaga’s Heartsbeats headphones, which were made by Monster (the same company that 

made Dr. Dre’s headphones), are featured in the video as well (Hampp). 

When questioned about the abundance of product placements in the music video, 

Troy Carter, Lady Gaga’s manager, explains that several companies did not, in fact, pay 

to be featured in the video. Gaga’s video questions the expectation that popular musicians 

enter into relationships with companies by profit motive. In an interview with Ad Age 

magazine, Carter posits “if Michael Jackson was making ‘Thriller’ [today], he would do 

this too. These million-dollar music videos have to have partners to be produced” (Ad 

Age). As music videos become more complex and require more technology, venues and 

props, they become increasingly expensive to produce. Many popular musicians want to 

create videos that require much financial support. As a result, it would be difficult to 

complete and release a music video without the various partnerships that people within 

the popular music industry have formed with companies. 

The growing frequency of product placement is related to the move of television 

to the Internet and the attempt by record labels to use music videos as a source of revenue 

rather than as purely a promotional tool (Plambeck). The birth of video streaming through 

the World Wide Web has revolutionized the way that people access and absorb music. By 

allowing prospective artists a chance to make a name for themselves, the Internet has 

leveled the playing field as well as intensified the competition amongst popular musicians 

(Van Etten). While the Internet has made it easier for unknown artists to achieve 

recognition, the same opportunities do not exist for every artist. However, the Internet 

offers popular musicians a platform to deliver content (e.g. songs, live performances and 

music videos) that builds a following. 
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Because the Internet intensifies competition, the shift towards online video 

streaming has resulted in a growing trend towards more elaborate, high-budget music 

videos, which consequently results in more product integration (Masnick). Compared to 

2008, the money spent on product placement in recorded music videos grew 8 percent in 

2009 while overall paid product placement declined 2.8 percent (PQ Media). These 

percentages imply that while product integration as a whole has declined, product 

placement is being focused towards music videos. This highlights the importance of the 

music video for popular musicians as well as companies. Younger consumers are difficult 

to reach via traditional media (e.g. printed ads). In general, young men and women are 

more likely than the population as a whole to report they viewed advertisements placed in 

music videos (Williams et al. 5). Thus, the implementation of music videos on websites 

such as YouTube is a significant source of exposure for advertisers. 

In addition, revenue from product placement in music videos totaled 15 to 20 

million dollars last year, more than double the amount in 2000 (PQ Media). Patrick 

Quinn, chief executive of PQ Media, said that he expected the revenue to grow again this 

year (Plambeck). This statistic substantiates that the music video has become more than a 

purely promotional tool for record labels and artists. With the increase in product 

integration, music videos now generate a significant amount of revenue for the record 

labels and artists. Money made from product placement is often used to offset the rising 

cost of producing music videos (Mintzer). 

In the 1980s and 1990s, when MTV was the dominant outlet for music videos, the 

channel’s policy prohibited obvious product placement in videos (Majerol). The network 

would often blur brand labels or ask for a new version without the advertising 
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(Plambeck). As videos have migrated to the Internet through sites such as YouTube and 

VEVO, however, product integration has become much more common. 

The frequency of placing products in music videos raises questions about how 

much branding is appropriate. Jordan Yospe, a branded-entertainment lawyer who works 

with screenwriters and producers to advise on product integration, suggests “I don’t want 

to see a character hold up a can and say, ‘This is great Coke.’ Everything needs to be 

done in the appropriate degree of moderation” (Yospe qtd. in Majerol). To be effective, 

branding needs to be woven into the music video so that it does not distract from the plot. 

When asked about the surge of product placement, David Kaplan, an employee of 

Nielsen, claims “What the data is showing us is that consumers seem very much OK with 

product placement and, if anything, find them to actually enhance their viewing 

experience” (Kaplan qtd. in Majerol). Thus, thoughtful product integration into music 

videos is effective and even liked by consumers. 

 It is important that members within the popular music industry maintain a 

collaborative relationship with companies in order to integrate brands effectively into 

music videos. VEVO, an online music video network that started in late 2009 in 

partnership with YouTube, “works as a conduit between the world’s largest music 

companies and brand marketers” (Caraeff). VEVO is partly owned by Universal Music, 

which is the parent company of Lady Gaga’s record label. Virgin Mobile, which is 

featured in Lady Gaga’s “Telephone” music video, has a strong relationship with VEVO. 

The chief executive of VEVO said that the placement of Virgin Mobile in Lady Gaga’s 

music video demonstrated “how complementary [their] relationships with brands and 
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music companies are and how [VEVO] can bring them together for successful 

partnerships in the future” (Caraeff). 

 As a result of the widespread access and viewership that the Internet provides, the 

popular music industry values music videos differently today. Jonathan Feldman, the vice 

president for brand partnerships at Atlantic Records says that “before, video was 

definitely [intended] to showcase creativity and content. It was promotional, and today 

we look at video as another piece of pie and a way to generate revenue” (Feldman qtd. in 

Plambeck). Unlike traditional advertising opportunities, where an advertisement is placed 

before or after the music, product integration is appealing because the product will 

always be within the video. When an advertisement is not placedd directly into the music 

video, it is possible that viewers will focus on the video and forget about the 

advertisement. When brands are integrated, people will, subconsciously or consciously, 

associate a brand with the music video. This association might extend to a connection of 

the brand to the popular musician or the song featured in the music video. Thus, for 

advertisers, product placement is advantageous because it guarantees that viewers of the 

music video will remember their product. 

This is a clear advantage for advertisers when placing their products within music 

videos. Why, however, do the musicians choose to do so? One such video, Britney 

Spears’ “Hold It Against Me,” sparked discussion about product placement almost 

immediately after its release in 2011. “Hold It Against Me” prominently features various 

brands (such as Sony, Makeup Forever and PlentyOfFish.com) and noticeably focuses on 

brand labels throughout the entirety of the video. 
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It was reported that Britney Spears received 500 thousand dollars for the product 

placements in her four-and-a-half minute video (TMZ). After watching the video, the 

British singer Marina of Marina and the Diamonds posted on her Twitter, “What is 

consensus on product placement in videos? As a fan, do you prefer product placement if 

it means bigger budget vid? [sic]” (MarinasDiamonds). In response, Katy Perry writes, 

“do it w/ style & grace…Not so in ur face like some. U hv to get creative w/ it. Some 

artists don’t care tho, & u can tell [sic]” (katyperry). Even among popular musicians, 

there is no strong consensus about product integration in music videos. Regardless of 

personal opinion, however, every musician understands the benefit of product placement 

and the financial advantage created by endorsements and sponsorships with companies. 

This is why product integration within music videos has become prevalent 

throughout music videos of today. Some prominent examples are Ke$ha’s “We R Who 

We R” (2010), which features Revolucion tequila and PlentyOfFish.com, Avril Lavigne’s 

“What The Hell” (2011), which features Marc Jacobs, Sony, Forbidden Rose and Abbey 

Dawn and Travie McCoy’s song “Billionaire” featuring Bruno Mars (2010), which 

includes a paid placement for Mini Cooper. About the “Billionaire” video, Feldman 

asserts that musicians have the final say over whether a product can be included and 

discloses that Atlantic has turned down opportunities because the placement would not 

look natural (Feldman). For “Billionaire,” the “Mini Cooper placement worked because a 

car was needed, and while it was in several shots, the car itself was not the main 

attraction” (Plambeck). Feldman asserts that it is important to the label and its artists that 

the music video is not seen as an advertisement for any product besides the artist 

(Plambeck). 
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It is clear that brands and advertising are taking a more permanent place in the 

music industry. Though popular music and advertising have coexisted for a long time, 

companies can now pay labels or artists to receive more exposure for their brand. Adam 

Kluger, CEO of Kluger Agency, reveals that “brands are tripling their revenue because of 

a mention in a Jay-Z song. So we go after the companies and partner them with the 

demographic. If you hear an artist talking about his new Fila sneakers, you’re going to 

think about it when you go shopping” (Kluger qtd. in Castillo). As product placement 

becomes more naturalized, musicians’ fears of losing artistic integrity are slowly 

subsiding. 

The advent of the Internet and, with it, the ability to share music and videos freely 

has caused the popular music industry’s revenue growth to wane. As of 2009, total 

revenue from U.S. music sales and licensing was $6.3 billion as opposed to total revenue 

of $14.6 billion in 1999 (Forrester Research). The Recording Industry Association of 

America (RIAA) has reported declining revenue in nine of the years from 1999 to 2009, 

with album sales falling an average of 8 percent each year (Goldman). The main reason 

for the industry’s lapse in revenue growth seems to be the growing prevalence of digital 

music. David Goldberg, former head of Yahoo music, posits, “The digital music business 

has been a war of attrition that nobody seems to be winning. The CD is still disappearing, 

and nothing is replacing it in entirety as a revenue generator [sic]” (Goldberg qtd. in 

Goldman). The accessibility the Internet brings to consumers is difficult to monetize. 

Although the music industry licenses ringtones, licenses music on popular Internet radio 

stations such as MySpace Music and Pandora and licenses music videos on YouTube, 

these licensing fees do not make up for the volume of total lost sales (Goldman). As a 
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result, the music industry needs branding to offset production costs for albums, videos 

and tours, all of which cost a significant amount of money (Castillo). 

Even while the recording industry is in decline, musicians always have choices 

about product placement. Matt and Kim, a Brooklyn-based duo, released a 2009 video for 

their song “Daylight” that had no product placement whatsoever. Both Matt and Kim are 

shown playing their instruments and singing in a variety of settings associated with 

everyday culture (i.e. a small, crowded apartment, a dimly lit closet, an alleyway and a 

dumpster). Both are dressed in simple and very casual attire, without any visible brand 

names. Matt uses a piano that is clearly worn down. The focus in this video is, quite 

obviously, the music. Though they do not integrate products into their music videos, Matt 

and Kim allow their music to be used in advertisements. 

When asked about their opinion on licensing music to companies, Matt and Kim 

say, “…We decide based on whether it’s something we use or support… if it’s something 

we are completely against we wouldn’t do it. We ask a ton of questions, and we go back 

and forth with the companies a lot making sure that we see everything. We are about to 

be in this one [advertisement] and it’s for alcohol and you know, sometimes that can lead 

to the wrong way where it’s an [advertisement] in a club with scantily clad women [sic]” 

(Kim qtd. in Humber). Matt and Kim show that musicians are acutely aware of what goes 

on within advertising firms. They know how they want their music to be portrayed and 

make sure to follow the music licensing process closely and actively partake in the 

musical direction to ensure their songs are depicted accurately. 

The commercial use of popular music in advertising is made increasingly 

apparent by the recent trend of product integration in music videos. No strong consensus 
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has been made on whether this transparent union is a positive or negative relationship. It 

is, however, a mutually beneficial one. For companies, music videos provide a source of 

exposure for their brand that is unlike that of traditional media outlets. Although less 

obvious, musicians also benefit from this relationship as well. Endorsements and 

sponsorships offer musicians and labels more financial resources to offset the resources 

needed to realize the creative concepts of their music videos, finance tours and reach a 

larger fan base. The argument that product placement in popular music is advantageous is 

further reinforced by the knowledge that musicians make a conscious decision when they 

enter into endorsements or sponsorships with companies. 
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6 – Cultivating a New Cultural Product: Thoughts on the Future of Popular Music 
and Advertising 
 
 
 It is Super Bowl Sunday and the television screen has just turned to a promotion 

for next week’s episode of Glee. Suddenly, what appears to be a preview of a new 

episode turns into an advertisement for Chevrolet featuring the cast of Glee performing 

Dinah Shore’s 1950’s jingle “See the U.S.A. in Your Chevrolet.” The Super Bowl is 

famous for its high-profile advertisements that air during its television broadcast. The 

cost for a 2011 Super Bowl XLV advertisement is approximately 3 million dollars for a 

30-second spot, making advertising during the Super Bowl the most expensive of the year 

(Horovitz). Because the Super Bowl reaches over 90 million viewers, some of the most 

creative, as well as expensive (in terms of production cost), advertisements are produced 

specifically for this day. 

 Chevrolet created an advertisement featuring Glee for the 2011 Super Bowl XLV 

in the form of a preview for a new Glee episode. The advertisement begins with Sue 

Sylvester, an antagonist on the show, attempting to sabotage New Directions, the main 

cast of Glee. She announces to the members of New Directions that she has booked a gig 

on a Chevrolet advertisement for them. What she omits, however, is that participating in 

the advertisement will disqualify New Directions from participating in the Regional 

singing competition. The scene changes to a dream sequence that features Rachel Berry, 

the lead vocalist of New Directions, singing “See the U.S.A. in Your Chevrolet” with 

backup vocals by other members of the group. This advertisement illustrates a significant 

shift in how members within the popular music industry collaborate with other media 
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industries and indicates that the future of popular music is becoming seamlessly 

integrated with television and advertising. 

This thesis has addressed various arguments both for and against the commercial 

use of popular music. On the one hand, the use of popular music in advertising raises 

issues regarding authenticity, ownership and naturalization. There is also the concern that 

popular musicians are “selling out” by licensing their music to companies, thus losing 

their artistic integrity. On the other hand, the commercial use of popular music provides 

musicians and labels with financial resources to successfully execute the creative vision 

of tours, performances and music videos. Yet despite the many concerns, it seems that the 

use of music in advertisements has proved to be a mutually beneficial relationship within 

the popular music and advertising industries. 

One argument against the licensing of popular music is that advertising is solely 

entrenched in the commercial world. When popular musicians enter into alliances with 

advertising, critics argue that these corporate relationships cause the musicians to create 

music simply for material gain. Yet, popular music also has an economic component and 

is still accepted into popular culture. 

A desire to create, and a need to live, and a yen for money or recognition 
are not warring, but joined elements in human beings. To decry popular 
culture because it is involved with profit motives is to disparage all levels 
of culture, all similarly with personal adulterated motives (Grimsted). 
 

Advertisers and popular musicians share a similar goal: they want to reach a wide 

audience and be memorable. Popular music and advertising are two unique forms of 

media that are both “cultural-commercial hybrids: commerce makes art possible, just as 

art encourages commerce” (Klein 9). As such, the two industries have much more in 

common than many choose to acknowledge. The union of popular music and advertising 
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has blurred the line between art and commerce, and as yet, no clear balance between 

cultural and commercial objectives has been defined. 

 Society takes a very active role as consumers of popular music – they learn the 

melodies, familiarize themselves with the lyrics and even perform covers of songs. As I 

demonstrated in my thesis, consumers are very active and have much agency in my 

analysis of the practice of music licensing. Critics, music fans and musicians express 

strong beliefs both in favor of and in disapproval of the increasingly comfortable 

relationships between artists and corporations. 

While I have focused on how the various aspects of the commercial use of 

popular music has affected both the popular music and advertising industries, it is the 

viewers and listeners who are most affected in their consumption of the media. The 

increased use of product integration in music videos and the increased use of popular 

music in commercials influences viewers to form strong associations between the 

commercial and artistic world. 

 The digitalization of popular music has caused problems in the past decade for the 

popular music industry because accessibility is difficult to monetize. Yet, this 

technological shift may be the industry’s greatest opportunity. The dominating presence 

of the Internet will increase the strength and presence of advertising as well as popular 

music. The alliance of popular music and advertising is a powerful cultural product that 

will, by the sheer force of the influence it will exert over the world, achieve acceptance. 

Although controversy as to the legitimacy of such a cultural product will always exist, I 

believe the union between popular music and advertising is a significant relationship that 
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will eventually change the way society assimilates media and, consequently, how society 

thinks of and views the world. 



 70 

Works Cited 
 
 

"2011 Superbowl Commercials Cost." 2011 Super Bowl Ads. 22 Sept. 2010. Web. 15 
Mar. 2011. <http://www.superbowl-commercials.org/1071.html>.  

 
"25 Years Later: Original WE ARE THE WORLD Song Digitally Enhanced and 

Released with 10 New Songs from World Artists." USA for Africa. 2010. Web. 17 
Mar. 2011. <http://www.usaforafrica.org/>.  

 
Adorno, Theodor W. "On Popular Music: I. The Musical Material." Studies in Philosophy 

and Social Science IX (1941): 17-48. ICCE WWW Info Server, University of 
Groningen. New York: Institute of Social Research. Web. 26 Oct. 2010. 
<http://www.icce.rug.nl/~soundscapes/DATABASES/SWA/On_popular_music_
1.shtml>.  

 
Adickman, Erika B. "Blog Demands No More “Hey Soul Sister” In Commercials." 

Idolator. 5 Oct. 2010. Web. 03 Apr. 2011. <http://idolator.com/5647612/blog-
demands-no-more-hey-soul-sister-in-commercials>.  

 
Allan, David. "An Essay on Popular Music in Advertising: The Bankruptcy of Culture or 

the Marriage of Art and Commerce?" Advertising & Society Review (2005). 
Advertising & Society Review. Advertising Educational Foundation. Web. 11 Feb. 
2010. <http://muse.jhu.edu/journals/asr/v006/6.1allan.html>. 

 
Allan, David. "On Popular Music in Advertising." Popular Musicology Online (2005). 

Popular Musicology Online - ISSN 1357-0951. Web. 03 Apr. 2011. 
<http://www.popular-musicology-online.com/issues/01/allan-01.html>.  

 
Alpert, Judy I., and Mark I. Alpert. "Background Music As An Influence In Consumer 

Mood And Advertising Responses." Association for Consumer Research. 2009. 
Web. 10 Apr. 2011. <http://www.acrwebsite.org/volumes/display.asp?id=6949>.  

 
AMI. "Billboard Music & Advertising Event Roundtable Explores Relationship Between 

Bands and Brands." Screenmedia Daily. 13 Sept. 2010. Web. 03 Apr. 2011. 
<http://www.screenmediadaily.com/news-adweek-billboard-advertising-ami-
entertainment-musicati-bands-brands-001400550.shtml>. 

 
Anderson, Susan H. "Chronicle." The New York Times. 17 Oct. 1990. Web. 10 Apr. 2011. 

<http://query.nytimes.com/gst/fullpage.html?res=9C0CE3D61638F934A25753C1
A966958260>.  

 
Archibold, Randal C. "California Voters Ban Gay Marriage." NYTimes.com. 5 Nov. 

2008. Web. 9 Mar. 2011. 
<http://www.nytimes.com/2008/11/06/us/politics/06ballot.html?_r=1>.  

 



 71 

"ASCAP Television, Cable & Satellite Music Licensing." Welcome to ASCAP. The 
Worldwide Leader in Performance Royalties, Service and Advocacy for 
Songwriters, Composers and Music Publishers. 2010. Web. 2 Feb. 2011. 
<http://www.ascap.com/licensing/tvcablesatellite/>.  

 
Associated Press. "Hollywood Comes out in Support of Gay Marriage." USAToday.com. 

23 Oct. 2008. Web. 16 Mar. 2011. <http://www.usatoday.com/life/people/2008-
10-22-celebs-gay-marriage_N.htm>.  

 
Associated Press. "Kelly Clarkson's Image Helps Indonesian Firm Sell Cigarettes." 

Dallas News. 21 Apr. 2010. Web. 16 Mar. 2011. 
<http://www.dallasnews.com/health/medicine/20100421-Kelly-Clarkson-s-
image-helps-Indonesian-703.ece>.  

 
"Beyonce, Britney, Jay-Z Top Forbes Music Earnings - Entertainment News - Pedestrian 

TV." Pedestrian TV. 20 July 2010. Web. 03 Apr. 2011. 
<http://www.pedestrian.tv/entertainment/news/beyonce-britney-jay-z-top-forbes-
music-earnings/19464.htm>.  

 
"Billy Joel." AllMusic. 2011. Web. 03 Apr. 2011. <http://www.allmusic.com/artist/billy-

joel-p4615/biography>.  
 
"Billy Joel in Walk of Fame Honour." BBC News. 21 Sept. 2004. Web. 03 Apr. 2011. 

<http://news.bbc.co.uk/2/hi/entertainment/3675272.stm>.  
 
Boyd, Stowe. "Bethany Klein on Pop Music, Advertising, Labels, and Filters." Stowe 

Boyd. 2009. Web. 03 Apr. 2011. 
<http://www.stoweboyd.com/post/829560100/bethany-klein-on-pop-music-
advertising-labels-and>.  

 
Brockington, Ryan. "Avril Lavigne 'What the Hell' Music Video Is a Sponsor's Haven." 

New York Post. 24 Jan. 2011. Web. 08 Apr. 2011. 
<http://www.nypost.com/p/blogs/popwrap/guide_to_selling_out_by_avril_lavign
e_uXJ6gyjDWAyaTym4xL8GJN>.  

 
Burns, Gary. "MUSIC TELEVISION." The Museum of Broadcast Communications. 

Web. 17 Mar. 2011. 
<http://www.museum.tv/eotvsection.php?entrycode=musictelevis>.  

 
Bvnmustang. "Join the Surge with Demi Lovato." DoSomething.org. 15 July 2010. Web. 

16 Mar. 2011. <http://www.dosomething.org/blog/celebsgonegood/demi-lovato-
join-surge>.  

 
Cady, Jennifer. "Lady Gaga on "Telephone" and Its Hidden Meaning." E! Online. 11 

Mar. 2010. Web. 10 Apr. 2011. 



 72 

<http://www.eonline.com/uberblog/b171259_lady_gaga_on_telephone_its_hidde
n.html>.  

 
Carlos Santana v. Miller Brewing Co. United States District Court for the Northern 

District of California. 05 Oct. 1993. Print.  
 
Castillo, David. "Music Gets Branded." Product Placement News. 4 June 2009. Web. 25 

Feb. 2011. <http://productplacement.biz/200906041916/news/music/music-gets-
branded.html>.  

 
Cathcart, Chris. "Hidden Beach | Yes We Can: Voices of a Grassroots Movement." 

Hidden Beach | A Sound. A Style. A State of Mind. 22 Sept. 2008. Web. 16 Mar. 
2011. <http://www.hiddenbeach.com/discover/yes-we-can>.  

 
The Century of the Self. Dir. Adam Curtis. BBC Four, 2002. Videocassette. 
 
Chang, Bee-Shyuan. "Selena Gomez and Sears Team Up for Back-to-School Style." 

StyleList. 31 July 2009. Web. 17 Mar. 2011. 
<http://www.stylelist.com/2009/07/31/selena-gomez-and-sears-team-up-for-back-
to-school-style/>.  

 
Charron, Jacob. ""Signed, Sealed, Delivered, I'm Yours": How Music and Musicians 

Propelled Barack Obama to the Presidency in 2008." Diss. The College of 
William and Mary, 2009. Print.  

 
Chase, Christopher R. "Advice on Band Names Registration and Trademark Law." 

Delicious Audio. 2006. Web. 03 Apr. 2011. <http://www.delicious-
audio.com/articles/names.htm>.  

 
Choi, Grace. "Selena Gomez The Role Model." Scholastic.com. 15 Sept. 2009. Web. 17 

Mar. 2011. <http://www2.scholastic.com/browse/article.jsp?id=3752644>.  
 
Clarkson, Kelly. "Jakarta Mishap." Web log post. Kelly Clarkson | Blog. 21 Apr. 2010. 

Web. 15 Mar. 2011. <http://blog.kellyclarkson.com/>.  
 
Coffman, K. G., and A. M. Odlyzko. The Size and Growth Rate of the Internet. 2 Oct. 

1998. Web. 3 Feb. 2011.  
 
Cohen, Sara. "Ethnography and Popular Music Studies." Popular Music 12.2 (1993): 

123-38. JSTOR. Web. 03 Apr. 2011. <http://www.jstor.org/stable/931294>.  
 
Computer History Museum. "Exhibits - Internet History - 1990's." Computer History 

Museum. 2006. Web. 05 Apr. 2011. 
<http://www.computerhistory.org/internet_history/internet_history_90s.html>.  

 



 73 

Connolly, Marie, and Alan B. Krueger. Rockonomics: The Economics of Popular Music. 
Rockonomics: The Economics of Popular Music. Web. 03 Apr. 2011. 
<http://docs.google.com/viewer?a=v&q=cache:gZcCLYWx4uQJ:citeseerx.ist.psu
.edu/viewdoc/download%3Fdoi%3D10.1.1.91.1458%26rep%3Drep1%26type%3
Dpdf+definition+of+popular+music+industry&hl=en&gl=us&pid=bl&srcid=AD
GEESj7NK2RX6EJN5Ah5EtXIILqfOypZ4MJAho_HLniKq8pPiV3Ekj0a5JWmv
LRz4SpZPkNk-
mBqLUUct2n9KZwT7EpfuqYD6mjw1IJWBFoP_1ffZq0h54L0SSdBdvIvTUtDj
vPyniA&sig=AHIEtbS7IWDDrkGqPWaw77hjGpxj3Ho-tw>.  

 
Coulter, Shannon. "How to License Music: An Easy Step-by-Step Guide." Boombox 

Serenade. 2009. Web. 3 Feb. 2011. 
<http://boomboxserenade.typepad.com/boombox_serenade/ebook.html>.  

 
Creswell, Julie. "Nothing Sells Like Celebrity." NYTimes.com. 22 June 2008. Web. 17 

Mar. 2011. 
<http://www.nytimes.com/2008/06/22/business/media/22celeb.html?pagewanted=
all>.  

 
Daniels, Karu F. "Chris Brown: Losing Endorsement Deal After Arrest for Assault." 

Entertainment Newswire | Black Voices. 9 Feb. 2009. Web. 14 Mar. 2011. 
<http://www.bvnewswire.com/2009/02/09/chris-brown-losing-endorsement-deal-
after-arrest-for-assault/>.  

 
Def Leppard Radio. "Oldies – Definition and History." Def Leppard Music. 15 Mar. 

2011. Web. 03 Apr. 2011. 
<http://defleppardmusic.hotnewreleaseproduct.com/oldies-definition-and-
history.html>.  

 
Disney Dreaming. "Justin Bieber’s First YouTube Video To Reach 1 Million Views." 

Disney Dreaming. 07 Jan. 2010. Web. 10 Apr. 2011. 
<http://www.disneydreaming.com/2010/01/07/justin-biebers-first-youtube-video-
to-reach-1-million-views/>.  

 
Dobuzinskis, Alex. "Many Hollywood Celebrities Rally behind Obama." Reuters. 19 

June 2008. Web. 17 Mar. 2011. 
<http://www.reuters.com/article/2008/06/19/people-usa-politics-hollywood-dc-
idUSN1933947120080620?pageNumber=1>.  

 
Dovarganes, Damian. "Kanye Joins All-star Lineup for Obama CD." USAToday.com. 22 

Sept. 2008. Web. 16 Mar. 2011. 
<http://www.usatoday.com/life/music/news/2008-09-19-obama-
soundtrack_N.htm?loc=interstitialskip>.  

 
Doyle, Jack. "Music & Advertising History." The Pop History Dig. 4 June 2009. Web. 10 

Mar. 2010. <http://www.pophistorydig.com/?tag=music-advertising-history>. 



 74 

 
Doyle, Jack. "Nike & The Beatles." The Pop History Dig. 11 Nov. 2010. Web. 10 Apr. 

2011. <http://www.pophistorydig.com/?tag=beatles-lawsuit>.  
 
Doyle, Jack. "The Beatles vs. Nike." The Pop History Dig. 11 Nov. 2010. Web. 15 Mar. 

2011. <http://www.pophistorydig.com/?tag=the-beatles-vs-nike>.  
 
Durham, Meenakshi Gigi., and Douglas Kellner. "The Culture Industry: Enlightenment 

as Mass Deception." Media and Cultural Studies: Keyworks. Malden, MA: 
Blackwell, 2006. 41-72. Print.  

 
Edwards, Jim. "Lindsay Lohan, Desperate for Money, in Fornarina Campaign." BNET. 

23 Mar. 2009. Web. 17 Mar. 2011. <http://www.bnet.com/blog/advertising-
business/lindsay-lohan-desperate-for-money-in-fornarina-campaign/885>.  

 
Eggenberger, Nicole. "Taylor Momsen “Not So Much Thinking About” Haiti." OK! 

Magazine. 15 Jan. 2010. Web. 26 Mar. 2011. 
<http://www.okmagazine.com/2010/01/taylor-momsen-not-so-much-thinking-
about-haiti/>.  

 
Elberse, Anita. "Risks and Rewards of Celebrity Endorsements." CNN. 16 Dec. 2009. 

Web. 17 Mar. 2011. <http://articles.cnn.com/2009-12-
16/opinion/elberse.athlete.endorsements.tiger.woods_1_endorsers-celebrity-
brands?_s=PM:OPINION>.  

 
Elliott, Stuart. "Commercials and Musicians Share the Need to Be Heard." The New York 

Times. 5 Feb. 2009. Web. 03 Apr. 2011. 
<http://www.nytimes.com/2009/02/06/business/media/06adco.html>.  

 
Etten, Ryan Van. "Musicians, Brands, Endorsements, and Partnerships (Part 2)." 

VirtualMusic.TV. 21 Nov. 2009. Web. 17 Mar. 2011. 
<http://virtualmusic.tv/2009/11/musicians-brands-endorsements-partnerships-
part-2/>.  

 
"The Evolution of Music Licensing: Point by Point." ASCAP. 2010. Web. 9 Feb. 2011. 

<http://www.ascap.com/legislation/legis_points.aspx>.  
 
Feelnumb. "Nike Was Sued For 1987 Commercial That Used The Beatles “Revolution” 

Without Apple Records Permission." FeelNumb.com. 31 Aug. 2010. Web. 10 
Apr. 2011. <http://www.feelnumb.com/?p=4137>.  

 
Fellows, Joanne. Acquiring Music for Television Commercials. Diss. University of 

Liverpool, 1998. Print.  
 
 



 75 

Fiske, Susan T. "Examining the Role of Intent: Toward Understanding Its Role in 
Stereotyping and Prejudice." Unintended Thought. By James S. Uleman. 253-83. 
Print.  

 
Frith, Simon. "Look! Hear! The Uneasy Relationship of Music and Television." Popular 

Music 21.03 (2002): 277-90. JSTOR. Web. 26 Oct. 2010. 
<http://www.jstor.org/stable/853719>.  

 
Geez, Big. "The Definition of Oldies." Blogcritics. 21 Aug. 2006. Web. 04 Apr. 2011. 

<http://blogcritics.org/music/article/the-definition-of-oldies/>.  
 
Goldman, David. "Music's Lost Decade: Sales Cut in Half in 2000s." CNNMoney.com. 

02 Feb. 2010. Web. 10 Apr. 2011. 
<http://money.cnn.com/2010/02/02/news/companies/napster_music_industry/>.  

 
Gomez, Selena. "Selena Gomez." Interview by Melissa Chapman. Time Out Kids New 

York, 20 May 2009. Web. 17 Mar. 2011. 
<http://timeoutnewyorkkids.com/guides-resources/family-life/62152/selena-
gomez>.  

 
Greenberg, Marci. "Teen Sensation Selena Gomez Appointed UNICEF Ambassador." 

Reuters. 03 Sept. 2009. Web. 15 Mar. 2011. 
<http://www.reuters.com/article/2009/09/03/idUS178135 03-Sep-2009 
PRN20090903>.  

 
Greenburg, Zack O. "Why Lady Gaga Will Earn $100 Million in 2011 - Zack O'Malley 

Greenburg." Forbes. 12 Jan. 2011. Web. 05 Apr. 2011. 
<http://blogs.forbes.com/zackomalleygreenburg/2011/01/12/why-lady-gaga-will-
earn-100-million-in-2011/>.  

 
Grein, Paul. "Week Ending Aug. 23, 2009: Over 50 And Still On Top." Yahoo! Music - 

Internet Radio, Music Videos, Artists, Music News, Interviews and Performances. 
26 Aug. 2009. Web. 26 Oct. 2010. 
<http://new.music.yahoo.com/blogs/chart_watch/41066/week-ending-aug-23-
2009-over-50-and-still-on-top/>.  

 
Hampp, Andrew. "Gaga, Oooh La La: Why the Lady Is the Ultimate Social Climber." 

Advertising Age. 22 Feb. 2010. Web. 03 Apr. 2011. 
<http://adage.com/article/special-report-digital-alist-2010/digital-a-list-2010-lady-
gaga-social-media-climber/142210/>.  

 
Hampp, Andrew. "How Miracle Whip, Plenty of Fish Tapped Lady Gaga's 'Telephone'" 

Advertising Age. 13 Mar. 2010. Web. 17 Mar. 2011. 
<http://adage.com/article/madisonvine-news/miracle-whip-plenty-fish-tap-lady-
gaga-s-telephone/142794/>.  

 



 76 

Hau, Louis. "The Top-Earning Musicians." Forbes. 19 Sept. 2007. Web. 03 Apr. 2011. 
<http://www.forbes.com/2007/09/19/music-madonna-rolling_stones-biz-media-
cx_lh_0919musicians.html>.  

 
HEC MONTRÉAL. "Components of the Cultural Product." HEC Montréal, 4 Sept. 2011. 

Web. 03 Apr. 2011. <http://www.gestiondesarts.com/index.php?id=791>.  
 
Heldman, Breanne L. "Kelly Clarkson Tries and Fails to Snuff Out Cigarette 

Controversy." E! Online. 21 Apr. 2010. Web. 16 Mar. 2011. 
<http://www.eonline.com/uberblog/b177441_kelly_clarkson_tries_snuff_out.html
>.  

 
Heng, Elina. "Will.i.am's "Yes We Can Song" Video Awarded Emmy(R) for New 

Approaches in Daytime Entertainment." Marketwire. 16 June 2008. Web. 05 Apr. 
2011. <http://www.marketwire.com/press-release/williams-Yes-We-Can-Song-
Video-Awarded-Emmy-New-Approaches-Daytime-Entertainment-869064.htm>.  

 
Hilburn, Robert. "Beatles Sue Nike Over Use Of Song - Los Angeles Times." The Los 

Angeles Times. 29 July 1987. Web. 10 Apr. 2011. 
<http://articles.latimes.com/1987-07-29/entertainment/ca-4364_1_beatles-song>.  

 
Hilton, Perez. "Taylor Momsen Dropped From IMG." CocoPerez. 21 Dec. 2010. Web. 

17 Mar. 2011. <http://cocoperez.com/2010-12-21-taylor-momsen-no-longer-
represented-by-img-models>.  

 
Horovitz, Bruce. "Best Super Bowl Ads: A Doggone Tie for Ad Meter." USAToday.com. 

3 Feb. 2011. Web. 15 Mar. 2011. 
<http://www.usatoday.com/money/advertising/admeter/2011/super-bowl-ad-
meter/43271432/1>.  

 
Huron, David. “Music in Advertising.” The Musical Quarterly. 1989. 10 May 2010. 
 
Ibáñez, Vanessa A., Mark Zander, and Patrick Hartmann. Brands and Bands: How Music 

Influences First Impressions of Endorsers and Brands. Web. 10 Apr. 2011. 
<http://www.marketing-trends-
congress.com/2010_cp/Materiali/Paper/Fr/Apaolaza%20Ibanez_Zander_Hartman
n.pdf>.  

 
IFPI. "Music Record Industry: The History: 1990's." Sociology Department :: Duke 

University. 02 Apr. 2010. Web. 10 Apr. 2011. 
<http://www.soc.duke.edu/~s142tm01/history90.html>.  

 
IFPI. "Recorded Music - Driver of a US$100 Billion Economic Sector." IFPI. 22 June 

2006. Web. 10 Apr. 2011. 
<http://www.ifpi.org/content/section_news/20060622.html>.  

 



 77 

 
"The Impact of The Internet on The Music Business - Ministry Of Rock." Ministry of 

Rock. 2011. Web. 03 Apr. 2011. <http://www.ministryofrock.co.uk/impact-
internet-music-business.html>.  

 
"International Health Groups, Fans Urge Kelly Clarkson to Drop Tobacco Sponsorship." 

Campaign for Tobacco Free Kids. 10 Apr. 2010. Web. 16 Mar. 2011. 
<http://www.tobaccofreekids.org/press_releases/post/id_1300>.  

 
"Interview: Know Your NYC Bands with Matt and Kim." Interview by Seraphina L. 

BeatCrave. 23 Jan. 2009. Web. 10 May 2010. <http://beatcrave.com/2009-01-
23/interview-know-your-nyc-bands-with-matt-and-kim/>. 

 
James, Danny. "Kelly Osbourne to Replace Taylor Momsen as New Material Girl?" AOL 

Music Blog. 24 Jan. 2011. Web. 10 Apr. 2011. 
<http://blog.music.aol.com/2011/01/24/kelly-osbourne-to-replace-taylor-momsen-
as-new-material-girl/>.  

 
"Join the Surge Scholarship | Do Something." Do Something. 2011. Web. 06 Apr. 2011. 

<http://www.dosomething.org/grants/join-the-surge/scholarships>.  
 
Jones, Steve. Pop Music and the Press. Philadelphia: Temple UP, 2002. Print.  
 
"Justin Bieber - YouTube Phenomenon and King of Streaming Media." Music Lovers 

Group. Web. 10 Apr. 2011. <http://www.musicloversgroup.com/justin-bieber-
youtube-phenomenon-and-king-of-streaming-media/>.  

 
Katyperry. "Http://twitter.com/katyperry/status/38631450374832128." Web log 

comment. Twitter. 18 Feb. 2011. Web. 20 Feb. 2011. 
<http://twitter.com/katyperry/status/38631450374832128>.  

 
Katz, Nikki. "Demi Lovato Accepts Eosinophilic Honorary Ambassador Award." 

Crushable. 12 May 2009. Web. 15 Mar. 2011. 
<http://crushable.com/entertainment/demi-lovato-accepts-eosinophilic-honorary-
ambassador-award/>.  

 
Kaufman, Gil. "Chris Brown's Songs, TV Appearances Yanked From Air." MTV.com. 11 

Feb. 2009. Web. 15 Mar. 2011. 
<http://www.mtv.com/news/articles/1604786/chris-browns-songs-tv-appearances-
yanked-from-air.jhtml>.  

 
Kaufman, Gil. "'We Are The World' Remake Brings Lil Wayne, Kanye West, Pink, 

Usher, More Together For Haiti." MTV. 2 Feb. 2010. Web. 9 Mar. 2011. 
<http://www.mtv.com/news/articles/1631018/we-world-remake-brings-lil-wayne-
kanye-west-many-more-together-haiti.jhtml>.  

 



 78 

"Kelly Osbourne Replaces Taylor Momsen as Face of Madonna's Line." 
UsMagazine.com. 24 Jan. 2011. Web. 17 Mar. 2011. 
<http://www.usmagazine.com/stylebeauty/news/kelly-osbourne-replaces-taylor-
momsen-as-face-of-madonnas-line-2011241>.  

 
Kimiagar, Sina. "Celebrity Endorsements: Can They Be Used For The Greater Good?" 

Selling Sound and Style. 10 Mar. 2010. Web. 14 Mar. 2011. 
<http://myportfolio.usc.edu/nicoleph/2010/03/celebrity_endorsements_can_they_
be_used_for_the_greater_good.html>.  

 
Klein, Bethany. As Heard on TV: Popular Music in Advertising. Farnham, England: 

Ashgate, 2009. Print.  
 
Klein, Bethany. "In Perfect Harmony: Popular Music and Cola Advertising." Popular 

Music and Society 31.1 (2008): 1-20. Print.  
 
Klein, Bethany. "The Close Relationship Between Pop Music and Advertising." 

Interview by Matt Palmquist. Miller-McCune Online Magazine. 4 Nov. 2008. 
Web. 12 Mar. 2010. <http://www.miller-mccune.com/media/rock-star-brought-to-
you-by-huge-advertiser-4137/>. 

 
Kottke, Jason. "Country Version of Lady Gaga's Born This Way." Kottke. 25 Mar. 2011. 

Web. 03 Apr. 2011. <http://kottke.org/11/03/country-version-of-lady-gagas-born-
this-way>.  

 
Krayewski, Kalla. "American Youth Disengaging from Politics: Numbers Show US 

Teens Are Becoming Less Interested in Politics." Suite101.com. 13 Mar. 2009. 
Web. 9 Mar. 2011. <http://www.suite101.com/content/american-youth-
disengaging-from-politics-a102196>.  

 
Kusek, David, Gerd Leonhard, and Susan Gedutis Lindsay. The Future of Music: 

Manifesto for the Digital Music Revolution. Boston: Berklee, 2005. Print.  
 
L I, David K. "Lindsay Lohan Full of Excuses for Bad-girl Behavior in Vanity Fair 

Article." NYPost.com. 1 Sept. 2010. Web. 17 Mar. 2011. 
<http://www.nypost.com/p/news/local/meet_the_new_lindsay_sfqVNaod6ZFFL
OXKt15fUL>.  

 
"LADY GAGA | BORN THIS WAY (COUNTRY ROAD VERSION)." Lady Gaga : 

Lady Gaga's Music. 2011. Web. 03 Apr. 2011. 
<http://www.ladygaga.com/forum/default.aspx?cid=594>.  

 
"Lady Gaga’s “Telephone” Music Video Has Plenty of Product Placement." PlaceVine | 

Brand Integration Service | Product Placement & Branded Entertainment 
Company. 16 Mar. 2010. Web. 07 Apr. 2011. 
<http://www.placevine.com/blog/2010/03/16/lady-gagas-telephone-music-video-



 79 

has-plenty-of-product-placement/>.  
 
Lady, Lee. "The Twentieth Century's New Art Form: Popular Music." Popular Music as 

an Art Form. 1999. Web. 03 Apr. 2011. 
<http://www2.hawaii.edu/~lady/ramblings/pop.html>.  

 
Lahey, Kathleen Ann., and Kevin Alderson. Same-sex Marriage: the Personal and the 

Political. Toronto: Insomniac, 2004. Print.  
 
Leiner, Barry M., Vinton G. Cerf, David D. Clark, Robert E. Kahn, Leonard Kleinrock, 

Daniel C. Lynch, Jon Postel, Larry G. Roberts, and Stephen Wolff. "All About 
The Internet: History of the Internet." Internet Society (ISOC). 2011. Web. 09 
Apr. 2011. <http://www.isoc.org/internet/history/brief.shtml>.  

 
Lendon, Brad. "Kelly Clarkson Concert Banned in Jakarta." CNN.com. 21 Apr. 2010. 

Web. 10 Apr. 2011. <http://marquee.blogs.cnn.com/2010/04/21/kelly-clarkson-
concert-banned-in-jakarta/>.  

 
Lopez, Korina. "For Train, It's Success with 'Hey, Soul Sister'" USA Today. 17 May 

2010. Web. 03 Apr. 2011. <http://www.usatoday.com/life/music/news/2010-05-
03-train03_ST_N.htm>.  

 
Luck, Diana. Advertising Theory. London Metropolitan University, 4 Dec. 2009. Web. 03 

Apr. 2011. <http://www.scribd.com/doc/38001825/The-Relationship-Between-
Music-and-Advertising>.  

 
Majerol, Veronica. "That's Advertainment." Web. 05 Apr. 2011. 

<http://staff.fcps.net/wturner/That's%20Advertainment.pdf>.  
 
MarinasDiamonds. "What Is Consensus on Product Placement in Videos? As a Fan, Do 

You Prefer Product Placement If It Means Bigger Budget Vid?" Web log 
comment. Twitter. 18 Feb. 2011. Web. 26 Feb. 2011. 
<http://twitter.com/MarinasDiamonds/status/38567910196781056>.  

 
Masnick, Mike. "Content Is Advertising: Making Music Videos More Appealing And 

Interactive." Techdirt. 26 Oct. 2010. Web. 17 Mar. 2011. 
<http://www.techdirt.com/articles/20101025/10565011577/content-is-advertising-
making-music-videos-more-appealing-and-interactive.shtml>.  

 
Masnick, Mike. "The Insanity Of Music Licensing: In One Single Graphic." Techdirt. 16 

Aug. 2010. Web. 9 Feb. 2010. 
<http://www.techdirt.com/articles/20100813/17380410623.shtml>.  

 
Mason, Margie. "American Idol Winner Sparks Smoking Debate." Msnbc.com. 20 Apr. 

2010. Web. 6 Mar. 2011. <http://www.msnbc.msn.com/id/36673407/ns/health-
addictions/>.  



 80 

 
Mastrull, Amanda. "Kelly Clarkson's Image Used on Billboards of Indonesian Cigarette 

Company Sponsoring Jakarta Concert." New York Daily News. 21 Apr. 2010. 
Web. 16 Mar. 2011. <http://articles.nydailynews.com/2010-04-
21/entertainment/27062303_1_youth-smoking-boys-smoke-third-largest-
cigarette>.  

 
Matos, Michaelangelo. "Advertising And Authenticity With Moby." Idolator.com. 19 

Nov. 2008. Web. 10 Apr. 2011. <http://idolator.com/5093342/advertising-and-
authenticity-with-moby>.  

 
"Matt and Kim – Exclusive Interview." Interview by Greg Humber. Pin Point Music. 8 

May 2009. Web. 10 May 2010. <http://www.pinpointmusic.com/matt-and-kim-
exclusive-interview/>. 

 
McLaren, Carrie, and Rick Prelinger. "Music and Advertising Timeline." Stay Free! 

1998. Web. 12 Mar. 2010. <http://www.ibiblio.org/pub/electronic-
publications/stay-free/archives/15/timeline.html>.  

 
McLaren, Carrie. "LICENSED TO SELL: Why the Jingle Is Dead and Commercial Pop 

Rules." Stay Free! 1998. Web. 12 Mar. 2010. 
<http://www.ibiblio.org/pub/electronic-publications/stay-
free/archives/15/licensed.html>.  

 
McLaren, Carrie. "Salesnoise: the Convergence of Music and Advertising." Stay Free! 

1998. Web. 12 Mar. 2010. <http://www.ibiblio.org/pub/electronic-
publications/stay-free/archives/15/salesnoise.html>. 

 
Meisel, John B., and Timothy S. Sullivan. "The Impact of the Internet on the Law and 

Economics of the Music Industry." Info 4.2 (2002): 16-22. Print.  
 
MENC. "United States Copyright Law: A Guide for Music Educators." The National 

Association for Music Eduators, 2003. Web. 6 Feb. 2011. 
<http://www.menc.org/resources/view/united-states-copyright-law-a-guide-for-
music-educators>.  

 
Miller, Victoria L. "Selena Gomez: Too Good to Be True?" Omg! on Yahoo! 5 Oct. 2010. 

Web. 17 Mar. 2011. <http://omg.yahoo.com/blogs/crush/selena-gomez-too-good-
to-be-true/468>.  

 
Minsky, Aaron. "Endorsements - A Power Tool For Musicians?" MusicDish E-Journal. 6 

Nov. 2000. Web. 17 Mar. 2011. 
<http://www.musicdish.com/mag/index.php3?id=2224>.  

 
Mintzer, Jen. "Money for Nothing: Behind the Business of Pop Music." Web. 05 Apr. 

2011. 



 81 

<http://www.jenmintzer.com/Media%20Education%20Foundation%20Study%20
Guides/MoneyForNothing.pdf>.  

 
Mintzer, Rich. "Product Placement Takes the Stage." Entrepreneur. 28 Sept. 2007. Web. 

10 Apr. 2011. 
<http://www.entrepreneur.com/advertising/adsbytype/otherideas/article184830.ht
ml>.  

 
Moore, Allan. "Authenticity as Authentication." Popular Music 21.2 (2002): 209-23. 

JSTOR. Web. 25 Jan. 2009. <http://www.jstor.org/stable/853683>.  
 
Mueller, Gavin. "Authenticity in Pop Music." Stylus Magazine. 18 June 2003. Web. 10 

Apr. 2011. 
<http://www.stylusmagazine.com/articles/pop_playground/authenticity-in-pop-
music.htm>.  

 
Mueller, Walt. "The Music Generation and MTV." CPYU || The Center for Parent/Youth 

Understanding - Home. 2007. Web. 20 Feb. 2011. 
<http://www.cpyu.org/Page.aspx?id=77182>.  

 
Needham, Dan. "The Responsibilities That Come with Product Endorsements." Interview 

by Artistshousemusic. Artistshousemusic.org. Dec. 2007. Web. 4 Feb. 2011. 
<http://www.artistshousemusic.org/videos/the+responsibilities+that+come+with+
product+endorsements>.  

 
Oh, Eunice. "FIRST LOOK: Selena Gomez's Cell-Free Safety Pitch." People.com. 03 

Feb. 2009. Web. 15 Mar. 2011. 
<http://www.people.com/people/article/0,,20256299,00.html>.  

 
Palmquist, Matt. "The Close Relationship Between Pop Music and Advertising." Miller-

McCune. 4 Nov. 2008. Web. 03 Apr. 2011. <http://www.miller-
mccune.com/media/rock-star-brought-to-you-by-huge-advertiser-4137/>.  

 
Pareles, Jon. "Nike Calls Beatles Suit Groundless." New York Times. 5 Aug. 1987. Web. 

15 Mar. 2011. <http://www.nytimes.com/1987/08/05/arts/nike-calls-beatles-suit-
groundless.html>.  

 
Pareles, Jon. "Nike Calls Beatles Suit Groundless." The New York Times. 5 Aug. 1987. 

Web. 26 Oct. 2010. <http://www.nytimes.com/1987/08/05/arts/nike-calls-beatles-
suit-groundless.html>.  

 
Pemberton, Andy. "Is Lady Gaga's Video For "Telephone" Just One Big Ad? - 

Musictoob." Yahoo! Music - Internet Radio, Music Videos, Artists, Music News, 
Interviews and Performances. 23 Mar. 2010. Web. 14 May 2010. 
<http://new.music.yahoo.com/blogs/musictoob/29122/is-lady-gagas-video-for-
telephone-just-one-big-ad/>. 



 82 

 
"Phoenix." The Internet Movie Database (IMDb). 2011. Web. 08 Apr. 2011. 

<http://www.imdb.com/name/nm1558471/>.  
 
Pike, Julie. "Vanessa Hudgens Nude Photo Fallout: More Pics Likely, Endorsements?" 

National Ledger. 10 Sept. 2007. Web. 17 Mar. 2011. 
<http://www.nationalledger.com/cgi-
bin/artman/exec/view.cgi?archive=17&num=15974>.  

 
Plambeck, Joseph. "Product Placement Grows in Music Videos." NYTimes.com. 5 July 

2010. Web. 10 Mar. 2011. 
<http://www.nytimes.com/2010/07/06/business/media/06adco.html?_r=2>.  

 
Pollock, Jesse. "Matt and Kim Interview." FECAL FACE DOT COM. 26 Feb. 2007. 

Web. 10 Apr. 2011. 
<http://www.fecalface.com/SF/index.php/component/content/article/116-
music/525-matt-and-kim-interview>.  

 
Press Trust of India. "Katy Perry Unimpressed By Britney's Product Placement Video." 

NDTV. 24 Feb. 2011. Web. 26 Feb. 2011. 
<http://movies.ndtv.com/movie_story.aspx?Section=Movies&ID=ENTEN201101
70141&subcatg=MOVIESINDIA&keyword=music&nid=87467>.  

 
Price, R. G. "Understanding Capitalism Part IV: Capitalism, Culture and Society." 

Rational Revolution. 4 Feb. 2005. Web. 03 Apr. 2011. 
<http://rationalrevolution.net/articles/capitalism_culture.htm>.  

 
"Product Placement Grows in Music Videos." The Economic Times. 7 July 2010. Web. 

20 Feb. 2011. <http://economictimes.indiatimes.com/news/news-by-
industry/media/entertainment/entertainment/product-placement-grows-in-music-
videos/articleshow/6136575.cms>.  

 
Quatrini, Jay. "Branding and Embracing New Technologies in the Music Business." 

Interview by Artistshousemusic. Artistshousemusic.org. Nov. 2005. Web. 2 Feb. 
2011. 
<http://www.artistshousemusic.org/videos/branding+and+embracing+new+techn
ologies+in+the+music+business>.  

 
Quatrini, Jay. "Record Deals." Interview by Artistsmusichouse. Artistshousemusic.org. 

Nov. 2005. Web. 4 Feb. 2011. 
<http://www.artistshousemusic.org/videos/record+deals>.  

 
Quatrini, Jay. "What Is the Difference Between Publishing and Copyright?" Interview by 

Artistsmusichouse. Nov. 2005. Web. 9 Feb. 2011. 
<http://www.artistshousemusic.org/videos/what+is+the+difference+between+pub
lishing+and+copyright>.  



 83 

 
Regis, Sian-Pierre. "What If Product Placement In Music Videos Went Toward A Good 

Cause?" MTV Act Blog. Mar. 2011. Web. 20 Mar. 2011. 
<http://act.mtv.com/posts/what-if-product-placement-in-music-videos-went-
towards-a-good-cause/>.  

 
Reuter, Annie. "Train: 15 Years and Counting." Marie Claire. 6 Dec. 2009. Web. 31 Oct. 

2010. <http://www.marieclaire.com/world-reports/opinion/train-interview>.  
 
Reuters. "Phoenix's Chart Rise Sets New Record." Yahoo! Music. 12 Feb. 2010. Web. 07 

Apr. 2011. <http://new.music.yahoo.com/phoenix/news/phoenixs-chart-rise-sets-
new-record--61983923>.  

 
Richards, Dave. "Train Adds Ukulele to Make "Hey, Soul Sister" a Chart Topper." 

GoErie.com. 7 Nov. 2009. Web. 31 Oct. 2010. 
<http://www.goerie.com/apps/pbcs.dll/article?AID=/20091107/NEWS02/311079
974/-1/RSS01>.  

 
Ryan, Harriet, and Richard Winton. "Chris Brown, Rihanna and the Image Problem." Los 

Angeles Times. 16 Feb. 2009. Web. 10 Apr. 2011. 
<http://www.latimes.com/business/la-et-chrisbrown16-
2009feb16,0,2542148.story>.  

 
Ryan, Harriet, and Richard Winton. "Chris Brown-Rihanna Incident May Affect Stars' 

Product Endorsements." Fox 8 News. 17 Feb. 2009. Web. 15 Mar. 2011. 
<http://www.fox8.com/news/wjw-entertainment-
chrisbrownrihanna21709,0,4733944.story>.  

 
Sara. "Selena Gomez Borden Milk Ad." Sugar Slam - The Next Generation Of Fame. 26 

May 2009. Web. 17 Mar. 2011. <http://www.sugarslam.com/selena-gomez-
borden-milk-ad/>.  

 
Sauer, Abe. "What the Hell: Avril Lavigne Ventures Into Product Placement." Brand 

Channel. 25 Jan. 2011. Web. 08 Apr. 2011. 
<http://www.brandchannel.com/home/post/2011/01/25/What-the-Hell-Avril-
Lavigne-Ventures-Into-Product-Placement.aspx>.  

 
Schleimer, Joseph D. "Schleimer & Freundlich Trial Notes." Schleimer Law. Web. 10 

Apr. 2011. <http://www.schleimerlaw.com/trial.htm>.  
 
Scott, B. "YouTube Singer Spotlight: Justin Bieber!" B. Scott | The Multimedia Maven | 

Lovebscott.com. 16 June 2008. Web. 10 Apr. 2011. 
<http://www.lovebscott.com/2008/06/16/youtube-singer-spotlight-justin-bieber/>.  

 
Selby, Jenn. "Taylor Momsen Dropped from Modelling Contract." Glamour.com UK. 22 

Dec. 2010. Web. 17 Mar. 2011. 



 84 

<http://www.glamourmagazine.co.uk/celebrity/celebrity-news/2010/12/22/taylor-
momsen-dropped-from-modelling-contract>.  

 
"Selena Gomez Cares For Dogs In Puerto Rico." Popdirt.com. 8 Mar. 2009. Web. 16 

Mar. 2011. <http://popdirt.com/selena-gomez-cares-for-dogs-in-puerto-
rico/72217/>.  

 
Semigran, Aly. "'Glee' Propels Journey's "Don't Stop Believin'" to Go on and on and on 

and on." EW.com. 21 May 2009. Web. 26 Oct. 2010. <http://music-
mix.ew.com/2009/05/21/glee-gives-jour/>.  

 
Serjeant, Jill. "Carrie Underwood Disses Celeb Political Endorsements." Analysis & 

Opinion | Reuters. 04 Nov. 2008. Web. 10 Mar. 2011. 
<http://blogs.reuters.com/fanfare/2008/11/04/carrie-underwood-disses-celeb-
political-endorsements/>.  

 
Serjeant, Jill. ""Glee" Brings Joy to Beleaguered Music Industry." Reuters.com. 09 Nov. 

2009. Web. 26 Oct. 2010. <http://www.reuters.com/article/2009/11/09/us-glee-
idUSTRE5A85EL20091109?pageNumber=1&virtualBrandChannel=10522>.  

 
Serjeant, Jill. "Singers for Obama Release “Yes We Can” Album." Analysis & Opinion | 

Reuters. 19 Sept. 2008. Web. 17 Mar. 2011. 
<http://blogs.reuters.com/fanfare/2008/09/19/singers-for-obama-release-yes-we-
can-album/>.  

 
Serpe, Gina. "Kelly Clarkson's Cigarette Sponsor Butts Out After She Wusses Out." E! 

Online. 22 Apr. 2010. Web. 16 Mar. 2011. 
<http://www.eonline.com/uberblog/b177576_kelly_clarksons_cigarette_sponsor_
butts.html>.  

 
Shakersinthedark. "Selling Out." Shakers in the Dark – Egg's Blog. 23 Feb. 2011. Web. 

10 Apr. 2011. <http://shakersinthedark.wordpress.com/2011/02/23/selling-out/>.  
 
Sisario, Ben. "Pop Tours Still Sell, Despite Economy." The New York Times. 12 July 

2008. Web. 03 Apr. 2011. 
<http://www.nytimes.com/2008/07/12/arts/music/12tour.html?_r=1>.  

 
Shuker, Roy. Understanding Popular Music. London: Routledge, 1994. Print.  
 
St. Cyr, Linda. "Celebrities Raise Hope For Congo." Look to the Stars: The World of 

Celebrity Giving. 10 July 2009. Web. 10 Mar. 2011. 
<http://www.looktothestars.org/news/2789-celebrities-raise-hope-for-congo>.  

 
Small, Christopher. Musicking: the Meanings of Performing and Listening. Hanover, 

(NH) and London: Wesleyan U.P., 1998. Print.  
 



 85 

 
Sony Music Entertainment. "Billy Joel Timeline." Billy Joel | The Official Billy Joel Site. 

2011. Web. 03 Apr. 2011. <http://www.billyjoel.com/us/billy-joel-biography-
timeline>.  

 
Spin Doctors. Web. 09 Apr. 2011. <http://www.spindoctors.com/>.  
 
Standler, Ronald B. Music Copyright Law in the USA. 28 Oct. 2009. Web. 9 Feb. 2011. 

<www.rbs2.com/copyrm.pdf>.  
 
Stephanie. "Sound Alikes: Not Your Average Job Description." Vox Daily. Web. 06 Apr. 

2011. 
<http://blogs.voices.com/voxdaily/2006/08/sound_alikes_voice_actors.html>.  

 
Stop Advertising From Pulling A Train. 2010. Web. 04 Apr. 2011. 

<http://stopadvertisingfrompullingatrain.info/>.  
 
Sun, Feifei. "Forbes Predicts Lady Gaga Will Make $100M This Year." TIME NewsFeed. 

Web. 05 Apr. 2011. <http://newsfeed.time.com/2011/01/14/cha-ching-for-gaga-
forbes-says-our-lady-of-song-will-bank-100-m-in-2011/>.  

 
Supreme Court of the United States. "Feist Publications, Inc. v. Rural Telephone Service 

Co., Inc." Google Scholar. Web. 8 Feb. 2011. 
<http://scholar.google.com/scholar_case?case=1195336269698056315&q=idea-
expression+dichotomy&hl=en&as_sdt=2,22&as_vis=1>.  

 
Talev, Margaret. "Soul of the Obama Campaign Is in the Soundtrack." McClatchy. 31 

Oct. 2008. Web. 17 Mar. 2011. 
<http://www.mcclatchydc.com/2008/10/31/55103/soul-of-the-obama-campaign-
is.html>.  

 
Taylor, Charles. "The Politics of Recognition." Multiculturalism: Examining the Politics 

of Recognition. Princeton: Princeton UP, 1994. 25-73. Print.  
 
"Taylor in Grazia Magazine (February 2011)." Taylor Momsen Source. 28 Jan. 2011. 

Web. 17 Mar. 2011. <http://taylormomsenblog.blogspot.com/2011/01/taylor-in-
grazia-magazine.html>.  

 
"Taylor Momsen Voted Worst Role Model for Young Girls!" Surfme' 13 Feb. 2011. 

Web. 17 Mar. 2011. <http://surfme.wordpress.com/2011/02/13/taylor-momsen-
voted-worst-role-model-for-young-girls/>.  

 
Thomas, Jaia. "Legal Issues in Music." The Law Office of Jaia Thomas. 2010. Web. 6 

Feb. 2010. <http://jathomaslaw.com/blog/?cat=14>.  
 



 86 

Thomson, Katherine. "Carrie Underwood: I "Lose Respect" For Celebrities Who 
Endorse." The Huffington Post. 04 Nov. 2008. Web. 10 Apr. 2011. 
<http://www.huffingtonpost.com/2008/11/04/carrie-underwood-i-lose-
r_n_140921.html>.  

 
"Trick-or-Treat for UNICEF Celebrates 60 Years of Americaâ ��™s Youth Making a 

Difference throughout the World." U.S. Fund for UNICEF. 26 May 2010. Web. 
15 Mar. 2011. <http://www.unicefusa.org/news/releases/trick-or-treat-for-unicef-
long-lead-release.html>.  

 
"Trick-or-Treat for UNICEF Spokesperson Selena Gomez." U.S. Fund for UNICEF. 

Web. 15 Mar. 2011. <http://youth.unicefusa.org/trickortreat/trick-or-treat-for-
unicef-community/selena-gomez.html>.  

 
UFW: The Official Web Page of the United Farm Workers of America. 2011. Web. 08 

Apr. 2011. <http://www.ufw.org/_board.php?mode=view>.  
 
"UNICEF to Selena Gomez: You’re a Great Role Model! | Selena Gomez." Just Jared. 

10 Oct. 2008. Web. 16 Mar. 2011. 
<http://justjared.buzznet.com/2008/10/10/selena-gomez-unicef/>.  

 
U.S. Supreme Court. "BAKER V. SELDEN, 101 U. S. 99 :: Volume 101 :: 1879 :: Full 

Text." US Supreme Court Cases from Justia & Oyez. Web. 6 Feb. 2011. 
<http://supreme.justia.com/us/101/99/case.html>.  

 
Van Etten, Ryan. "Musicians, Brands, Endorsements, and Partnerships (Part 2)." Virtual 

Music. 21 Nov. 2009. Web. 07 Apr. 2011. 
<http://virtualmusic.tv/2009/11/musicians-brands-endorsements-partnerships-
part-2/>.  

 
Vilensky, Mike. "Taylor Momsen Put on ‘Indefinite Hiatus’ From Gossip Girl." Vulture. 

22 Nov. 2010. Web. 17 Mar. 2011. 
<http://nymag.com/daily/entertainment/2010/11/taylor_momsen.html>.  

 
"The Walt Disney Company Launches Disney's Friends for Change." Disney Channel 

Medianet. 14 May 2009. Web. 15 Mar. 2011. 
<http://www.disneychannelmedianet.com/web/showpage/showpage.aspx?progra
m_id=3121352&type=lead>.  

 
Warnock, Jon D. "Doing Ethos-Work: Exploring Group Ethos Among Indie Musicians." 

Diss. University of Kansas. Print.  
 
Wei, William. "And The Most Watched Video In April Is..." Business Insider. 01 May 

2010. Web. 10 Apr. 2011. <http://www.businessinsider.com/and-the-most-
watched-video-in-april-is-2010-5>.  

 



 87 

Wenzel, John. "The Reverb Interview: Phoenix at the Ogden Theatre | Reverb — Reverb 
Music — The Denver Post." Reverb. 16 Apr. 2010. Web. 06 Apr. 2011. 
<http://www.heyreverb.com/2010/04/16/the-reverb-interview-phoenix/>.  

 
"What's Working in Music: Having a Ball." The Economist. 7 Oct. 2010. Web. 03 Apr. 

2011. <http://www.economist.com/node/17199460>.  
 
White, Armond. "Official History of Music Video." New York Press. 1 Aug. 2007. Web. 

20 Feb. 2011. <http://www.nypress.com/article-16889-official-history-of-music-
video.html>.  

 
Wightman, Catriona. "GaGa: 'Telephone Video Is a Commentary'" Digital Spy. 12 Mar. 

2010. Web. 26 Feb. 2011. 
<http://www.digitalspy.com/music/news/a208329/gaga-telephone-video-is-a-
commentary.html>.  

 
Wigler, Josh. "The Man Behind Lady Gaga's 'Telephone' Video: Jonas Akerlund." MTV. 

12 Mar. 2010. Web. 20 Feb. 2011. 
<http://www.mtv.com/news/articles/1633818/man-behind-lady-gagas-telephone-
video-jonas-akerlund.jhtml>.  

 
Wikström, Patrik. The Music Industry Music in the Cloud. Cambridge [u.a.: Polity, 2010. 

Print.  
 
Will.i.am. "Will.i.am: Why I Recorded "Yes We Can"" Huffington Post. 3 Feb. 2008. 

Web. 17 Mar. 2011. <http://www.huffingtonpost.com/william/why-i-recorded-
yes-we-can_b_84655.html>.  

 
Williams, Kaylene, Alfred Petrosky, Edward Hernandez, and Robert Page, Jr. "Product 

Placement Effectiveness: Revisited and Renewed." Journal of Management and 
Marketing Research: 1-24. Web. 05 Apr. 2011. 
<http://www.aabri.com/manuscripts/10712.pdf>.  

 
Willman, Chris. "'Don't Stop Believin' ' as Pop-cultural Touchstone." Los Angeles Times. 

29 June 2009. Web. 26 Oct. 2010. 
<http://articles.latimes.com/2009/jun/29/entertainment/et-journey29>.  

 
Young, Art. "Why Justin Bieber Is Dramatically Increasing His Product Endorsements." 

Helium. 19 Jan. 2011. Web. 17 Mar. 2011. 
<http://www.helium.com/items/2069747-justin-bieber-increases-his-product-
endorsements>.  

 
"Youth in American Politics." U.S. Embassy Kabul, Afghanistan. Web. 17 Mar. 2011. 

<http://kabul.usembassy.gov/youth_in_american_politics.html>.  
 



 88 

Zacharski, Tom. "Gone Viral – Justin Bieber and Rebecca Black." Tom Zacharski’s 
Website. 28 Mar. 2011. Web. 10 Apr. 2011. 
<http://www.tomzacharski.com/?p=226>.  

 
Zakon, Robert H. "Hobbes' Internet Timeline." Robert H'obbes' Zakon. Zakon Group 

LLC & OpenConf, 15 Dec. 2010. Web. 05 Apr. 2011. 
<http://www.zakon.org/robert/internet/timeline/>.  

 
Zengerle, Patricia. "From Will.i.am to B.o.B. - Obama Looks to Get His Groove Back." 

Reuters. 23 Sept. 2010. Web. 10 Apr. 2011. 
<http://blogs.reuters.com/frontrow/2010/09/23/from-will-i-am-to-b-o-b-obama-
looks-to-get-his-groove-back/>.  

 


