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Abstract 

The development of the music industry in the first decade of the 20th century 

indicates a value shift inside the music business, away from the physical goods-

based business models; towards those who grant digital access to music at a 

low price and those who are able to deliver outstanding experiences. Live music 

is not a promotional tool for artists anymore, rather a primary source of income. 

Building on the recent evolution of the music industry and more and more 

experience-hungry consumers, the present thesis explores the existence of a 

new festival visitor typology, distinguishing between content-motivated, 

experience-seeking and a òhybridó type, which is sensitive to both content and 

experience design. The empirical part is based upon a qualitative research 

carried out in the context of the New Fall Festival 2012. Also, a survey 

conducted among festival attendees included interesting results, which were 

used to support the qualitative research.  

The results of this study show that while it is difficult to clearly classify visitors as 

one of these types - because of the high dependence on the content and rather 

theoretical nature of the experience theory ð especially new and innovative 

festivals can broaden the types of visitors attracted, by adopting an experience-

based positioning and optimizing their customer experience. At the end of the 

thesis, recommendations with concrete steps are made for companies who want 

to implement such a strategy in order to head towards experience-based 

differentiation.  

 

 

Word count for the main body of the thesis: 15.444   
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List of abbreviations used 

Abbreviation Meaning 

CEM Customer Experience Management 

DRM Digital Rights Management 

e.g. 

From the latin exempli gratia, equivalent to the English expression 

for example, used to illustrate what has been advanced or to 

make a non-exhaustive list of what has been discussed 

i.e. 
From the latin id est, equivalent to the English expression that is 

(to say), used to give further explanation 

NFF New Fall Festival 

Transl. Tanslated by the author of the thesis from the original source 

WOM Word-of-mouth 
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Glossary 

Word Explanation 

Headliner 
Main act, usually a major, more famous artist performing on a 

festival or event 

Line Up 
Synonym for the festival program, it is composed of all the bands 

and artists performing in the context of the festival 

Memorabilia 

Memorabilia extend the customer experience by reminding him/her 

of the consumption which took place, comparable to the effect of 

souvenirs which tourists bring back from trips. 

Running 

Order 

Order of appearance of the bands during a given period of time, 

like a schedule 

Support 

(act) 

Lesser known artist performing before the headliner, benefiting 

from the audience which came for the headliner in order to gain a 

reputation 
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Introduction 

In 2006, the English festival T in the Park was sold out (online tickets) within 

minutes of the tickets going on sale, at which point, not a single act had been 

announced (example given by Frith, 2007). Other successful festivals experience 

the same phenomenon, for instance the Fusion Festival in Lärz, Germany. This 

anecdote indicates that the motivations for buying the tickets for the event are 

not (only) led by the Line Up of the festival, but also by the festival experience 

itself (Frith, 2007) and seems to confirm predictions of an experience-seeking 

society (Toffler, 1970; Köck, 1990; Schulze, 1992; Pine & Gilmore, 1998). Some 

authors note a lack of specialized research concerning the relationship between 

customerõs experiences and marketing the arts (Williams, 2006; Petkus, 2004) 

and its practical application for businesses in the music industry, who want to 

implement experience-based strategies (McCole, 2004; Gupta, 2003; Verhoef, 

et al., 2009). An experiential separation of different visitor segments has been 

undertaken and its relevance confirmed by Henderson & Wood (2012). 

However, the research concerning the different types of visitors has mainly 

beend limited to traditional segmentation criteria, rather than the relative 

importance of content and experience design. 

The first part of the thesis is dedicated to providing the background as to why 

live music has become a critical revenue generating activity for the music 

industry, leading to the development of festivals. These festivals have their own 

rules and characteristics when it comes to marketing them and it appears to be 

difficult for new festivals to enter and innovate in the market. Further, the thesis 

focuses on the experience concept and emphasizes the emergence of it as a key 

success factor for companies, even more for those involved in the live music 

business. Eventually, drawing on the two previous chapters, the experience- vs. 

content-oriented typology is explained.  

Eventually, drawing on the findings, recommendations will be made, limitations 

discussed and further research suggested.  
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Objectives of the thesis 

Building on a series of in depth interviews conducted in the context of the New 

Fall Festival 2012, the empirical part seeks to validate the discussed typology 

and to find out the differences between those categories. The findings also 

include some quantitative data gathered outside this research project but which 

are relevant to the present topic. The results of the study will serve festival 

promoters to adapt their marketing strategies, especially those who launch new, 

innovative festival concepts, in a staurated festival market. The 

acknowledgement of the experience factor will help them to differentiate 

themselves from the competitors thanks to an outstanding customer 

experience. The thesis does not show how a promoter can innovate its festival 

concept, rather how to adapt its strategy and take advantage of the experience 

the event provides.  
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Company Overview: The SSC Group and the New Fall Festival 

 

The SSC Group GmbH is a German SME based in Düsseldorf, Germany and was 

created in 1998. Additionally to the headquarters in North Rhine-Westphalia, it 

has two branches, one in Berlin and another one in Zurich, Switzerland. The 

agencyõs main activity is concert promotion, artist representation and event 

management. Moreover, the SSC Group also provides music-consulting services 

for companies who wish to organize music events for branding purposes. 

Examples of clients include Vodafone, Leviõs and Ericsson. 

One of the products in the companyõs portfolio is the New Fall Festival (NFF), a 

project created in 2010. The first edition of the event had been rather 

successful with a total of 4.500 visitors attending, a success confirmed with the 

second edition in 2012, welcoming over 5.500 visitors and recording an 

increase of 35 % of paying visitors. The program of the festival features artists 

ranging from Indie-rock, singer/songwriter and electro music influences and 

« should first of all reflect the autumnal feeling and spirit: quiet, intense and a bit 

melancholic. » It targets mainly young and middle-aged (25 ð 45 years of age), 

urban people with a proactive approach to music. They are seeking a different, 

more adapted format to a growing dissatisfaction with exhausting concert and 

festival formats which require them to wait on their feet for hours before seeing 

a band perform, poor sound quality, limited space and late stage times. 

The format of the NFF is more one of a concert series than what the target group 

associates with the concept of festival. In the 2011 and 2012 editions, the total 

number of concerts amounted to 7 (with mostly two artists performing per night 

and venue i.e. one support act and one headliner) on a 5-day period. 

The differentiation factor lies within the location-based innovation factor and the 

unusual experience design in this particular music genre. The bands performing 

at the festival usually do so in multi-purpose halls and Open Air festivals. The 

concept of the NFF is to answer the aforementioned need for a different, more 

premium experience design and organizes the concerts in locations1 which 

usually host classical music events. Particular attention is given to the customer 

experience as services such as catering, seating and cloak rooms are provided.   

                                                      
1 See appendices no. 1 and 2 
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Theoretical Framework 

1. Background: The value shift in the music industry led to the 

success of the festival as an event format 

1.1 A value shift in the music industry 

Technological advances as game changers 

Prior to the possibility of recording it, music had to be considered as a service; 

òthe artists had to be physically present to perform, and equally, the listener had 

to be present at the same place and time of the performanceó (Leonhard, 

2008). Music as a product emerged in the second half of the 18th century with 

the vinyl recording format. It allowed music to be captured, stored and rendered. 

Suddenly, consumers could òownó the music. The traditional structure which 

lasted until the 1990õs, the industry was based upon the dynamic of selling 

physical products on which music was stored, to grant access to music to the 

consumers which meant that the power was on the side of the companies 

record labels. Despite other technological breakthroughs (e.g. radio, audio 

cassettes, compact discs, mini-discs etc.), this model lasted for about one 

century. In the last decade of the 20th century, two technological advances 

would change the dynamics of the industry: digitalization and the internet. 

These two factors turned the industry upside-down because the business 

models of the traditional music economy were made obsolete. They could not 

rely on selling the access to the music via the physical formats anymore; 

consumers could easily share the music from their computers, from consumer to 

consumer. In economical terms, music became a non-rival good i.e. a good 

which one doesnõt lose when giving it away (copying) and its quality is not altered 

in the consumption and/or copying process. This profound transformation is 

often referred to as òdigital revolution.ó This phenomenon is supported by 

concrete figures. The 2011 IFPI Digital Music Report compares the state of the 

digital music industry in 2004 and 2010 and reports a 1000% increase in the 

size of the market. However, the value of the industry decreased by 31% as the 

prices for music files steadily dropped towards zero. Nowadays, the sales of 

digital music account for 32% of the revenue of the industry. The following 

graphs illustrate the digital revolution: 
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Fig.  1: Comparison between the years 2004 and 2010 of the digital music market (IFPI Digital 

Music Report 2011, Infographic by James West for iStrategy) 

Parikh (1999) explains that the òwaves of changesó will suppress traditional 

intermediaries e.g. retailers of physical products, diminish the roles of record 

labels. This assumption seems to become concrete, as the 2011 IFPI Digital 

Music report predicts 1.2 million fewer jobs in the industry by 2015. Therefore, 

the internet was considered a threat instead of an opportunity but it also 

brought artists closer to the music fans (see also Leyshon, 2001; Meisel & 

Sullivan, 2002). In order to maintain their dominant position, these companies 

tried several solutions e.g. implementing DRM and coming up with a series of 

lawsuits to prevent piracy, even though research proved these measures to be 

ineffective and rather counterproductive (Maffiolletti & Ramello, 2004; Liebowitz 

& Watt, 2006; Sinha, et al., 2010; see also Anderson, 2007, pp. 271) as òone 

must be careful not to confuse correlation with causalityó (Cabral, 2009).  

The Long Tail and the prosumer 

According the long tail theory (Anderson, 2007) - originally a statistical concept - 

the sum of sales of lesser known products is superior or at least equal to the 

sum of sales from the best-sellers. The author applies this theory straight away 

in the introduction (pp. 1-15) to the music industry, illustrating it with the case of 

iTunes. Over the years, digitalization made access to a large music repertoire 

easier (see fig 1) and leads to consumers being more proactive. Eventually, they 

screen what is available to them until they find and buy niche products, or as 

Godin (2008) puts it: òjust what is right for themó. The following figure illustrates 

the Long Tail theory:  
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Fig.  2: The Long Tail theory as a new business logic (Anderson, 2007, thelongtail.com) 

The fact that consumers actively search implies the notion of prosumer (Kotler, 

et al., 2002, pp. 36) who is more involved in what he/she listens to. This 

represents a significant evolution in consumer behavior as, in the past, the 

majority of music listeners used to òget fedó by channels, which pre-selected the 

products the customers listened to e.g. radio stations. The initiative was only 

partly let to the consumer, who had the choice between these filters. However, 

we can note that this does not mean that consumers are reluctant to this 

(necessary) filtering effect (Anderson, 2007, pp. 136-140). Music streaming 

services such as Simfy and Wimp emphasize their editorial content which serves 

the purpose of recommending and preselecting artists. Spotify adopts a similar 

approach than amazon (òcustomers who bought this article also boughtéó), 

recommending similar artists than the one which the consumer is currently 

streaming. It appears to be necessary for consumers to have some kind of filter, 

in order not to get lost in the abundance of music files which they have access 

to. Anderson (2007) sums this up by giving two success factors for Long-Tail-

companies i.e. companies focusing on niche markets: Make everything available 

and help the consumer finding it. 

Displacing value onto related products and/or services 

As a result of dropping CD sales, industry players regarded the internet as a 

threat rather than an opportunity. However this negative view was based on an 
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assumption that value was destructed when it was actually just displaced. 

Bourreau et al. (2008) concluded in their research that there are òtwo dominant 

modes of value extraction for the recorded music industry in the digital age: 

either by content protection or by displacing value onto related products or 

services.ó One of these òrelated products or servicesó sectors is the live music 

sector. Indeed, many research papers tend to indicate that the music industry 

benefits more from digitalization and the abundance of music than it harms it 

(Peitz, et al., 2006; Tanaka, 2004; Zentner, 2006; Mortimer & Sorensen, 2005) 

because consumers are attracted by the live experiences of artists they 

discovered thanks to the internet at low or no cost. In that sense, the value of 

music remains in the live, authentic experience of the artist performing (Firth, 

2007). 

1.2 The success of live music and festivals 

In the 1960õs, economists have speculated that live music would be a sector in 

decline, because it would not be able to compete with mass media 

entertainment. The prediction was based on the assumption that it could neither 

achieve the same economies of scale than a concert promoter (costs induced by 

every single concert vs. one recorded CD duplicated at low cost and sold on 

multiple markets) nor reach a similar reduction of labor costs i.e. technological 

advances for recording companies. As a consequence, the researchers argued, 

prices would stay below inflation for recorded music and concert promoters 

would have to raise theirs, thus scaring the consumers away (Baumol & Bowen, 

1966). This prediction somewhat proved to be wrong. In fact, the live music 

market doesnõt seem to compete with recorded music, but may represent a 

solution for generating revenue to counterbalance the loss of revenue in record 

sales, as mentioned in the previous part. In the United Kingdom, the income 

generated by live performances has surpassed the revenue from record sales in 

2008, according to a Mintel report2. The traditional balance of bands and artists 

touring in order to promote their albums has turned into the contrary: albums 

are rather the support to promote concerts (Larkin, 2006; Conolly & Krueger, 

2005). From the consumerõs perspective, the music product seems to fade away 

as the music experience emerges.  

                                                      
2 Mentioned by Janice Warman (2010) How music festivals are singing the changes [WWW] The 

Guardian. Available from: http://www.guardian.co.uk/business/2010/aug/27/music -festivals-

record-industry [accessed 26/09/2012]  

http://www.guardian.co.uk/business/2010/aug/27/music-festivals-record-industry
http://www.guardian.co.uk/business/2010/aug/27/music-festivals-record-industry
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One of the formats which had significant success in the past decades is the 

festival.  

Defining festivals and their characteristics 

Originally, the name òfestivaló was given exclusively to religious celebrations 

(Pieper, 1965) but over the second half of the 20th century they have expanded 

to cultural events; films, performing arts, music and wine are a non-exhaustive 

list of themes. Today, the generally accepted definition of festivals is the 

purposely simple òthemed, public celebrationó (Getz, 2005), that is to say that 

festivals usually specialize on a particular artist (e.g. a series of concerts from 

Chopin), a particular music genre (e.g. Rock, Electronic, Jazz music etc.) or topic. 

This type of musical event differs from concerts because òunlike concerts, where 

individuals are generally drawn to hear and view a live performance of a specific 

artist, music festivals often involve a myriad of talent and may or may not follow 

a particular genreó (Bowen & Daniels, 2005). The concept of the festival 

originated in the 1960õs around the world, although the mother of all festivals is 

considered to be Woodstock, which was held in 1969 near New-York, USA, 

because of its tremendous success with around half a million people attending it 

and its sociological significance. The festival-boom occurred in the following 

decades (Getz, 1991; Crompton & McKay, 1997), during which the number of 

these events increased dramatically. At the same time, the recording industry 

began to experience first difficulties. 3 

Festivals seem to be quite resistant to macro-economic factors such as 

economic downturns (Gesellschaft für Konsumforschung, 2012) as previous 

research showed the elasticity of demand to be greater than one (Throsby & 

Withers, 1979, p. 113; Baumol & Baumol, 1984). This can partially be explained 

by the motivations to attend, this topic being further developed later in the 

thesis. Concerning ticket prices, these are mostly dependent on the musical 

content; the more famous artists a festival features, the more it is passed onto 

ticket prices, because the artist fees are higher and potential customers are 

more likely to accept higher ticket prices for these Headliners (Leenders et al., 

2005). 

                                                      
3 Interviews of industry insiders by Jahel Mielke from the newspaper Tagesspiegel and the 

website of the German television channel website n-tv, both fully referenced in the bibliography 



Maël Roth | MSc. International Marketing | ESC Rennes School of Business Page 18 

 

This event format allows promoters to maximize incomes thanks to economies 

of scale (one event for several bands dilute fixed costs), attract larger audiences 

along with selling merchandise and allowing brands to use the event as a 

channel to communicate with the large audience in a context where they can be 

more receptive to the brandsõ message (Frith, 2007). From the artistõs point of 

view, festivals represent an opportunity to play in front of a larger audience as 

well and gain new fans, which is particularly interesting for lesser known and 

ambitious bands and artists. The festival as a special event is also interesting for 

cities which often encourage it because of the positive impact on the local 

economy and the image of the venue or city (Waterman, 1998, pp. 262; 

Richards & Wilson, 2004) and are therefore often supported with subsidies. 

Most of these festivals take place in the summer, for two simple reasons: the 

weather is more likely to be good, making the experience more enjoyable 

outside and more people are on holiday at that time of the year, especially when 

the target is a younger audience. 

Marketing festivals in the realm of services marketing 

Festival promoters are faced with difficulties which are rooted in the nature of 

what they are trying to sell. The marketing of festivals is impacted by its 

belonging to the category of services marketing. Zeithaml, et al. (1985) identify a 

unique set of characteristics for this type of offer.  

The following table shows these features, the resulting marketing problems and 

how the authors propose to solve them with marketing adaptations: 
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Service Feature 
Resulting Marketing 

Problem 
Strategies to solve problems 

Intangibility 
 

As opposed to goods,  

which are tangible, 

services òcannot be 

seen, smelled, tasted, or 

touchedó 

- Services cannot be stored 

 

- Services cannot be protected 

by patents 

 

- Services cannot readily display 

or communicate services 

 

- Prices are difficult to set 

Č Emphasize tangible assets 

Č Rather use personal sources than 

nonpersonal sources 

Č Simulate or stimulate word-of-

mouth 

Č Build a strong organizational 

image 

Č Use cost accounting to set prices 

Č Engage in post purchase 

communications 

Inseparability  

 

Simultaneous production 

and consumption, the 

customer must be 

present at the time of 

production 

- The consumer is built into the 

process of value production 

during the service 

 

- Other consumers can be 

involved in the process of 

production 

 

- Centralized mass production of 

services difficult 

Č Emphasize selection and training 

of staff in contact with clients 

 

Č Manage consumers 

 

Č Use multisite locations 

Heterogeneity 
 

Potential high variability 

in quality and essence of 

the service 

- Standardization and quality 

controls are difficult 

Č Industrialize the service 

 

Č Customize the service 

Perishability 
 

Once the opportunity for 

selling a service is lost, it 

is lost forever 

- Services cannot be inventoried 

Č Use strategies to cope with 

fluctuating demand 

 

Č Make adjustments in demand and 

capacity 

Table 1: The unique set of characteristics of services and its implications for marketing them 

(Zeithaml, Parasuraman & Berry, 1985) 

To a certain extent, these characteristics can or must be applied to festivals, in 

order to stage a successful experience. Festivals as an experience are indeed 

intangible but the communication of festivals is mostly based upon promoting 

the tangible assets of it: the musical content, which is easier to communicate 

than the experience itself (Kerrigan, et al., 2004, pp. 187). The principle of 

inseparability also applies to festivals, a significant part of the value being 

created by the attendees (see chapter 2.3), as well as perishability. However, the 

empirical analysis undertaken by the authors concerned a wide variety of 

companies selling different services and did not specialize in music events, 

which are entertainment services with high customer involvement (Lyon, 1998). 

Strategies like industrializing and making adjustments in demand and capacity 

are difficult to put into place for festivals. The emphasis on training staff in 

contact with consumers might also be less relevant. Nonetheless, we can 

conclude that festivals fall into the realm of services marketing. 
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The marketing of festivals is all the more difficult, that word-of-mouth (WOM) - a 

phenomenon which lies relatively beyond the control of the event promoter - is 

the most effective means of spreading a message, getting new clients and 

securing loyalty (Knauer, 1992; Mangold, et al., 1999; Anderson, 2007, pp. 

264).4 This does not seem to be surprising, because of the social nature of the 

festival experience (see chapter 2.3).  

The other side of the coin: why it is difficult to innovate with new festivals 

The other side of the coin is that festivals started to mushroom in the music 

market. The result of the intensified competition is a destructive price 

competition and a lack of differentiation, or excessive sameness (Van der Wurff 

& Van Cuilenburg, 2001, cited in Leenders et al., 2005), a tendency also 

observed in other countries and by other researchers (Lyon, 1998; Quinn, 2006; 

Morgan, 2006; Richards, 2007; Anderton, 2008), which indicates that festivals 

are becoming commoditized. This òcost-diseaseó faced by the live music industry 

represents a significant problem for many promoters. Indeed, only few festivals 

succeed in establishing themselves over several years, because of rising costs 

of production, in contrast to a òmore or less constant labor productivity in the 

performing artsó (Frey, 2000, see also Anderton, 2008).  

Overall, the barriers for entering the festival industry are rising since fuel costs, 

artist fees, logistical expenses are rising and the power lies with the established 

and successful festivals, which are more likely to attract the most famous, 

trendy artists. Moreover, in times of economic slowdown, companies become 

more and more reluctant to invest their money in sponsoring activities (Atkinson, 

2008), all the more when a festival is new on the market. As a result, the 

promoters have to deal with significant losses the first years of their existence 

and the race for sponsors is more motivated by a fear of critical losses than by 

finding a strategic, mutually beneficial partnership. WOM being an effective way 

of spreading the message (see previous section), one could argue that it should 

then suffice to stimulate WOM. But this is quite difficult to achieve. Help can 

come from the media, which can be fueled with information thanks to Public 

Relations. However, the interest of the media quickly fades, because the novelty 

effect, by nature, is only true on one year. New festivals can count on the media 

                                                      
4 See appendix no. 8 for empirical testing at the New Fall Festival, WOM is the primary answer to 

the question òhow did you learn about the festival?ó (22%) 
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writing about the event on the first year only, after which edition the interest 

fades. Therefore new festivals have to convince from the first edition on and 

there is little or no room for mistakes.  

The issue of trust also comes into play. The objective for each festival is to get to 

the point where they are sold out several months in advance and to sell tickets 

right from the beginning, even though no acts or only few have been published. 

When such an event has established itself, the tickets get sold because 

consumers trust the programming of the festival promoters. New festivals first 

have to earn this trust from the visitors, who may pay somewhat more attention 

to the actual musical content of the festival. 

Even though innovating with new festival concepts appears to be essential in the 

saturated festival market characterized by too much of the same, it appears that 

the market is not very welcoming to new entrants; the fact that many festivals 

donõt survive because of the difficulty to get return on investments scares 

entrepreneurs. Understanding the nature of experiences and the one they 

provide therefore appears to be important, if festival promoters want to use their 

creativity in staging an outstanding experience and differentiate themselves 

from competitors.  
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2. The experience factor and its relevance for music festivals 

Nowadays, one can read the word experience in numerous value propositions of 

companies and advertising slogans, promises of unique experiences. One can 

ask the question: what defines an experience? What makes it successful? 

2.1 What is experience? A review of the concept 

Over the years, several authors have emphasized the importance of the concept 

and its relevance in business contexts. Although some authors noted that it is 

still poorly defined (Carù & Cova, 2003; Tynan & McKechnie, 2009), there is a 

consensus around the fact that consumer experience are subjective and holistic 

by nature, and based upon the òmoments of truthó where a consumer interacts 

with the offer of a company (Carlzon, 1987; Gentile, et al., 2007; Tynan & 

McKechnie, 2009, pp. 508) and are subjective, personal (Holbrook & 

Hirschman, 1984; Carù & Cova, 2003). Despite the holistic nature of an 

experience, conceptual works indicate that these experiences can be subdivided 

into separate smaller events (Holbrook & Hirschman, 1982, pp. 96; Schmitt, 

1999, pp. 63) e.g. going to an Open Air festival lasting several days includes 

entering the festival space, being welcomed and provided with information, 

finding a space for the tent, finding the stages with concerts and so forth.  

Extraordinary experiences also appear to be those which are rare, outside the 

flow of routine experiences in everyday life (Abrahams, 1981; Arnould & Price, 

1993) and appeal to the multisensory i.e. sight, smell, touch, hearing and taste 

(Holbrook & Hirschman, 1982). The concept also implies that the consumer 

goes through emotional states, whether they are positive e.g. excitement, 

happiness, euphoria during a concert, or negative at first but later considered 

positive e.g. unpleasant and challenging incidents (Lee, et al., 1994). During 

experiences which are consumed collectively, the importance of the shared 

nature is stressed by numerous researchers as well.5 

Another aspect mentioned by literature concerns intellectual or educational 

experiences. Indeed, the so-called need for cognition6 (Cacioppo & Petty, 1982) 

explains the fact that some activities are engaged with the goal of learning and 

self-education e.g. when somebody visits a historical exhibition. At last but not at 

                                                      
5 See chapter 2.3 
6 Defined by the authors as the òtendency to engage in and enjoy thinkingó 
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least, research proved successful experiences to be related to satisfaction 

coming from service quality (Ralston, et al., 2007). The holistic nature of 

experience makes it so difficult for researchers to come up with a precise and 

exhaustive definition of the experience concept. The following illustration sums 

up the different dimensions of the experience concept:  

 

Fig.  3: Different dimensions of the holistic experience concept 

Moreover, research showed that the experience of an event does not limit itself 

to the actual event, it actually occurs before (upstream) and after (downstream) 

the event has taken place (Carù & Cova, 2003; Arnould et al., 2004) e.g. the 

Vorfreude7, the anticipation one feels when a consumer is looking forward to a 

trip he/she has booked and after the trip the souvenirs he or she brought back 

extends the actual trip, because it reminds the consumer of it, re-living it. 

2.2 The emergence of experience seeking consumers 

The sociological perspective 

Futurologist Alvin Toffler (1970) predicted almost half a century ago that 

because of the pace of technological change, people would chase experiences 

more passionately than they collect objects. Some 20 years later, sociologists 

made wrote about the phenomenon, which was becoming reality (Köck, 1990; 

Schulze, 1992; Featherstone, 1991). The authors observe that individuals seek 

                                                      
7 The German term Vorfreude fits the context, the literal translation of it being pre-joy. 
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more and more experiences because of the growing and/or already high life 

standards, education, free time and technological progress. In this context, 

hedonic consumption patterns emerge. Also, the sociological perspective 

considers the aspect of community building through experiences; every 

individual engaging in an experience becomes part of a group of consumers who 

engaged in the same activity, forming a consumer community8. Because of the 

paradox of choice the consumer is confronted to, so Schulze writes, every 

experience-consumption represents a statement, it becomes an act of self-

affirmation, part of the social identity (see also Williams, 2006 and Gideon 

D'Arcangelo, 2007).  

Pine and Gilmoreõs pioneering business perspective 

From the business perspective, this also represents a fundamental shift; the utilitarian 

aspect of goods and services fades and gives way to experiential value as 

predominant factor in the purchasing decision process for individuals 

(Hirschman, 1984; see also Firat, 2001). Trend-setting authors Pine and Gilmore 

(1998) describe the phenomenon from the supply perspective (businesses) as 

the progression of economic value, as shown in the following figure:  

 

Fig.  4: The progression of economic value (Pine & Gilmore, 1998) 

                                                      
8 Translated from the original German term Konsumgemeinschaft 
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Pine & Gilmoreõs analysis is based upon the more important growth of the 

entertainment industry compared the ones selling goods and services. This 

leads them to state that, as once goods, services become commoditized and 

sold on price. The following illustration shows the distinctions Pine & Gilmore 

make between commodities, goods, services and experiences:  

 

Table 2: Economic distinctions between commodities, goods, services and experiences (Pine & 

Gilmore, 1998) 

As their table above shows, they confirm the previously mentioned nature of 

experiences, which are staged, mostly rely on sensations, happen over time and 

are multi-sensory. For them, the experience factor will provide the main source 

of differentiation for businesses in the future. For commoditized goods and 

services, price becomes the predominant factor in the purchase decision 

process and represents the main differentiation factor; price wars start when the 

goods and/or services are undifferentiated. However, a company is able to 

charge premium prices, when the offering is highly differentiated i.e. offers a 

unique and memorable experience (see also Schmitt, 1999). Other authors 

emphasized the importance of imagination and creativity (innovation) as main 

differentiation factor (Jensen, 1999; Boswijk et al., 2005).  

These works predicting the future importance of the experience concept for 

gaining competitive advantage led to the emergence of the managerial form: 

Customer Experience Management (CEM). This holistic business approach 

captures the attitudes of customers towards a company and manages the 

interactions between company and customer, combining the effects of the 

brand, relationships and service quality. A survey carried out by Forrester 
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Research (cited by Temkin, 2008) illustrates the definite interest of companies 

in all kinds of business sectors in the customer experience concept. Several 

tools and frameworks have been developed over the years in order to improve 

service quality and help implement CEM strategies and improving the customer 

experience. Without going into too much detail, the following table gives a few 

examples of these tools and frameworks: 

Name of the tool / 

framework 
Principle Objective(s) 

Service Blueprint 

 (Shostack, 1984) 

The devil is in the 
details 

The blueprinting process consists 
in breaking a given service 
process down in several stages 
and in a chronological manner 
e.g. customer enters then 
welcomed by personnel, 
searches the cloakroom etc. 

The objective is to optimize every 
step of the service process and 
identify possible failures and/or 
possible improvements at every 
stage of the service offer. 

Servicescape 

(Booms & Bittner, 

1981) 

The servicescape is used when 
designing or re-designing 
services, focusing on the impact 
of the physical environment (light, 
scent, sounds etc.) and the 
impact on customersô perception 
on the service. 

Making a difference thanks to 
atmospherics, emphasizing on the 
impact of the perception of the 
customersô senses on his/her 
satisfaction of the service e.g. 
smooth and non-aggressive lights 
can lead to relaxation and a better 
consumption experience in a bar. 

Dramaturgical 

approach 

(Grove & Fisk, 

1992) 

The service as a 
theater 

Analogy comparing a service 
rendered as a theatrical event, 
with its actors in costumes (staff) 
performing to form impressions 
for the audience (customers), 
scripts (service blueprint) 

Create a memorable, immersive 
and staged experience for the 
customer. 

Experience 

mapping 

 (Schmitt, 2003) 

ñGraphical representation of the 
service journey of a customer. It 
shows their perspective from the 
beginning, middle and end as 
they engage a service to achieve 
their goal, showing the range of 
tangible and quantitative 
interactions, triggers and 
touchpoints, as well as the 
intangible and qualitative 
motivations, frustrations and 
meanings.ò

9
 

Aims at giving a holistic, exhaustive 
overview of the entire customer 
experience with its determinants. 

Table 3: Overview of frameworks and tools aiming at improving the service quality and customer 

experience 

Now that we have reviewed the existing literature defining the experience 

concept, we can focus on its relevance or not for music events and festivals in 

particular, based upon the concepts of hedonistic consumption. 

                                                      
9 Defined on:  http://desonance.wordpress.com/2010/06/16/customer -experience-mapping  

http://desonance.wordpress.com/2010/06/16/customer-experience-mapping
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2.3 The (live) music experience 

The traditional, rational view of consumer information processing and buying 

behavior has been challenged some 30 years ago by Holbrook and Hirschman 

(1982), who enhanced the understanding of consumption theories. They explain 

that hedonic products and services are those which consumers seek in order to 

experience emotional states, sensory arousal, feelings and fantasies. Knopf 

(1988) already noted that the main objective of recreation and leisure offers is 

to provide outstanding experiences and further research has established that it 

is in musicõs nature to be emotional and create emotional experiences, whether 

it is the mere product one listens to at home, or a live event (Sloboda, 1985; 

Lacher, 1989; Botti, 2000). Further research labeled this type of service as a 

collective hedonic service (Drengner & Jahn, 2012), which is defined as those  

which are based upon both a dyadic relationship with the service provider and 

the interaction between consumers of the event co-creating value for in the 

shared experience (Drengner, et al., 2012; see also Prahalad & Ramaswamy, 

2004; Beard & Ragheb, 1983; Getz, 1997).  

A certain number of authors have researched the determinants of festival 

success. Frey and Busenhart (1996) found out that easy accessibility, 

exploitation of niche markets (see also Anderson, 2007; Davis & Sankey, 2011; 

Austin, 201210) and the eventõs uniqueness were success factors, while Getz 

(1989; 1991) further named the festive spirit, affordable prices. Leenders, et al. 

(2005) moderate the assertion that focusing on a niche is essential, showing 

that festivals with broader focuses can be successful as well. Focusing on a 

niche just makes success more likely. This was showed after an analysis of the 

role of formats (budget, ticket price, access to the location and having a 

maximum visitor capacity) and content (scope of the audience, Line Up, 

established or new festival i.e. age of the event and having a theme) in the 

Netherlands over a sample of 50 festivals.  

                                                      
10 Interviews of experts of the event music sector by the IQ Magazine, fully referenced in the 

bibliography 
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Fig.  5: Key Success Factors of festivals according to previous research 

These key success factors show that music events and festivals in particular are 

all about experience, it is the primary value driver. During concerts and festivals, 

hundreds of cameras are held up in the air by the attendees who want to 

capture the experience in order to re-live and share the moment after it is 

consumed. Frith (2007) argues that òaccording to the much discussed question 

of authenticity, the live show is the truest form of musical expression, the setting 

in which musicians and their listeners alike can judge whether what they do is 

real.ó  

Pine and Gilmoreõs experience framework shows In order to illustrate the 

previously exposed framework of Pine & Gilmore (1998), Petkus (2004) applied 

it to the Blackfriars Playhouse Festival, Staunton, Virginia, USA:  



Maël Roth | MSc. International Marketing | ESC Rennes School of Business Page 29 

 

 

Fig.  6: Characteristics of successful experiences according to Pine & Gilmore (1998) and its 

application to the Blackfriars Playhouse Festival (Petkus, 2004, pp. 55). 

As a conclusion, Getzõs (2008, pp. 404) definition of a planned event comes 

closest to defining festivals in relation to their experiential nature:  

òPlanned events are spatial temporal phenomenon, and each is 

unique because of interactions among the setting, people, and 

management systems including design elements and the program. 

Much of the appeal of events is that they are never the same, and 

you have to òbe thereó to enjoy the unique experience fully; if you 

miss it, itõs a lost opportunityó 

The present chapter proved the relevance of the experience concept for music 

events and festivals in particular. However, it seems that concert promoters fail 

to address this and promote the contents of their event more than the benefits 

which festival visitors actually seek from their experience. The following chapter 

is dedicated to identifying the motivations for attending festivals and explaining 

the differences between visitor types.  
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3. Towards a new typology of festival visitors 

In the previous chapters of this thesis, we focused on the developments of the 

music industry and the value shift from ownership of music towards access to 

music, in the context of an emerging trend of hedonistic, experience seeking 

consumer behavior. This development benefits the live music sector, because of 

the experiential and hedonistic nature of the offer. The underlying assumption is 

that motivations for attending these events are essentially composed of 

experiential aspects. However, there seems to be a gap with the marketing 

strategies of many festivals, which over-emphasize the content of their offer, 

rather than addressing the (experiential) benefits sought by visitors. In this 

chapter, we are going to focus on previous research dealing with motivations for 

attending festivals, the purchase decision process for this collective hedonistic 

product and the factors involved. Before the empirical analysis of the in-depth 

interviews, we are also going to explain the assumed differences between the 

different visitor types.  

3.1 Motivations to attend festivals and the decision making process 

There has been extensive research about motivation to attend festivals and 

more specifically music festivals. Analyzing the motivations to attend a musical 

event is essential to any promoter in order to adapt the marketing strategy (Getz, 

1993; McKay & Crompton, 1997; Shone & Perry, 2004). By doing so, it allows 

marketing to position festivals more precisely and to market it differently 

according to the different segments (Formica & Uysal, 1998).  

Research on motivations to attend festivals 

There have been numerous studies examining motivations to attend festivals, to 

the point where it is one of the most researched topics within the area of festival 

studies (Getz, 2010). One theory which has largely been confirmed by empirical 

works is Iso-Aholaõs (1982) seeking and escaping theory (developed in section 

3.2). The motivations for attending these events are experiential by nature, the 

motivations standing out of the large majority of these studies being 

entertainment, diversion, socializing, learning, novelty seeking and escape (Getz, 

2008, pp. 416), indicating that it is a core set of motivations. However, the links 

and relative importance of these factors between each other vary from event to 

event, as Nicholson and Pearceõs (2001) analysis of different festival products 
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shows i.e. highly dependent on the festival content. This explains why there are 

so many studies of festival motivations, since they vary strongly between event 

types. A study comparing the motivations of six different festival products 

(symphony, rock, world music, dance, ballet, and theater) showed significant 

differences between the relative importance of the motivations, for example the 

family togetherness motivation was less important for the rock festival 

attendees (Yolal, et al., 2012). However, even if the proportions vary between 

events, the core set of motivation remains. 

The decision making process of festival visitors 

According to Kardes, et al., (2008 , pp. 8) òConsumer behavior entails all 

consumer activities associated with the purchase, use and disposal of goods 

and services, including the consumerõs emotional, mental, and behavioral 

responses that proceed, determine, or follow these activities.ó This definition 

indicates that there are many different factors coming into play during a 

purchase decision, especially when it is coupled with the complex concept of 

experience. The traditional decision making model implies that a problem that 

has to be solved, a need which has to be fulfilled (Peter & Olson, 2008). 

However, this process doesnõt seem to be appropriate for festivals, which are of 

hedonistic nature i.e. the consumption of the product is the goal in itself, a 

phenomenon also referred to as expressive consumption (Sundbo, 2009). 

Hedonism is closely related to impulsivity but one could argue that buying 

festival tickets several months in advance is not an impulsive, rather a planned 

behavior (Kruger, et al., 2011, see planning vs. spontaneous visitors). There are 

multiple factors influencing the purchase-decision for festival tickets, which we 

are going to develop.  

Factors coming into play 

Planning vs. spontaneous visitors or tourists vs. locals 

Previous research proved festivals to be closely connected to tourism (Getz, 

1989). The more a festival establishes itself over the years, the more it attracts 

visitors from further away wanting to participate in the extraordinary cultural 

event, which led Börsch-Supan (1993) to compare it to pilgrimages. A study 

conducted at the Klein Karoo National Arts Festival (Kruger, et al., 2011), which 

aimed at finding out when the best moment for promoting a festival is, divided 

the attendees in two separate segments. Planners (those who bought their 
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ticket over one month in advance) spent more time at the festival, spent more, 

were rather loyal visitors who had already attended the event in the past and 

were coming from further away than spontaneous visitors (rather locals). They 

concluded that a marketing campaign for festivals should consider that 

difference between the two segments, promoting the festival program 3 to 4 

months in advance and promote rather locally in the last month before the 

event.  

Logically, visitors who travel from further away to the festival location can be 

considered as planning visitors, because they have to make the necessary 

arrangements in order to attend the event. The distance to the festival site 

therefore plays a role in the decision making process. 

The individualõs preferences 

As we pointed out earlier, musical festivals are themed often focus on a 

particular theme and/or music genre because they take into account the 

preferences of specific target groups e.g. A jazz fan will be attracted by a festival 

which features jazz artists. The musical taste can play the role of a mediating 

variable. 

Time and money 

Holbrook & Hirschman (1982, pp. 137) argue that òEntertainment-, arts- and 

leisure-related offerings often depend more of the allocation of time and 

money.ó The analysis of key success factors for festivals confirmed the 

relevance of the price factor.  

Other factors 

Some other factors come into play when deciding to attend festivals. The dates 

of the festival are an important factor, because people compare the dates of the 

festival with their own schedules. Festivals react to this by adapting the dates 

(Leenders, et al., 2005) where the event is held, organizing them during periods 

where the targets are more likely to have leisure time e.g. as mentioned earlier, 

the majority of festivals are held in summer, because many of the potential 

attendees will be on vacation, especially for festivals with younger audiences on 

summer vacation at that time of the year. The social factor also plays an 

essential part in a successful festival experience (attending the event with family 

and/or friends).  
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The decision making for attending a festival can be illustrated as follows:  

 

Fig.  7: Decision making model for attending a festival (Noman, 2012) 

We can notice that the person who is interested in such an event has several 

barriers to overcome, especially if he or she lives further away from the location 

where it is held.  

Illustration of the decision making process 

Letõs illustrate the decision-making process with an example. Consider Jack, 

student and heavy metal fan. Jack saw a promotional poster of the festival on 

the streets and several acquaintances recommended the event. First, he goes 

on the website of the festival to get more information concerning the Line Up, 

dates, venues and location of the event and ticket prices. Subsequently, he asks 

several friends or family members if they would join. If someone joins him, he is 

willing to pay the higher price for it even if his budget is limited, but not if nobody 

does. Moreover the festival is quite far away and requires some planning, which 

is no fun alone. However, Jack is very attracted by it, because he/she has 
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already been to similar festivals and felt that the experience was very positive 

and quite extraordinary.  

Eventually, he finds two friends who are willing to join. One of these friends is 

not particularly a fan of the music genre but is willing to try out this new 

experience and the other one is a big fan of some of the bands in the Line Up. 

The first one accepts to the condition that they share expenses and he found the 

event to be attractive in its experience design but the second one had this event 

on his calendar since a long time, because he absolutely wants to see his 

favorite bands live. He has heard of the event before as well and knows the 

festival concept, but it does not really matter to him, because he would have 

gone to another festival to see the particular bands - he is a fan of - play. 

3.2 Towards a new typology of festival visitors 

Fans and adventurers 

Voerhoef et al. (2009) have developed a model of determinants of customer 

experience in the retail environment and observed task oriented customers 

versus experientially oriented ones. Does such also apply for music events, 

festivals in particular? According to a study conducted at the Wireless Festival 

(Henderson & Wood, 2012) it does. The researchers studied the different 

motivations of attendees of two different festival days during which the 

programming was directed at different segments, the music genre being 

different. The study reveals that the differentiation between content-motivated 

visitors and the òother social socialites who seek an experience beyond the 

musicó is relevant for adapting marketing actions and the experience design. 

Furthermore, Nicholson & Pearceõs research (2001) pointed out that the largest 

part of event attendees is composed of visitors who are rather motivated by 

what it has to offer than by the experience in itself. 

A widely accepted theory related to this problem is the theory regarding òpushó 

and òpulló factors (Crompton, 1979; Dann, 1981; Iso-Ahola, 1982). The following 

illustration shows what is meant by those factors:  
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Fig.  8: Push and pull factors for festivals 

These push and pull factors are part of the explanation for the differentiation 

between experience-motivated and content-motivated customers. Most festivals 

focus on the pull factors, putting forward the tangible assets of their offer, 

forgetting to stress the push factors and leaving it to word-of-mouth, which is 

hardly ð if ever ð controllable.  

A possible hybrid category: conditional adventurers 

The previous differentiation between Fans and adventurers raises the question 

of the dependence of a festival on its actual program or content. Are the festival 

content and the experience design two separate factors, as the push and pull 

factor theory suggests? Morgan (2006) examined what visitors think make a 

good festival and pointed out that festival-goers got more pleasure out of 

discovering something new than to see what they came for. Sharing the 

experience with other people was also found to be an essential factor, as well as 

the local distinctiveness i.e. the uniqueness of the event because of its location. 

He also points out the holistic view of festival visitors, inherent to the nature of 

experiences. This leads us to assume that some visitors belong to a mixed 

category. That is to say that these visitors only attend the event, if the 

experience design is attractive to them, but also on condition that the festival 

content fits their personal preferences (the music genre is òtheir type of music).  

The motivations to attend festivals are essentially experiential for the three 

visitor categories. The difference lies within the nuance that the fans attend the 

event on condition that they know the bands performing at the event whereas 

adventurers go to the event with the primary motivation of seeking novelty, 

discovering a new musical experience while also discovering bands they donõt 

Push 

ÅPossible benefits sought: 
escape, self-education, 
entertainment etc. 

Pull 

ÅTangible attributes: 
program, festival setting, 
facilities, services etc. 
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know. Therefore the mediating variable of program knowledge/familiarity comes 

into play between those two categories. The third, hybrid category which we can 

call conditional adventurers only attends the event if both conditions ð 

attractiveness of the experience design and the content fits his/her  musical 

taste ð are fulfilled.  
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Key assumptions from the literature review 

The literature review allowed us to understand why the experience factor is not 

only relevant in the new music business because of the abundance and of the 

music product, but also essential for new festivals who are entering a highly 

competitive market, which lacks innovative experience designs. It was also 

necessary to gain an understanding of what the customer experience is shaped 

from and to compare it to the motivations to attend music events and festivals 

in particular. The over-emphasis festival promoters put on the musical content, 

due to the nature of what they are trying to sell, uncovered a gap with regard to 

what consumers actually seek when attending a festival: an outstanding, 

memorable experience. Eventually, it allowed us to separate experience-driven 

festival visitors from those whose primary motivation to attend is the pure 

content, the program of the festival and those who seek both. Eventually, this 

differentiation comes down to asking the question: would the festival-goer have 

attended the event in the òusualó experience design? If the answer is no, the 

visitor can be considered an adventurer and if the answer is yes, he is rather 

content-driven: a fan. A third, hybrid category emerged; the conditional 

adventurer.  
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The following table summarizes the assumptions we can draw from the literature 

review concerning the three identified categories:  

Characteristic Fans 
Conditional 

adventurers 
Adventurers 

Importance of the 

content (program) 

Most important factor, the 
attention and purchase was 

triggered by the content 

Important mediating factor. 
As long as the content fits 
the individualôs preferences 
(right musical genre), the 

visitor considers attending. 

Not important, the attention 
and purchase was 

triggered by the experience 
itself, its novelty and 

creativity. 

Importance of the 

experience 

novelty / type of 

experience design 

It adds value for the visitor 
but it doesnôt represent the 

primary motivation for 
purchasing the ticket, it 

may lead to a readiness to 
pay a higher price 

These visitors consider it 
as a necessary condition to 

their attendance, the 
experience design / festival 
concept has to attract them 

Experience novelty fades 
over time when it has been 
consumed several times, 

discovery factor fades 

Moment of the 

ticket purchase 

Early (at least one month 
before the event) This 

visitor plans in advance 
and adds the event to 

his/her schedule with the 
fix intention to attend 

Uncertain 

Late not more than 3, 4 
weeks before the event, 

because of the spontaneity 
of the purchase 

Willingness to 

overcome barriers 

(price, distance, 

social factor etc.) 

Most likely 

Somewhat likely if they 
donôt consider these 

barriers to be very hard to 
overcome 

Not willing to overcome 
barriers or if they consider 

them to be easy to 
overcome 

Table 4: Assumed characteristics of content-motivated vs. experience-motivated festival visitors 

drawn from the literature review. 

This typology is going to be tested in the following part of the thesis, thanks to an 

exploratory research carried out in the context of a festival with an innovative 

experience design, which took place in the fall of 2012 in Germany. 
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Empirical Analysis 

This second part of the thesis is dedicated to an empirical analysis conducted in 

the context of the New Fall Festival 2012, which took place in Düsseldorf, 

Germany from the 3rd to the 7th of October 2012.  

In 2011 the Bundesverband für Veranstaltungswirtschaft (BDV) ð the Federal 

German Association for the Promoters and Event Business - commissioned an 

industry report11 and estimated the live music market size to almost û 2.8 

billion. Compared to the year 2009, the sales volume grew by an impressive 

22%. This is explained by both the higher ticket prices (+ 9%) but more 

importantly the rising interest of German music lovers in live performances (+ 

3% rise in the number of ticket buyers) who attend in average 3,1 music events 

per year. The number of festivals taking place in Germany each year is 

estimated to approach the 1.000 events, most of which take place in the 

months of June, July and August. In 2011, the business volume of festivals 

amounted to û341 million which represents a 35% increase compared to the 

year 2009, despite an average 45% increase of ticket prices.  

Therefore, the industry seems to be in a good shape. However, it becomes more 

and more difficult for new festivals to grab the attention of consumers in the 

festival-jungle, as music fans are exposed to the paradox of choice. 

An example of an innovative experience design: the New Fall Festival 

The novelty of the experience setting lies in the locations ð the Robert-

Schumann-Saal and the Tonhalle12 - in Düsseldorf, two premium venues which 

usually host classical concerts and the experience design is different from what 

the audience of this music genre is used to i.e. regular concerts in multi-purpose 

halls or Open Air festivals. In his working paper from 2000, Frey highlighted that 

òa large share of the population rarely, if ever, attends cultural events in opera 

housesó and large, popular festivals are held in public places which are more 

likely to attract a maximum audience size such as stadiums, fields out of town 

and places outside (so-called Open Air). The New Fall Festival is supported by 

the staff and service of the venues, which provide services like cloakrooms, 

                                                      
11 Bundesverband für Veranstaltungswirtschaft (2012), Konsumstudie des 

Veranstaltungsmarktes i.J. 2011, [WWW] figures partially available at: 

http://www.veranstaltungswirtschaft.de/en_sector_studies [accessed 10/09/2012)  
12 See appendices no. 1 and 2 

http://www.veranstaltungswirtschaft.de/en_sector_studies
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rather premium catering and doormen, which gives an opera-like atmosphere. 

This challenges more conventional concert formats, making the bet that these 

two worlds crashing offers a distinctive experience despite the old-fashioned ð 

yet charming - image the venues have.  

Note about the ticketing structure 

At this point it also appears essential to detail the ticketing structure put in place 

by the event promoters, because it concerns the price factor which can 

represent one barrier for potential visitors. The festival visitors have the choice 

between two alternatives; either they buy one or several tickets for each concert 

night (one per day and per venue) for prices ranging from û25 to û30 plus 

additional fees issued by the ticket distributor, or they buy a Kombiticket, which 

allows the visitor to attend three concerts of his choice for a price of û75,90 i.e. 

û25,30 per concert with only one time the additional fee. This ticketing structure 

encourages visitors to be adventurous.  

This out-of-the-ordinary festival serves as investigative field for the empirical part 

of the thesis, which intends to test the new typology for festival visitors. 
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1. Methodology 

The empirical part of the paper focuses on testing this typology of festival 

visitors. First of all, we are going to specify which research design has been 

adopted as well as the sampling and data collection method which was decided 

upon and the content of the research.  

1.1 Research design and investigative field 

Since this typology of festival visitors has never been identified nor defined, an 

exploratory research design has been adopted, being more likely to provide 

insights than quantitative methods (The Higher Education Academy, 2007). 

Moreover, the in depth interviews were preferred in order to avoid the òme-too- 

effectó focus groups can have. For instance, when asking about the importance 

of being accompanied for an event, the first respondent could answer that it is 

very important to him and the other ones say exactly the same thing although 

they would have moderated their statement during a face-to-face interview. The 

downside of this method is that the group dynamic which can be positive to 

stimulate respondents is absent. It was also easier to agree upon the time and 

date of the in depth interview, which would have been more difficult when all the 

availabilities of all respondents had to be compared and negotiated. 

The promoter of the event, the SSC Group, wanted to gather data for their 

marketing activities related to the festival, therefore they developed a 

questionnaire.13 These questions concerned multiple topics e.g. which ticket 

service was used, when the visitors bought their tickets, service quality etc. At 

the end of the questionnaire, the visitors could give their contact details to 

participate in the present study. An incentive was offered: those who would be 

selected and then participate would get a festival ticket for the next edition as 

well as a festival T-shirt 2012. The festival ticket represents an entry for 3 

concert nights with a total value of û75,90. The total number of interviews could 

not exceed 9 because of what the company was willing to invest in the 

incentives offered, these 9 festival tickets already representing an amount of 

û683.  

                                                      
13 The complete questionnaire is attached, appendix no.2 
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1.2 Sampling frame sampling method 

The population considered in order to conduct the research has been limited to 

the New Fall Festival visitors.  

A major concern was not to deteriorate the consumption experience during the 

festival, as customers could be òannoyedó by the questionnaires. Therefore, the 

best òcompromiseó was to put an incentive in place. During the breaks between 

the support band and the headliner, as well as after the concerts, people coming 

to the merchandising stand were asked to fill out the survey in exchange for a 

free, very popular promotional poster in A0 Format. One question in the survey 

was related to the reason for attending the event and it was asked that the 

respondents òclassifyó themselves as one of the following:  

¶ Adventurous i.e. I am not a particular fan or follower of the band or artist, 

but the new festival experience made me curious.  

¶ Interested by the genre i.e. I am not a particular fan of the band or artist, 

but it corresponds to my music tastes and I was attracted to the festival 

concept.  

¶ Fan i.e. I am a regular follower of the band. 

¶ Passionate fan i.e. I am a passionate fan of the band or artist and I would 

not miss a performance taking place nearby. 

The survey was completed by 208 people, representing 4,68% of the total 

number of festival visitors. Within this sample, 90 visitors agreed to participate 

in the survey. It thus allowed us to select 3 òmembersó of each category among 

the pool of participants. The two categories fans and passionate fans were 

eventually put into one and the same category because they can be considered 

as being essentially content-oriented; only the degree to which they are, the 

intensity varies14. Moreover, the survey asked the question when the visitors 

bought their tickets or if they won them via a lottery or if they were on the guest 

list. This question allowed to filter the participants, selecting those who bought 

tickets, because it shows which visitors were not only ready to attend the event, 

but also to pay for it, the buying intention being important in the present thesis, 

since it explores if visitors intend to pay for the experience.  

                                                      
14 The visitor who sees himself more as a « fan or follower » than a « passionate or big 

fanó of the band is more likely to be interested by the experience design of the event, 

while the passionate fan would attend the concert, no matter the experience-design. 
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1.3 Data collection 

In order to measure the experience on a more long-term basis, it was important 

to let the experience òsink inó and evaluate the perceived experience after a 

certain laps of time because it measures attitudes more accurately. One 

example for this is the person who goes to the hairdresser and comes out, not 

knowing what to think about the new haircut, the customer is more likely to 

judge accurately what he or she thinks of it after a certain lapse of time. Thus, 

the interviews were conducted at least 2 weeks after the event, so that visitors 

could reflect on the experience. 

These interviews always took place in a neutral setting / context and the 

candidates were ensured, that the interview was totally anonymous, so they 

could talk freely, their name wouldnõt appear in any document nor be 

transmitted to the company. A total number of 9 semi-structured interviews were 

conducted between the 15th of October and the 3rd of November 2012. These in 

depth interviews lasted between 30 ð 45 minutes, depending on the answers of 

the respondents.  

1.4 Structure of the qualitative research 

Topic guide of the interviews 

The objective of the qualitative research that has been undertaken was to find 

common patterns between the visitor types in order to confirm the typology. 

Therefore, a range of factors have been chosen to form the guidelines:  

o What triggered the interest of the participants in the festival? (Line Up? 

Experience? Both?) 

o Their perception of the event (was it an outstanding experience?) 

o Their intention to return and under which conditions they would do so 

o The perceived price  

o Importance of the dates 

o Importance of being accompanied 

o Willingness to travel 

  

Eventually, based on the idea that the trigger to attend the event is different 

according to the respective categories, a concrete application of different 

communication alternatives was carried out. 
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Practical application for participants 

At the end of the in depth interview, three promotional posters were shown to 

the participants. The first poster could be called òcontent-ledó and promotes the 

festival content; it was the actual promotional poster of the NFF which was used. 

The second one is includes the value proposition or slogan (Transl. special 

places, special bands) of the event and one of the two locations as a 

background, so it can be considered as a mix between content-led and 

experience-led promotion, because it also includes the content, that is to say the 

Line Up of the festival. The third and last poster only shows a slogan summing 

up the festival philosophy with the location as a background and at the bottom 

the names of the locations are shown. The difference with the two other posters 

is that it can be considered a purely experience-driven poster, since there is no 

mention of the actual musical content of the festival.  

The objective was to find out whether or not the different visitor types react 

differently to the different posters which differ in their composition, assuming 

that adventurers would rather be attracted by posters with content relating to 

the festival experience and would prefer the poster focusing on the content. 

Poster 1: content-led 

Poster 2: experiential 

aspects and musical 

content 

Poster 3: only experience-

led poster, musical content 

not included 

   

Fig.  9: The three posters shown to the participants of the in depth interviews  
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2. Data analysis 

The data collected during the in-depth interviews is going to be analyzed in the 

following section. In order to test the relevance of the visitor typology, we are 

going to group the visitors in their respective categories as common 

characteristics will be easier to point out. Nonetheless, the responses given by 

each respondent will be pointed out on an individual level as well.   

2.1 Analysis of the in-depth interviews 

Profiles of the participants 

Respondent 
Age and 
status 

Frequency of 
music event 

attendance per 
year 

Number of 
concerts 

attended at the 
NFF 

Distance from 
home to the 

event location 
(at the time of 

the NFF) 

Adventurer 1 
47 yrs 

(employed) 

5-6 concerts 
1 festival every 2-3 

years 
2 Same city 

Adventurer 2 
24 yrs 

(student) 

started recently under 
the influence of 

boyfriend 
10 concerts 
1-2 festivals 

3 (Kombiticket) 450 Kms 

Adventurer 3 
56 yrs 
(self-

employed) 

5 concerts 
1 festival every 2 years 

(classical) 
1 Same city 

  

ConAdv 1 
26 yrs 

(student) 
25-30 concerts 

3-4 festivals 
3 (Kombiticket) 30 Kms 

ConAdv 2 
30 yrs 

(employed) 
30 concerts 

1 or 2 festivals 
2 Same city 

ConAdv 3 
28 yrs 

(employed) 
40 concerts 

1 or 2 festivals 
3 (Kombiticket) Same city 

  

Fan 1 
28 yrs 

(employed) 
30-40 concerts 

1 festival 
3 (Kombiticket) 

30 Kms, but works in 
the same city 

Fan 2 
38 yrs 

(employed) 
40 concerts 
No festivals 

1 30 Kms 

Fan 3 
20 yrs 

(employed) 
20-25 concerts 

1-2 festivals 
1 500 Kms 

  

Categories Adventurer 
ConAdv: Conditional 

adventurer 
Fan 

    
Table 5: Profiles of the persons interviewed 

The profiles of the interviewees do not really allow us to draw conclusions; this 

type of data should rather be collected in a quantitative research design for it to 

be conclusive and generalizable. Nonetheless, we can note that, among our 

interviewees, the fans of the bands did not live in the same city than the festival 

location, whereas the adventurers and conditional adventurers mostly did; the 

450 kms traveled by our adventurer no. 2 are to be moderated, since her 

boyfriend lived in the same city than the festival location and she combined the 

visit of both festival and boyfriend. Fan 3 traveled 500 kms in order to see the 
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band perform. Also, the adventurous types visited less concerts and festivals per 

year than the other respondents.  

In-depth interviews 

The respondents of the interviewees can be represented in a tabular form, which 

makes it easier to find patterns.  

Attention triggers and conditions under which the visitors would return: 

Respondent 
Attention trigger (content / 

concept) 

Conditions to return / 

sustainability of the concept 

Adventurer 1 

Had heard of one of the bands but 

the locations triggered her 

attention, since these venues are 

known to host classical concerts, 

not the musical genre of the NFF 

- 

More interested in the concepts of 

the events in general 

Important to know at least one of the 

bands in the Line Up, then she 

became adventurous, wanting to see 

other bands and both venues 

Adventurer 2 

Mostly interested by the concept, 

influenced by the recommendation 

of her boyfriend. 

Social factor decisive, she probably 

would not come back without her 

boyfriend. 

- 

Locations make it still attractive even 

after novelty is gone after attending 

for the first time 

- 

Would wait for bands to be 

announced in order to listen to their 

music before buying a ticket 

Adventurer 3 
Festival concept unusual for the 

location 

Not sure but likely depending on the 

music 

   

ConAdv 1 

òIt is a mix really of the bands 

which I found interesting and the 

settingó 

- 

Would not have gone in a multi-

purpose hall 

- 

If he had seen a band perform a 

few months before, he would go 

back to see them at the NFF, not in 

a regular setting 

Depending on the bands, at least 

knowing them is important 

- 

òI donõt think you become tired of the 

concept [é] because when you 

attend a lot of concerts in regular 

settings, having the NFF once a year 

will be a different experience all over 

againó 

ConAdv 2 

Two elements came together, 

concept and content 

- 

Would not have attended in a 

regular concert-hall even though 

she knew the band 

- 

òI am very selective in the type of 

events I go to, the concept plays a 

primordial roleó 

Unusual experience, charming 

because of its character 

- 

Bands arrange their songs to fit the 

locations, which makes it out of the 

ordinary 

- 

After having attended two editions, 

she now trusts the programming of 

the promoters 

ConAdv 3 

What attracted him first were the 

bands performing (triggered 

interest) but the event concept 

convinced him to go in 2011. 

- 

Even after two editions, the NFF is 

still different from other event 

formats, which makes it still 

attractive 

- 
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Would not have gone to a concert 

of in a regular concert hall 

When on his own, the content is 

decisive 

   

Fan 1 

Fan of two of the bands in the Line 

Up 

- 

Would have gone in a regular 

concert setting if not far away 

Knowing the bands in the Line Up, 

then she is sure to return, not so sure 

if she doesnõt know them 

Fan 2 

Attention gets triggered when 

seeing a familiar name, òless 

spontaneous, the Band has to fit 

my tasteó 

- 

Would not have attended in a 

regular concert hall 

Dependent on the content, the bands 

playing have to be attractive 

Fan 3 

Most important factor is the 

content (knowing the bands of the 

Line Up) 

- 

Concept adds value 

Dependent on the bands 

Table 6: Tabular analysis of the in depth interviews (1) 

This first analysis of the answers shows that all of the adventurers and 

conditional adventurers cite the festival concept as the primary reason for their 

interest and attendance. The fans were attracted by the content of the festival. 

However one of them states that he would not have attended the concert in a 

regular multi-purpose hall. We can also note that the fans mention the 

importance of the experience design, which adds value to the concert of the 

artists they came to see. 

When looking at the conditions in which they would attend concerts of this 

festival again, the answers are less clear. 8 out of the 9 respondents stated that 

they would wait for bands to be announced before deciding whether to re-

purchase a ticket or not. Only on visitor mentioned that she trusted the festival 

enough to buy her ticket in advance.  

Aspects involved in the purchase decision process  

Respondent Price Time / dates 

Socializing 

(would have 

gone alone?) 

Willingness to 

travel 

Adventurer 1 

Willing to invest 

in new 

experiences and 

pay a little more 

for it 

- 

ònot as price-

focused as 

students might 

beó 

/  

Went with a 

friend for the 

discovery factor 

If far away, only 

accompanied 

- 

If she had the 

choice between 

seeing a band in 

a regular format 

closer from 

home and 

seeing them in 

an unusual 

format a little 
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further away, 

she would have 

travelled (not too 

far away) 

Adventurer 2 

Price is high for 

her (student) but 

she made this 

investment 

because of her 

enthusiastic 

boyfriend, who 

values the 

experience 

If other things 

are planned, she 

wonõt arrange 

her schedule in 

order to attend 

Would not 

consider going 

alone, being 

accompanied is 

primordial 

Willing to travel 

further away if 

accompanied 

Adventurer 3 
Not price-

sensitive 

Important 

variable 

Would not 

cancel 

something else 

in order to 

attend 

Would not go 

alone 
No 

     

ConAdv 1 

Not too high 

because of the 

added value 

coming from the 

festival concept 

(premium 

locations) 

NFF makes it 

easy to attend 

even if one has 

to work on the 

day after 

Would have 

gone alone 

because he 

considered it to 

be close to his 

home 

- 

For a unique 

festival he 

doesnõt mind 

trying it out 

alone 

Only if he has 

friends or family 

coming with him 

if it is further 

away 

ConAdv 2 

Quite expensive 

but worth paying 

for because of 

the festivalõs 

uniqueness 

- 

Kombiticket 

good deal 

because 

envourages to 

discover other 

bands 

Important, 

depending on 

the calendar, if 

she has to work 

or not 

Went with 

friends but 

would probably 

also have 

attended alone 

(hesitation) 

- 

Attending with 

friends is very 

important, even 

if not necessarily 

prohibitive 

- 

Would not go 

alone for a band 

she doesnõt 

know 

Yes if a fan of 

the band(s) in 

the Line Up, 

otherwise not 

ConAdv 3 

Price is ok 

compared, very 

much aligned 

with other 

concert prices 

- 

Locations make 

it worth paying a 

little more 

Important 
Would not have 

gone alone 

Yes, only if the 

content of the 

event is right 

and friends join 

him 

     

Fan 1 

No problem, òif I 

absolutely want 

to see a band 

I often plan in 

advance in order 

to see my 

Went alone to 

concert, 

regretting not to 

Local is better 

(but not 

necessary) 
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play, I can pay a 

little more!ó 

favorite bands 

play 

be accompanied 

but not 

prohibitive 

especially if she 

doesnõt really 

know the band 

Fan 2 

NFF important 

added value for 

a price aligned 

with the ones of 

other concerts 

Important, 

especially if he 

has to work on 

the day after 

Yes 

- 

No for a band he 

doesnõt know 

If the festival 

concept is good 

Fan 3 

Price did not 

matter much 

 

Willing to 

arrange her 

schedule to see 

the band 

perform 

Would also have 

gone alone 

Yes, travelled 

450 Kms 

Table 7: Tabular analysis of the in depth interviews (2) 

By looking at the table considering the factors involved in the purchase decision, 

some patterns emerge:  

- None of the participants appears to be very price-sensitive in relation to 

the festival concept, either because of their employment status (see 

profiles) or because of the festival concept which adds value. 

- Two of the three fans questioned appear to be willing to arrange their 

schedule or plan in advance in order to see their favorite bands play on a 

concert. The adventurers and conditional adventurers consider the dates 

to be important, they would not necessarily sacrifice other plans. 

- The social factor seems to play a particularly important role for the 

adventurers who want their experience to be shared whereas 2 of the 

three fans went alone to the concert. The conditional adventurers have 

different point of views on the matter. 

- The fans also reveal themselves to be more willing to travel for their 

favorite bands than the other visitors, who either would not or under the 

condition of being accompanied by friends and/or family. 

Several participants pointed out that the Kombiticket made it easier to become 

adventurous and to go see bands which they did not know at all. The 

participants did not go to respectively only one concert, but several, and 

depending on the concert, they switched categories. The example below 

illustrates this statement with the visitor we are labeled Fan 1: 

Respondent Concert 1 Concert 2 Concert 3 

Fan 1 Get Well Soon 
Ewert & the Two 

Dragons 
Tindersticks 

Relation to the 
content 

Fan Fan Adventurous 
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Therefore, we can consider these categories to be rather liquid and highly dependent on 

the program of the festival.  

2.2 Analysis of the practical application 

Respondent Preferred poster Reason / justification 

Adventurer 1 3 ï Experience-led 

Location is included in the poster and for the content she 

would get information on the website and listen to the bands at 

the same time. If she had not known one of the bands in the Line 

Up when seeing the poster which was used for promotion 

(poster 1), it wouldnôt have triggered her interest, even if the 

festival concept later proved to be attractive to her. 

Adventurer 2 2 ï Mixed 

The content-led poster doesnôt communicate ñwhatôs 

special about the festival.ò However, the poster without any 

information about the musical content lacks reference 

points for her. 

Adventurer 3 2 ï Mixed poster 

Concept is more present in the mixed poster, the content-led 

poster would not have attracted him at all because the music 

genre does not appeal to him at all. 

   

Conditional 
Adventurer 1 

1 - Content-led 

Because he already knew the concept of the festival and when 

he saw the name of the poster, he knew which experience to 

expect. The content allows him to see if the musical genre fits 

him. 

Conditional 
Adventurer 2 

1 ï Content-led 

The content is a condition to attending the event, it has to fit 

her musical taste. But the first element which triggers her 

attention is the content and she then takes a closer look 

herself (on the web) to decide if the concept attracts her as well. 

Conditional 
Adventurer 3 

1 ï Content-led and 

mixed 

Since he knows the festival concept, he would prefer the 

poster with only the content. However, he thinks that the mixed 

poster would be best for people who donôt know the festival 

concept. 

   

Fan 1 1 ï Content-led 

Since she knows the bands of the concerts she attended, the 

names attract her attention the most. However, she says that 

the mixed poster is good too, because it includes aspects of the 

festival concept. 

Fan 2 2 ï Mixed 

Location is attractive and serves as an argument for the festival, 

it adds up to the program. The location could make a 

difference for fans as well e.g. when having the choice 

between seeing the band in a multi-purpose hall and at the NFF. 

Fan 3 1 ï Content-led 

Slogan is not necessary on the two other posters because it is 

implied by the content-led poster. Mixed-poster interesting as 

well for people who donôt know the bands, because it shows the 

location. 

Table 8: Analysis of the practical application (posters) 

Out of the 9 respondents, 4 picked the content-led poster as the best 

promotional poster, 4 picked the mixed poster and only one participant picked 

the experience-led poster without the Line Up. None of the adventurers chose 
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the content-led poster, because it does not communicate the value proposition, 

the uniqueness of the festival at first sight, it is only implied (under the condition 

of knowing the venues) by the locations being displayed.  

Among the conditional adventurers and the fans, only one did not pick the 

content-led poster. This can be explained by the fact that the musical content at 

least as important as the experience design for these visitors, therefore they 

need tangible elements concerning the musical identity of the event to be 

included, in order to assess if they would attend or not. In this practical 

application, the fact that some of the visitors already knew the concept of the 

festival before and integrated the experience design in the brand New Fall 

Festival explains why they did not feel the need to be informed about it on the 

poster; they point out that when they see the poster, they already know the 

concept and therefore they are only interested by the content at this point. 

2.3 Analysis of available quantitative data 

Although this thesis is based upon a qualitative research method, the 

opportunity to use some of the quantitative data relevant to the research 

question represented an opportunity to draw first conclusions as to the 

characteristics of the different visitor categories. It would have been a shame 

not to seize this opportunity. 

Sample sizes 

 

 

Fig.  10: Sample sizes considering all respondents. 
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From the 208 persons who participated in the company survey, 14% of the 

participants put themselves in the experience-motivated (adventurers) category. 

The sizes of the two other samples (content-motivated i.e. fans and mixed i.e. 

conditional adventurers) is similar with respectively 44% and 42%. This can 

seem astonishing, since one could think than the fans of the artist/band 

performing composes the majority of the audience. In fact they seem to 

represent less than half of it. However, a significant difference exists when 

considering paying vs. non-paying visitors (guests, journalists etc.). 

 

Fig.  11: Sample sizes considering only non-paying visitors 

 

Fig.  12: Sample sizes considering only paying visitors 
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Among the paying visitors this category represented only 10%, whereas it 

represented 28% of non-paying visitors, which can be explained by the fact that 

it is much easier to be adventurous and take risks, when one does not have to 

pay for it. The other difference concerns the content-motivated category (fans) 

which represents almost half of the paying visitors, whereas they are òonlyó 31% 

of non-paying visitors. This could be explained by the fact that these fans bought 

their ticket further in advance. When the concert promoter realized that the 

concert was not going to be sold out, he decided to promote additionally to the 

posters via lotteries for the media and blogs (so that they would promote the 

event by mentioning the lottery) and this may explain the quite high number of 

non-paying fans.  

Moment of ticket purchase 

Thanks to the survey distributed at the event, it was also possible to analyze at 

which moment the different visitor categories respectively bought their tickets. 

The following graph compares the total number of tickets sold by category with 

the moment of the ticket purchase:  

 

Fig.  13: Tickets sold over time by visitor category 

We can notice that content-motivated festival visitors tend to buy their tickets 

earlier (over one month before the event) and experience-motivated festival 

goers later (one month before the event and later). The visitors who put 

themselves in the hybrid category follow the general trend of ticket sales, which 

is exponential over time. 
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3. Findings 

3.1 Findings from the qualitative data analysis 

Relevance of the different categories 

First of all, the emergence of patterns between participants according to their 

respective categories confirms the relevance of the typology based on a 

differentiation between content of the festival and its experience design. 

However, it is important to moderate this distinction. One and the same visitor 

can be part of the adventurer category for one concert and become part of the 

fans for another concert. This also works the other way around, as we found out; 

some fans of bands became adventurous because the relative ticket price for a 

third concert decreased with the ticket package offered. Nonetheless, even 

though it changes every time the content changes, it appears that the audience 

is composed of those three categories in an innovative experience design: those 

who were more attracted by the concept and adventurous about the music, 

those who want both conditions to be fulfilled and those who are fans and 

passionate fans of the band and only need the name of the band to be 

attracted. 

Overcoming barriers 

It also appears that fans are willing to make more sacrifices than the two other 

visitor types in terms of price, but mostly planning in advance and attending the 

event alone if they donõt find somebody to come along. On the contrary, 

adventurous visitors tend to attend the event rather òif they have the time to 

distract themselvesó i.e. they donõt seem to be willing to plan in advance or 

change their schedules in order to attend it. They also seem more reluctant than 

other categories to travel further, especially if they are not accompanied, 

whereas the fans admittedly prefer to be accompanied, but pointed would 

mostly attend on their own as well.  

Test with the poster-application 

The application - which aimed at testing different communication alternatives 

regarding as to the content - revealed that the experiential aspects of the festival 

experience should be communicated, additionally to the tangible attributes. This 

was emphasized by visitors either preferring it for themselves or putting 

themselves in the shoes of those who might not know the musical content of the 

event. 
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3.2 Findings from the analysis of available quantitative data 

First findings are to be found within the sampling method used and the 

questionnaires administered to festival visitors. A significant difference was 

found between the size of the experience-motivated visitors when considering 

paying and non-paying visitors. From this we can conclude that the barrier of 

having to pay for an event makes it less likely for visitors who donõt know the 

content of the festival to attend it. But more important than the respective 

percentages of visitors which emerged is the fact that the category of 

experience-curious visitors exists, even though the little emphasis is put on the 

experience design by the festival promoter.  

This indicates that content-motivated visitors are product-centered and for them, 

as soon as the band is booked for the event, their decision is made as to 

whether or not they want to attend it and they plan to. On the other hand, the 

decision to attend seems to be more spontaneous for attendees belonging to 

the experience-motivated category.   
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Conclusion 

Relevance of the typology 

As a conclusion, we can state that these different categories relating to the 

motivations exist within a same audience. Some visitors came because they 

wanted to experience a new festival concept, some attended because a 

particular band or artist was performing even though the experience design 

represented an added value and some visitors were interested both by the 

experience design and the music genre and would not have come without the 

combination of those two factors. The difficulty of the analysis lies within the fact 

that the differences between the visitor types are to be found in nuances. We 

can assume that visitors are to a certain extent always sensitive to both factors: 

experience design and musical content. The proportion to which these factors 

are important in the purchase decision and attendance process varies. For 

instance a fan of a particular bandõs primary motivation will be to experience this 

band live but the novelty of the experience design adds value to the concert. On 

the other hand, the adventurer will mostly be interested by the concept of the 

festival and the resulting experience more than by the music itself. However, 

his/her musical taste is not totally irrelevant, since he/she would not attend an 

event where he/she does not like the music at all. 

There are clues indicating that a correlation between the willingness to 

overcome barriers and these categories exist. Indeed, as the comparison 

between the time of the ticket purchase with visitor categories suggests, 

experience-motivated visitors tend to be more spontaneous and donõt plan in 

advance like fans do, buying their tickets earlier. Moreover, the analysis of the in 

depth interviews shows that one visitor wonõt always be part of a specific visitor 

category, he rather switches according to the program of the event. As fans 

focus on the content, they seem ready to make òsacrificesó, which adventurers 

would not e.g. travelling further, arranging their schedule according to the event 

or going on their own. 
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The characteristics of these different visitor groups can be summed up in a 

graph, as follows: 

 

Fig.  14: Visitor categories by importance of experience design, festival content and resulting 

willingness to overcome barriers to attend 

Implications for festivals 

For new and innovative festivals, this means that the more the experience 

design is attractive and creative and on condition that it is communicated, the 

more it somewhat liberates the promoters from the musical content. Given that 

new festivals have often limited financial resources, this typology of festival 

visitors opens up new possibilities for success. Meanwhile, this typology is 

relevant for already established festivals as well; optimizing the festival 

experience will help broaden the potential targets and thus maximize visitor 

diversity and numbers. For festivals which are experiencing a decline in visitor 

figures, it can also be a mean to boost or revive their event.   
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Recommendations  

Petkus (2004) noted that òsimply having an experiential offering is different 

from actively and deliberately marketing that offering in an experiential way.ó 

There are many examples of researchers who states that businesses can be 

naïve because of their product-centricity while they are actually trying to sell an 

experience and they ignore the experience factor in the positioning of their 

corporate or brand image (Shaw, 2005; Schmitt, 2003; Getz 2008). For 

festivals, this translates into making the content, the program itself the main 

promotional argument, while research on motivation to attend festivals points 

out that òin some cases, motivations to attend have little to do with the actual 

festival program or contentó (Lyon, 1998). 

Acknowledging the experiential nature of festivals 

The nature of services marketing suggests that image and positioning are 

essential for companies selling experiences. King (2002) already made the 

subtle distinction between promoting a tangible aspect of an experience and 

promoting the experience itself. The first recommendation which can be made is 

to implement a more experience-based positioning, all the more since ð as the 

research has shown - a purely experience-motivated segment of visitors exists 

and adds up to the existing segments. This broadens the number of possible 

attendees, increasing the chances of success for innovative festivals, regarding 

visitor figures. The results of the empirical part also suggest that visitors react 

positively to a mixture in the promotion between experiential aspects and 

musical content (posters). Another possible implementation of experience 

promotion can be achieved with a video representing the festival experience, 

directly built into the website (for a good example, see the website of the Open 

Source festival, Düsseldorf, Germany).15 

Optimizing and extending the customer experience 

Since festivals are all about experience, it seems logical not only to promote, but 

also to optimize this experience in order to gain a competitive advantage. 

Therefore, an application and combination of CEM tools and frameworks appear 

to be relevant to music festivals. Moreover, experiences are holistic by nature 

and the process happens over time. Several simple and cost effective measures 

can be put in place in order to extend the festival experience to before and after 

                                                      
15 See appendix no. 10, website address : http://www.open-source-festival.de/en/   

http://www.open-source-festival.de/en/
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the actual consumption of the event: upstream and downstream. First of all, the 

relationship between customers and event promoter has to be extended to a 

wider period than a few weeks before and after the festivals. By extending and 

maintaining this relationship, it makes them more likely to promote the 

experience via WOM over the whole year instead of immediately before the 

event. Furthermore, the experience can be extended for instance by uploading 

goodies (e.g. wallpapers and screensavers) on the festival website in order to 

create the anticipation effect, setting up a competition for the best photo of the 

festival after the event and providing memorabilia (i.e. festival merchandise) for 

the customers. 

Another part of the customer experience is the actual purchase of the ticket, 

which is critical, especially considering adventurers. These adventurers could 

read an article about the festival on a website or in the press and spontaneously 

decide to buy one ticket. But if this ticket service does not work or if it is not easy 

to buy this ticket, the adventurer might turn away and not go after all, the buying 

process being too òannoyingó. 

Diversifying the communication (geographically, over time and its content) 

As adventurers appear to be rather spontaneous visitors and fans plan more in 

advance, the communication efforts can be adapted to these different types. 

Music event promoters should take this into account and promote the event in 

regions further away from the festival location earlier than locally. The content of 

the communication can also be diversified, which was tested with the three 

possible alternatives of promotional posters in the empirical research. Instead of 

developing a campaign with only one poster, two posters could be designed; one 

promoting the Line Up, the other one emphasizing the festival experience. This 

can also be applied to other communication types. 

Pulling down the barriers 

As the study suggests, adventurous visitors, seeking new experiences, are more 

likely to attend events when the barriers are low. To attract this segment, festival 

promoters can analyze which factors represent barriers to attend their festival 

and pull them down in order to make it more accessible. This can be achieved by 

offering packages allowing visitors with more substantial travel distances to buy 

a trip-hotel-festival package. Locally, promoters could make a deal with public 

transport in order for the visitors to be able to take means of transport which are 
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paid for in the festival ticket. These are only two examples of ways to pull down 

barriers. 

.  
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Limitations and further research 

Limitations 

It is important to point out that the present research has limitations. First of all, 

the sampling method - which consisted in the festival visitors putting themselves 

in the 3 different categories during the survey administered during the festival ð 

could be questioned because it was left to the participants to identify 

themselves as one particular type of attendee. This presupposes that they 

understand the differences between the categories. Moreover, the participants 

classified themselves in the respective categories according to the night on 

which they filled out the questionnaire, which did not reveal which type they 

corresponded to on other nights where they attended the event, possibly 

switching categories. The flexibility of the visitors according to the content made 

the analysis much more difficult and perhaps questionable.  

Moreover, the issue of generalizability has to be emphasized. Indeed, this 

exploratory research design considers only a limited amount of participants (9) 

who participated in the qualitative research and therefore it represents only a 

very small sample of festival visitors. Additionally, the format of the NFF is more 

one of a concert series with people buying their tickets either for one night at a 

time or for 3 concerts, but the promoter did not offer one festival ticket for all 

the concerts which took place in the frame of the festival. Therefore it may be 

questionable whether the findings for this event format are generalizable to 

other event formats or not. Furthermore, the interviews conducted reveal that 

there are multiple factors involved in the decision process and not all of them 

are identifiable or generalizable; there are a lot of what ifõs involved. There 

appears to be a multiplicity of possible cases making the visitor rather 

adventurous or rather content-motivated, with a lot of possible in-betweens. 

Concerning the concrete application with the three posters submitted to the 

participants of the study, it should be mentioned that they tended to judge the 

posters more by their design than by their content. Therefore, it was sometimes 

difficult to evaluate if a preference for one poster rather than another was due to 

its content (experience-led, mixed or only content-led) or its design. 

As a general limitation, after the analysis of the qualitative data, it appears that 

the theoretical dichotomy between content-motivated and experience-motivated 
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visitors with the possible hybrid category was difficult to explore in a concrete 

application because of the numerous factors involved, and may be more suited 

for theoretical works than for empirical research on the subject. 

Further research 

The limitations showed that there is space for improvement and/or 

replenishment to the present research. A large scale analysis of quantitative 

nature could help determine the size of the experience-motivated segment. 

Nicholson & Pearce (2001) stated that the festival goers who were interested by 

what the festival has to offer represent the majority, but other than this 

statement, no empirical research has been carried out to prove this point. 

Therefore, it remains uncertain which concrete impact an experience-based 

positioning would have on attendance figures. Since it unfortunately proved to 

be rather difficult to clearly separate experiential aspects from content-related 

aspects - which could as well be just simply inseparable ð a better framework for 

identifying the characteristics of these visitor categories could be developed.  
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