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The development of the music industry in #hfirst decade of the 20" century
indicates a value shift inside the music business, away from the physical goeds
based business modelstowards those whogrant digital access to music at a
low price and those who are able to deliver outstanding experierscé.ive 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 morand more
experiencehungry consumers, the present thesigexplores the existence of a
new festival visitor typology, distinguishing betweencontentmotivated,
experienceseekinga nd a 0 h ywhich id gensitive o doth content and
experience design The empirical part is based upoma qualitative research
carried out in the context of the New Fall Festival 2012 Also, a survey
conducted among festival attendeesincluded interesting results, which were
used to support the qualitative research.

The resluts of this study show thatwhile it is difficult to clearly classify visitors as
one of these types because of the high dependence on the contersind rather
theoretical nature of the experience theoryd especially new and innovative
festivals canbroaden the types of visitors attractegdby adopting anexperience
based positioning andoptimizing their customer experience At the end of the
thesis, recommendationswith concrete steps are maddor companies who want
to implement such a strategy in order tohead towards experiencéased
differentiation.

Word countfor the main body ofthe thesis: 15.444
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Abbreviation Meaning

CEM Customer Experience Management
DRM Digital Rights Management
From the latin exempli gratia, equivalent to the English expression
e.g. for example, used to illustrate what has been advanced or to
make a non-exhaustive list of what has been discussed
From the latin id est, equivalent to the English expression that is

e (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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Word Explanation

_ Main act, usually a major, more famous artist performing on a
Headliner :
festival or event
Line U Synonym for the festival program, it is composed of all the bands
Ine up . o .

and artists performing in the context of the festival
Memorabilia extend the customer experience by reminding him/her

Memorabilia of the consumption which took place, comparable to the effect of
souvenirs which tourists bring back from trips.

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

Order like a schedule
Lesser known artist performing before the headliner, benefiting
Support . . — :
(act) from the audience which came for the headliner in order to gain a
ac

reputation
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Introduction

In 2006, the English festivalT in the Parkwas 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 thé-usion Festival in Larz, Germany.This
anecdote indicates that the motiations for buying the tickets forthe event are
not (only)led by the Lire Up of the festival, but alsdiy the festival experience
itself (Frith, 2007) and seems to confirm predictions of an experieneseeking
society(Toffler, 1970; Kock, 1990; Schulze, 1992; Pine & Gilmore, 1998p50me
authors note a lack of specialized research concerning the relationship between
customerdds experiences and mar keting
and its practcal application for businesses in the music industry, who want to
implement experiencebased 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 critda, 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 @velopment 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 markeEurther, he thesis
focuses on the experience concept ahemphasizes 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 experiences.
content-oriented typology is explained.

Eventually, draung on the findings, recommendations will be made, limitations
discussed and further research suggested.
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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 quantiative 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 daurated 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 itsstrategy and take advatage of the experience

the eventprovides
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Company OverviewThe SSC Group and the New Fall Festival

- - 15

SSC GROUP GMBH

The SSC Group GmbH is@erman SMBbased in Dusseldorf, Germany andas
created in 1998. Additionally tothe headquarters in North RhinéVestphalia, {

has two branches, one in Berlin and another one in Zuriclswitzerland. The
agencyO0s ma icancerd mrdmoton drtit rejpresentation and event
management.Moreover,the SSCGroupalso provides musieconsulting services

for companies who wish to organize music events for branding purposes
Examples of clients include Vodafone,

One of the products in the companyds
project aeated in 2010. The first edition of the event had been rather
successful witha 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 % ofpaying visitors The program of the festival features artists
ranging from Indierock, singer/songwriter and electro music influences and
«should first of all reflect the autumnal feeling and spirit: quieintense and a bit
melancholic.» It targets mainly young and middikaged (25 d 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 bafe 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 aday period.

The differentiation factor lies within the locatio#based innovation factor and the
unusual experience design in thiparticular music genre. The bands performing
at the festival usually do so in mulipurpose 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 conceria locationst 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 Seeappendicesno. 1 and 2
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Theoretical Framework

1. Background:The value shift in the music industryled to the
success of the festival as an event format

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

ot he artists ha denttoperftrra, aq equaly, thealistdngr haplr e s

to be present at the same pl eoeharand t i me
2008). Music as a product emerged in the second half of the $8century with

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

Suddenl vy, consumers could oowndé the musi c.
|l asted unt ithe inddstey wds%8sedoupgn thedynamic of selling
physical productson which music was stored, to grant access to musito 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, mindliscs etc.), this model lastd for about one
century. In the last decade of the 20 century, two technological advances
would change the dynamics of the industry: digitalization and the internet.

These two factors turned the industry upsiddown because the business

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

rely on selling the access to the music via the physical formanymore;

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

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

which one doesndt | ose when giving it away
in the consumption and/or copying process. This profound transformation is

often referred to This phéndmegon tisaslppoedebyo!| ut i on.
concrete figures. The2011 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 valuef the industry decreased by 31% as the

prices for musicfiles steadily droppedtowards zero Nowadays, the sales of

digital music account for 32% of the revenue of the industrythe following

graphs illustrate the digital revolution:
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A COMPARISON OF DIGITAL MUSIC CONSUMPTION

Pari kh (1999) explains that the owaves of
intermediaries e.g. retailers of physical products, diminish the roles ofcard
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 herefore,
the internet was considered a threat instead of an opportunitput 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.gimplementing DRMand coming up with aseries of
lawsuits to prevent piracy even though reseech proved these measuresto be
ineffective andrather counterproductive(Maffiolletti & Ramello, 2004; Liebowitz

& Watt, 2006; Sinha, et al., 201Q see also Anderson, 2007, pp. 271a s n& o
must be careful not to confuse correlation with causalify{Cabral, 2009)

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

the sum of sales of lesser known products isuperior orat least equal to the

sum of salesfrom the bestsellers. The author applies this theory straight away

in the introduction (pp. 15) to the music industry, illustrating it with the case of
iTunes. Over the years, wjitalization made access to a large music repertoire
easier (see fig 1) andleads to consumers being more proactive. Eventually, they
screen what is available to them until they finénd buy niche products, or as

Godin (2008) putsit:0 j ust what i.§hefrollogihgtfigufe dlustratetr e mo
the Long Tail theory:
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The New Marketplace

Popularity

Long Tail

Products

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

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

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

maj ority of music | isteners uselectedtheo 0O0get f ec
products the customers listened to e.g. radio stations. The initiative was only

partly let o the consumer, who had the choice between tle filters. However,

we can note thatthis does not mean that consumers are reluctant to this
(necessary)filtering effect (Anderson, 2007, pp. 136140). Music streaming

services such asSimfyand Wimp emphasie their editorial content which serves

the purpose of recommending and preselecting artists. Spotify adopts a similar
approach than amazon (oO0customers who bought
recommending similar artists than the one which the consumer isuently

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 Lehagit

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

and help the consumer finding it.

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) concl uded in their research that t
modes of value extraction for the recorded usic industry in the digital age:

either by content protection or by displacing value onto related products or
serviOedthde o0r el ated pr cectorsis the licermusicer vi ces o
sector. Indeed, many research papers tend to indicate that the usic industry

benefits more fromdigitalization and the abundance of musi¢han it harms it

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

because consumers are attracted by the live experiences of artists they

discovered thanks to the internet at low or no costin that sense, the value of

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

2007).

Il n the 196060s, economi st s woullbea secioreic ul at ed t |
decline, because it would not be able to compete with ass 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 singé 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 researchargued,

prices would stay below inflationfor recorded music and concert promoters

would have to raise theirsthus scaringthe consumers away(Baumol & Bowen,

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

mar ket doesndt \with eecorded anusic,obotpray represent a

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

sales, as mentioned in the previous partin the United Kingdom the income

generated by live performances has surpassed the revenueiin record salesin

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

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

are rather the support to promote concertgLarkin, 2006; Conolly & Krueger,

2005).From the consumer06s perspective, the musi

as the music experience emerges.

2 Mentioned by Janice Warmaf2010) How music festivals are singing the changd®vVWW] The
Guardian. Available fromhttp://www.guardian.co.uk/business/2010/aug/27/music_-festivals-
recordindustry [accessed 26/09/2012]
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One of the formats whichhad significant success in the past decadess the

festival.

Originally, the name ofestival 6 was given
(Pieper, 1965)but over the second half of the 2@ century they have expanded

to cultural events; films, performing arts, music and wine are r@gon-exhaustive

list of themes Today, the generally accepted definition of festivals is the
purposely simple 0t h¢Gae @Q05) that Is toisay thate | ebr at i o
festivals usually specialize on a particular artist (e.ga series of concerts from

Chopin), a particular music genrée.g. Rock, Electronic, Jazz music eto) topic.

This type of musi cal event differs from congc
individuals are generally drawn to hear and view a live perfoance of a specific

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

a ©parti cu(Baven & Raniglse B005) The concept of the festival
originated in the 1960 éhs maherofahfdstivalhie wor | d,
considered to be Woodstock, which was held in 1969 near NeXork, USA,

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

ol

and its sociological significance. The festivhlbbom occurred in the folbwing
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 difficulties3

Festivals seem to be quite resistant to macreconomic fectors such as
economic downturns Gesellschaft fur Konsumforschung, 201p as previous
research showed the elasticity of demand to be greater than or{@hrosby &
Withers, 1979, p. 113; Baumol & Baumol, 1984. Thiscan patially 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 artistsa festival features the more it is passed onto
ticket prices, because the dist fees are higher and potential customers are
more likely to accept higher ticket prices for these Headline(seenders et al.,
2005).

3 Interviews of industrynsiders by Jahel Mielke from theewspaperTagesspiegebnd the
website of the German television channel websitetv, both fully referenced in the bibliography
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This event formatallows promoters to maximize incomes thanks to economies
of scale (one event for several bands dile fixed wsts), attract larger audiences
along with selling merchandise and allowing brands to use the event as a
channelto communicate with the large audience in a context where they can be
more receptive t o (Ftitih 2007 Framtdead t ms$s $ag@ oi nt
view, festivals reprasent an opportunityto play in front ofa larger audience as
well and gain new fans, whichis particularly interesting for lesser known and
ambitious bands and artists. The festival as special eventis also interesing for
cities which often encourage it because of the positive impact onthe local
economy and the image of the venue or cityWaterman, 1998, pp. 262;
Richards & Wilson, 2004)and are therefore often supported with subsidies.
Most of these festivals takeplace 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.

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 marketingeithaml, etal. (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,
servicestcannot be

seen, smelled, tasted, or
touchedéd

- Services cannot be stored

- Services cannot be protected
by patents

- Services cannot readily display
or communicate services

- Prices are difficult to set

C Emphasize tangible assets

C Rather use personal sources than
nonpersonal sources

C Simulate or stimulate word-of-
mouth

C Build a strong organizational
image

C Use cost accounting to set prices
C Engage in post purchase
communications

Inseparability

Simultaneous production
and consumption, the

- The consumer is built into the
process of value production
during the service

- Other consumers can be

C Emphasize selection and training
of staff in contact with clients

involved in the process of C Manage consumers
customer must be .
- production
present at the time of “ . )
: C Use multisite locations
production . ,
- Centralized mass production of
services difficult
Heterogeneity 5
. . N - Standardization and quality C Industrialize the service
Potential high variability -
. . controls are difficult v . .
in quality and essence of C Customize the service
the service
Perishability C Use strategies to cope with

Once the opportunity for
selling a service is lost, it
is lost forever

- Services cannot be inventoried

fluctuating demand

C Make adjustments in demand and
capacity

To a certain extent, these characteristics can or must be applied to festivals, in
order to stage a successful experience-estivalsas an experience are indeed
intangible but the communication of festivalss mostly based upon promoting
the tangible assés 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 vaubeing
created by the attendeegsee chapter 2.3) as well as perishability. Howevethe
empirical analysis undertaken by the authors concerned a wide variety of
companies sellingdifferent services and did not specialize in music events,
which are entetainment serviceswith high customer involvemen{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 alsobe less relevant. Nonetheless, we can

conclude that festivals fall into the realm of services marketing.

Maél Roth | MSc International Marketing| ESC Rennes School of BusinessPage 19



The marketing of festivals is all the more difult, that wordof-mouth (WOM) a
phenomenon which liesrelatively beyond the control of tle event promoter - is
the most effective means of spreading a message, getting new clienésd
securing loyalty(Knauer, 1992; Mangold, et al.,, 1999 Anderson, 2007, pp.
264).4 This does not seem to be surprising, becoae of the social nature of the

festival expetience (see chapter 2.3).

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, oexcessive samenesgVan der Wurff

& Van Cuilenburg, 2001 cited in Leenders et al., 2003, a tendency also

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

Morgan, 2006; Richards, 2007, Anderton, 2008, which indicates that festivés

are becomingcommoditized Thiso c edsitsease 6 faced by the |
represents a significant problem for many promoters. Indeed, only few festivals

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

of producti on, in contrast to a Omore or
per f or miFrey, 2080 seesatsoAnderton, 2008).

Overall, thebarriers for entering the festival industry areising 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 famoys
trendy artists. Moreover,in times of economic slowdowngcompanies becane
more and more reluctant to invest their monein sponsoringactivities (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 tfeir existence
and the race for sponsors is more motivated by a fear of critical losses than by
finding a strategic, mutually beneficial partnershiphVOM being an effective way
of spreading the messagdsee previous section)one could argue that it shoud
then suffice to stinulate 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 Seeappendixno. 8 forempiricaltesting atthe New Fall Festival, WOM is the primary answer to
the question mhawodi dt yeuf ¢é¢etairval 26 (22 %)
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writing about the event on the first year only, after which edition the interest
fades. Thereforenew festivals have to convince from the first edition on and

there is little or no room for nstakes.

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 ean this trust from the visitors, who may pay somewhat more attention

to the actual musical conten of the festival.

Even though mnovating with new festival concepts appears to be essential the
saturated festival market characterized by too much of the same, it appears that
the market is not very welcoming to new entrantsheé fact that manyfestivals
dondt kenause iofvtee difficulty to get return on investments scares
entrepreneurs. Understanding the nature ofxperiences and the one they
provide thereforeappears to be importantif festival promoters want to use their
creativity in staging an outstanding experience and diffeentiate 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 sloganspromises of unique experiences.One can
ask the question: what defines an experience? What makes it successful?

Over the years, several authors have emphasized the importance of the concept
and its relevancein business contexts Athough some authors noted that it is
still poorly defined (Caru & Cova, 20Q3Tynan & McKechnie, 2009 there is a
consensus around the fact that consumer experience are subjective and holistic
by nature, and based upon th@moments of truth6 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; Caru & 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 daygludes
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 lif¢Abrahams, 1981 Arnould & Price,
1993) and appeal to the multisensory.e. sight, smell, touch, hearing and taste
(Holbrook & Hirschman, 1982) The concept also implieghat the consumer
goes through emotional states, whetherthey are positive e.g. excitement,
happiness, euphoria during a concert, or negativat first but later considered
positive e.g. unpleasant and challenging incidentgLee, et al., 1994) During
experiences which are consumedcaollectively, the importance of the shared

nature is stressed by numerous researchers as weéll.

Another aspect mentioned by literature concerns intellectual or educational
experiences. Indeed, the sgalled need for cognitior? (Cacoppo & Petty, 1982)
explains the fact that some activities are engaged with the goal of learniagd
self-education e.g. when somebodyisits a historical exhibitionAt last but not at

5 See chapter 2.3
6Defined by the authors as the O0tendency to engage in
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least, research proved successful experiences to be related to tiséaction
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 he following illustration sums

up the different dimensions of the experience concept:

Intellectual,
educational

Social (caecreation

Multisensory :
of value with other
appeal — consumers)
— T
Out of the
ordinary flow of Emotions of the
everyday individual
occurrences
(novelty or rarity)
Subijective, Consumer Satisfaction from
personal : eXperi ence ~ service quality

Moreover, research showed that the experience of an event does not limit itself
to the actual event, it actually occurs beforeupstream) and after downstream)
the event has taken place (Caru & Cova, 2003rnould et al., 2009 e.g. the
Vorfreud€, the anticipation one feels when a consumer is looking forward to a
trip he/she has bodked and after the trip the souvenirs he or she brought back
extends the actual trip, because it reminds the consumer of it,4i@ing it.

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 lategciologists
made wrote about the phenomenon, which was becoming realifi¢dck, 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 gog.
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more and more experiences because of the growing and/or already high life
standards, education, freetime and technological progress. In this context,
hedonic consunption 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 sameactivity, forming aconsumer mmmunity8. Because of the
paradox of choice the consumer is confronted to, so Schulze writes, every
experienceconsumption represents a statement, it becomes an act of self
affirmation, part of the social identity(see also Williams, 2006 and Gideon
D'Arcangelo, 2007).

From the business perspectivethis also represents a fundamental shiftthe 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 alsoFirat, 2001). Trendsetting authorsPine and Gilmore
(1998) describe the phenomenonfrom the supply perspectivg(businesses)as

the progression of economic valueas shown inthe following figure:

The Progression of Economic Value
Differentiated T T T T 1
Stage B
experiences —
Il 1
— A
Deliver
Competitive Services
Pasition P 4
T
Make
goods
| SeeWEaeEs
Undifferentiatod GRS
I 1 I ] I
Market Premium
Pricing

8 Translated from the original German terrKonsumgemeinschaft
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Pi ne & Gndyssois leades upon the more important growth of the
entertainment industry compared the ones sellinggoods and services. This
leads them to state that, & once goods, services become commodiéd and

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

make between commodities, goods, services and experiences:

Economic Distinctions
Economic Offering Commodities Goods Services Experlences
Economy Agrarian Industrial Service Experience
Economic Function Extract Make Deliver Stage
Nature of Offering Fungible Tangible Intangible Memorable
Key Attribute Natural Standardized Customized Personal
Method of Stored in bulk Inventoried after Delivered on Revealed over
Supply production demand a duration
Seller Trader Manufacturer Provider Stager
Buyer Market User Client Guest
Factors of Demand Characteristics Features Benefits Sensations

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. blwever, a company is able to
charge premium prices, when the offering is highly differentiated i.e. offers a
unique and memorable experiencegsee also Schmitt, 1999) Other authors
emphasized the importance oimagination and creativity (innovationps main
differentiation factor (Jensen, 1999 Boswijk et al, 2005).

These works predicting the future importance afhe experience concept for
gaining competitive advantage led to the emergence of thmanagerial form:
Customer Experience Management (CEMThis holistic business approach
captures the attitudes of customers towards a company and manages the
interactions between company and customercombining the effects of the

brand, relationships and service qualityA survey carried out by Forrester
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Research ¢ited by Temkin, 2008) illustrates the definite interest of companies
in all kinds of business sectors in the customer experience concef@everal
tools and frameworks have been developed over the years in orderimprove
service quality andhelp implemert CEM strategiesand improving the customer
experience Without going into too much detail,ite following table gives a few

examples of these toolsand frameworks

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

i mpact on custorr
on the service.

Making a difference thanks to
atmospherics, emphasizing on the
impact of the perception of the
customersoO6 senses
satisfaction of the service e.qg.
smooth and non-aggressive lights
can lead to relaxation and a better
consumption experience in a bar.

Dramaturgical
approach

(Grove & Fisk,

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

1992) customer.
The service as a

theater
iGraphical repre
service journey of a customer. It
shows their perspective from the

Experience beginning, middle a_nd end as
; they engage a service to achieve Aims at giving a holistic, exhaustive
mapping their goal, showing the range of giving :

(Schmitt, 2003)

tangible and quantitative
interactions, triggers and
touchpoints, as well as the
intangible and qualitative
motivations, frustrations and
meani hgs. 0

overview of the entire customer
experience with its determinants.

Now that we have reviewed the existing literature defining the experience
concept, we can focus on itgelevance 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 -experiencemapping
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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. Theyplain
that hedonic products and sevices are thosewhich consumers seek in order to
experience emotional states, sensory arousal, feelings and fantasielknopf
(1988) already noted that the main objective of recreation and leisure offers is
to provide outstanding experiences and furtheesearch has established that it
i's i n musicds nahdcreae emotionbl expeziences, wiethex | a
it is the mere product one listensgo at home, or a live eventSloboda, 1985
Lacher, 1989; Botti, 2000). Further researchlabeled this type of serviceas a
collective hedonic service(Drengner & Jahn, 2012) which is defined as those
which are based upon botha dyadic relationship with the service provider and
the interaction between consumers of the evd co-creating value for in the
shared experience(Drengner, et al.,, 2012 see alsoPrahalad & 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 alsé&nderson, 2007;Davis & Sankey, 2011
Austin, 201219)and the eventod&s uniqueness were succ
(1989; 1991) further named the festive spirit, affordable pricesLeenders, et al.
(2005) moderate the assertion that focusing on a niche is essential, showing
that festivals with broader focusescan be successful as well. Focusing on a
niche just makes successanore likely. This wasshowed 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 themia) the

Netherlands over a samplef 50 festivals.

10 Interviews of experts of the event music sector by the 1Q Magagzifully referenced in the
bibliography
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Focused
(niche)

Affordability Festive

(atmosphere)

EasyAccess Uniqueness

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

all about experience it is the primary value driverDuring concerts and festivals,

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

capture the experence in order to relive and share the momentafter it is

consumed. Frith (2007) argues that oOaccordi-
of authenticity, the live show is the truest form of musical expression, the setting

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

real. o

~

Pine and Gil moreos e X pla rordex mocilustrater taeme wor ks h
previously exposed framework of Pine & Gilmore (1998)etkus (2004) applied

it to the Blackfriars Playhouse Festival, Staunton, ¥inia, USA:
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Steps in staging experience Marketing application by Blackfriars Playhouse

l. Develop cohesive theme strategic communication of authentic Elizabethan indoor theatre experience
consistent use of advertising tagline *We do it with the lights on’
2. Forming impressions — emphasis on communicating historical focus
communicating details of indoor experience (hghting, seating on stage ctc)
— promotion of ‘handmade’ clements (chairs, costumes etc)
— communicating degree of ‘accessible sophistication’
—strategic emphasis on authenticity and uniqueness
3. Eliminating distractions — maintaining ‘modern’ lobby to emphasise authentic historical aestheucs
upon entering theatre
— maintaining consistent ‘voice’ across all marketing communications
4. Providing memorabilia —sale of wide variety of souvenir items (general Shakespeare items and items
specific to Blackfriars)
5. Engaging all senses — emphasising multidimensional sensory experience (music, visual décor,
hardwoad benches, lighting etc) in marketing communications
sale of beverages (and allowing consumption n the theatre to promote
authenticity)
6. Soliciting feedback — implementation of audience surveys

—encouragement of staff solicitation and reporting of informal feedback

As a conclusionGe t 2@08, pfd. 404) definition of a planned event comes

closest to defining festivals in relation to theiexperiential nature:

OPl anned events are spatial temporal phenom
unique because of interactions among the setting, people, and

management systems inalding design elements and the program.

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

you have todbe theredto enjoy the unique experience fully; if you

miss it, itds a | ost opportunityo

The present chapter proved the relevance of thexperience concept for music
events and festivals in particular. Howeveit 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. Thallbwing 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 wards access to
music, in the context of anemergingtrend of hedonistic, experience seeking
consumer behavior. Thislevelopment benefits the live music sectohecause 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 tbe a gap with the marketing
strategies of many festivals, whicloveremphasize the content of their offer,
rather than addressing the (experiential) benefits sought by visitors. lhig
chapter, we aregoing to focus on previous research dealing with magitrons for
attending festivals, the purchase decision process for this collective hedonistic
product and the factors involved. Before the empirical analysis of the-depth
interviews, we arealso going to explainthe assumed differences between the

different visitor types.

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 & Cronpton, 1997; Shone & Perry, 2004) By doing so, it allows
marketing to position festivals more precisely and to market it differently
according to the different segmentgFormica & Uysal, 1998)

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).0One theory which has largely been confirmed by empirical

~

worksislseBAhol ads (1982) s e e k i(devglopadnirdsecdomic a pi ng

3.2). The motivations for #ending these events areexperiential by nature, the
motivations standing out of the large majority of these studies being
entertainment, diversion, scializing, learning, novelty seeking and esca&etz,
2008, pp. 416), indicating that it is a core set of motivationgHowever, the links

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

event, as Ni chol slganalysis af differerda festivalGsodudgts2 0 0
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showsi.e. highly dependent on the festival contenfThis explains why there are
so many studies of festival motivations, since they wastrongly between event
types. A study comparing the motivations of six different festival products
(symphony, rock, world music, dance, ballet, and theateshowed significant
differences between the relative importance of the motivationgor example the
family togetherness motivation @&s 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.

According to Kardes, et al., (2008, pp. 8 0 Cons umer behavior ent a
consumer activities associated with the purchase, use and disposal of goods

and services, i ncluding t he consumer 8s e mo
responses that proceed, determine, or followhte s e a c fThisvdefiniiioe s . 0

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

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

experience.The traditional decisionmaking model implies that aproblem that

has to be solved, a need which has to be fulfillegPeter & Olson, 2008)

However, this process doesnd6t seem to be apj]
hedonistic nature i.e. the consumption oftte product is the goalin itself, a

phenomenon also referred to asexpressive consumption(Sundbo, 2009)

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

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

behavior (Kruger, et al., 2011 see planning vs. spontaneous visitojsThere are

multiple factors influencing the purchaselecision for festival tickets, which we

are going to develop.

Previous research proved festivals to be closely connected to tourig@etz,
1989). The more a festival establishes itself over the years, the more it attracts
visitors from further away wanting tgparticipate in the extraordinary cultural
event, which led Bérscisupan (993) to compare it to pilgrimages.A study
conducted at the Klein Karoo National Arts FestiveKruger, et al., 2011) which
aimed at finding out when lhe best moment for promoting a festival is, divided
the attendees in two separate segmentsPlanners (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 attendeithe event in the past and
were coming from further away than spontaneous visitors (rather local3hey
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 locallyn 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 #end the event. The distance to the festival site

therefore plays a role in the decision making process.

As we pointed out earlier, musical festivals are themed often focus on a
particular theme and/or music genre because theytake 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.

Holbrook &Hi r sc hman (1982, pp. 1 3 7,)artssaandg u e

leisurerelated offerings often depend more of the allocation of time and
mo n e yheo6analysis of key success factors for festivals confirmed the

relevance of the price factor.

Some other factors come into play when deciding to attend festivalkhe 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, etal., 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 vacationgspecially 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 atteding a festival can be illustrated as follows:

Festival line-up Festival tickets Festival dates

= T 1
~~. 1 -

"~ 1
- L -

~—a Y -

=== Initial decision to attend ----1
!
1
!

¥ v
Care about friend’s Don’t care about
attendance friend’s attendance
H i
1 ]
¥ :—b Make the final decision
Festival planning tool to attend
Asking friends to join
i
rom—— dmmmmeno . 1
) 1
v 4
Yes No
Friends joining Friends not joining

Make the final decision

-
to attend
H
o v Buying festival tickets
Festival planning tool -~
Planning the other festival ----p  Camping arrangements
arrangements .

~
~
~

by Travel arrangements

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.

Let &ds il | ust-makingprotebsewithdam e@xample@ansider Jack,
student and heavy metal fan. Jack saw a promotional poster of the festival on
the streets and several acquaintances recommended the everftirst, he goes
on the website of the festival to get more information caerning the Line Up,
dates, venues and location of the event and ticket priceSubsequently, e asks
several friends or family members if they would join. If someone joins him, he is
willing to pay the higher price for ieven 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

Maél Roth | MSc International Marketing| ESC Rennes School of Business Page 33



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 tha& 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 bandshe is a fan of- play.

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 onesDoes 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 thalifferentiation between cortent-motivated
visitors and the oot her soci al socialites
musicé is relevant for adapting marketing
Furthermore,Ni chol son & P €2001)cpeiritex out thas thealargesh

part of event attendees is composed of visitors whaare rather motivated by

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

A widely accepted theory related to this pr
and 0 pul (Crébmpforg t97PDam, 1981; Iso-Ahola, 1982). The following

illustration shows what is meant by those factors:
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Push

APossible benefits sought:
escape, selfeducation,
entertainment etc.

Pull

ATangible attributes:
program, festival setting,
facilities, services etc.

These push and pull factors are part of thexplanation for the differentiation
between experiencemotivated and contentmotivated 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 wowf-mouth, which is
hardly d if everd controllable.

The previous differentiation between Fans and adventureraises the question
of the dependence of a festival on its actual program or content. Are the festival
content and the experience dsign 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 festivajjoers got more pleasure out of
discovering something new than to see what they came foBharing 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 hostic view of festival visitors, inherent to the nate of
experiences. Thisleads 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 isattractive to them, but also oncondition that the festival

contentfitstherper sonal preferences (the music genr e

The motivationsto attend festivals are essentially experiential fothe three
visitor categories The difference lies within the nuance thate fans attend the
event on condition that they know the bands performing at theevent whereas
adventurers go to the event with the primary motivation of seeking novelty,

di scovering a new musical experience while
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know. Therefore he mediating variable of program knowtdge/familiarity comes
into play between those two categoriesthe third, hybridcategory which we can
call conditional adventurers only attends the event if both conditionsd
attractiveness of the experience design andhe content fits his/her musical

taste 0 are fulfilled.
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Key assumptionsfrom the literature review

The literature review allowed us toainderstand 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 degis. 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 overemphasis 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 experiencedriven
festival visitors from those whose primary motivation to attend is the pure
content, the program of the festivabnd those who seek both Eventually, this
differentiation comes down to askinglie question: would the festivagjoer have
attended the event i n igh?hifehe answeriisarothe experi enc
visitor can be considered anadventurer and if the answer is yes, he is rather
contentdriven: a fan A third, hybrid category emergedthe conditional

adventurer.
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The following table summarizes thassumptions we @an draw from the literature

review concerninghe three identified categories:

e Conditional
Characteristic Fans adventurers Adventurers
Important mediating factor.  Not important, the attention
Most important factor, the As long as the content fits and purchase was
Importance of the | attention and purchasewas t he i ndi vi dua triggered by the experience
content (program) triggered by the content (right musical genre), the itself, its novelty and
visitor considers attending. creativity.

It adds value for the visitor

Importance of the These visitors consider it

- but it doesnbd as a necessary condition to Experience novelty fades
experience primary motivation for ; Y over time when it has been
; ) . their attendance, the >
novelty / type of purchasing the ticket, it - . ) consumed several times,
; i lead to a readiness to S PEMence design / festival discovery factor fades
experience design| MaY concept has to attract them y

pay a higher price

Early (at least one month
before the event) This Late not more than 3, 4

Moment of the visitor plans in advance T weeks before the event,
ticket purchase and adds the event to ncertain because of the spontaneity
his/her schedule with the of the purchase
fix intention to attend

W|II|ngness t_o Somewhat likely if they Not willing to overcome
overcome barriers Most likel dondt consi ¢ barrers orifthey consider

(price, distance y barriers to be very hard to them to be easy to
SOCIal factor etcl) overcome overcome

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 fégal 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 analysienducted in
the context of the New Fall Festival 2012, which took place Dusseldorf,
Germany from the 3! to the 7t of October 2012.

In 2011 the Bundesverband fir Veranstaltungswirtschaft (BD) the Federal
German Association for the Promoters and Event Businessommissioned an
industry report! and estimated the live music mar k et size to
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 Augustn 2011, the business volumeof festivals
amounted to (341 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

festivaljungle, as music fans are exposed to the paradox of choice.

The novelty of the experience settingiels in the locations 8 the Robert
SchumannSaal and the Tonhall& - in Dusseldorf, two premium venues which
usually host classical concertand the experience design is different from what
the audience of this music genre is used to i.eegular concerts h multi-purpose

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

al most

0a | arge share of the population rarely,

housesd6 and | arge, popul ar festi wval s
likely to attract a maximum audience size such as stadiums, fields out of town
and places outside (secalled Open Air). The New Fall Festival is supported by

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

11 Bundesverband fur Veranstaltungswirtschaft (2012Konsumstudie des
Veranstaltungsmarktes i.J. 2011 [WWW] figurepartially available at:
http://www.veranstaltungswirtschaft.de/en_sector_studieqjaccessed 10/09/2012)
12 Seeappendicesno. 1 and 2
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rather premium cdering and doormen, which gives amwperalike atmosphere
This challenges more conventional concert formats, making the bet thiiese
two worlds crashing offers a distinctive experienceespite the oldfashioned d

yet charming-image the venues have.

At this point it also appearsessentialto detail the ticketing structure put in place

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

represent one barrier for potential visitorsThe festival visitors have the choice

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

ni ght (one per day and per venue) for pric
additional fees issued by the ticket distributor, or they lua Kombiticket, which

all ows the visitor to attend three concerts
025, 30 per concert with orhidtigketiogseuctire me t he ac

encourages visitors to be adventurous.

This outof-the-ordinaryfestival serves as investigative field for the empirical part
of the thesis which intends to test the new typology for festival visitors.

Maél Roth | MSc International Marketing| ESC Rennes School of Business Page 40



1. Methodology

The empirical part of the paper focuses on testing this typology of festival
visitors. First of all, weare 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.

Since this typology of festival visitoreas never been identified nor definedan
exploratory esearch design has been adopted, being more likely to provide
insights than quantitative methods(The Higher Education Academy, 2007)
Moreover, the in depth interviewswer pr ef erred i n o-dtoa@er
effectdé focus groups can have. F omce i
of being accompanied for an event, the first respondent coulthswer that it is
very important to him and the other ones sagxactlythe same thing although
they would fave moderated their statement duringa faceto-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
guestionnaire!3 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 tlirecontact details to
participate in the present study. An incentive was offered: those who would be
selected ard then participate would get afestival ticket for the next edition as
well as a festival Thirt 2012. The festival ticket represents an entryfor 3
concertnigh s wi t h a t ot .ahe totabnunber ofanterviéws Boul® O
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
0683

13 The complete questionnaire is attachedappendixno.2
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The population considered in order to conduct the research has been limited to
the New Fall Festival visitors.

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

festival, as customers could be oOannoyedd b
best o0compromi sedé6 was to put an incentive i
the support band and the headliner, as well as after the ooerts, people coming

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

free, very popularpromotional poster in 0 Format One question in the survey

was related to the reason for attending the event and it was askethat the
respondentstbemassiveg as one of the foll owin

1 Adventurousi.e. | am not a particular fan or follower of the band or artist,
but the new festival experience made me curious.

1 Interested by the genre i.e. | am not a particular fan of the band or artist,
but it corresponds to my music tastes and | was attracted to the festival
concept.

1 Fani.e. | am a regular follower of the band.

1 Passionate fan i.e. | am a passionate fan of theand or artist and | 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. 1 thus allowed usto select3 O member sé ofamomgac h <cat ego
the pool of participants. The two categoriesfans and passionate fans were
eventually put into one and thesame category becase they can be considered
as being essentially contenbriented; only the degree to which they are, the
intensity variesl4. 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 allowedo filter the participants, selecting thosewho bought
tickets, because it shows which visitors werneot only readyto attend the event,
but also to pay for if 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 aa «fan or follower» than a gassionateor big
f a oféhe band is more likely to be interested by the experiendesign of the event,
while the passionate fan would attend the concert, no matter the experiendesign.
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In order to measure the experience on a more losgrm basis, it was important
to |l et the experience oO0sink indé and
certain laps of time because ti measures attitudes more accurately.One
example for this isthe 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 tim&hus,
the interviews were conducted ateast 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, theirn a me woul dnot appeamor ben
transmitted to the company A total number of 9 semistructured interviews were
conducted between the 18 of October and the 3 of November 2012. These in
depth interviews lasted between 3@ 45 minutes, dependng on the answers of

the respondents.

The objective of the qualitative research that has been undertakemas to find
common patterns between the visitor types in order to confirm thigpology.
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?)
Their perception of the event (was it an outstanding experience?)
Theirintention to return and under which conditions they would do so
The perceived price
Importance of the dates

Importance of being accompanied

O O O O O 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 wasarried out.
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At the end of the in depth interviewthree promotional posters were shown to
the participants. Thefirspost er coul d blee dcoa |al neelsithporcoomt e n t
festival content;it was the actual promotional poster of the NFF which was used.
The second one is includes the value propositioar slogan (Transl.special
places, special band$ of the event and one of the two locations as a
background, so it can be considered as a mix between contdatd and
experienceled 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 experienedriven poster, since there is no

mention of theactual 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 posterwith content relating to
the festival experience and would prefer the poster focusing on the content.

Poster 2: experiential Poster 3: only experience
Poster 1: contentled aspects and musical led poster, musical content
not included
NEW e ’
FESTIVAL CALIGOLA
THE NOTWIST
TINDERSTICKS
GET WELL SOON
ALVA NOTO &
RYUICHI SAKAMOTO
DILLON 3
WHEN S(l:\INTS : ke
GO MACHINE oy g
WHY? DT L
ovsson | AR, g et
Mo At AT R L CON DILION WYy - 06AR SEA0ER [ R -SCHUMANN T
e O P :'.'z::;’..... svzsfu_nor.ﬁ::;pnc:;’sf\::::rissnesl e SAAE, S o
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2. Data analysis

The data collected dung the indepth interviews is going to beanalyzed 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 amdividual level as well.

Distance from
home to the
event location
(at the time of
the NFF)

Frequency of Number of
Age and music event concerts
status attendance per attended at the

Respondent
year NFF

Adventurer 1

started recently under
the influence of
boyfriend 3 (Kombiticket) 450 Kms
10 concerts
1-2 festivals

24 yrs

Adventurer 2 (student)

Adventurer 3

ConAdv 1
ConAdv 2
ConAdv 3

30 yrs 30 concerts

(employed) 1 or 2 festivals 2 Same city

Fan 1

38 yrs 40 concerts

Fan 2 (employed) No festivals

1 30 Kms

Fan 3

Categories

The profles of the interviewees do not really allow us to draw conclusions; this
type of data should rather be collected in a quantitate research desigrfor it to
be conclusive and generalizableNonetheless, we can note that, among our
interviewees, the fans of the bands did not live in the same city than the festival
location, whereas he adventurers and conditional adventurers mostly did; the
450 kms traveled by our adventurer no. 2 are to be modated, since her
boyfriend livedin the same city than the festival location and she combined the

visit of both festival and boyfriendFan 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.

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

makes it easier to find patterns.

Attention trigger (content /
concept)

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

Respondent

Adventurer 1

Mostly interested by the concept
influenced by the recommendation
of her boyfriend.

Adventurer 2

Festival concept unusuafor the
Adventurer 3 leeatilan
0 | t mik reallysof the bands
which | found interesting and the

settingd
Would not have gone in a muli
purpose hall
If he had seen a band perform a
few months before, hewould go
back to see them at the NFF, not in
a regular setting
Two elements came together,
concept and content

Would not have attended in a

regular concerthall even though

ConAdv 1

ConAdy 2 she knew the band
0l am very sel e
events | go to, theconcept plays a
pri mordi al r

What attracted him first were the
bands performing(triggered
interest) but theevent concept

convinced him to gan 2011.

ConAdv 3

Conditions to return /
sustainability of the concept

Important to know at least one ofhe

bands in the Line Upthen she

became adventurous, wanting to see

other bands and both venues

Social factor decisiveshe probably
would not come backwithout her
boyfriend.

Locations make it still attractive even

after novelty is goneafter attending
for the first time
Would wait for bands to be
announcedin order to listen to their
music before buying a ticket
Not sure butlikely depending on the
music

Depending on the bands, at least
knowing them is important
dondét think yc
concept [é] bec.
attend a lot of concerts in regular
settings, having the NFF oreca year
will be a different experience all over
againo

ol

Unusual experience, charming
because of its character
Bands arrange their songso fit the
locations, which makes it out of the
ordinary
After having attended two editions,
she nowtrusts the programming of
the promoters
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 When on his ownthe content is
of in a regular concert hall decisive

Fan of two of the bands in the Line

Up Knowing the bands in the Line Up,
- then she issure to return not so sure
Would have gone in a regular if she doesnot

concert setting if not far away
Attention gets triggered when
seeing a familiarname o1 e
spontaneous, the Band has to fit
my tastebo
Would not have attended in a
regular concert hall
Most important factor is the
content (knowing the bands of the
Line Up) Dependent on the bands

Dependent on the contentthe bands
playing have to be attractive

Concept adds value

This first analysis of the answers shows thaall 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 themstates that he would not have attended the concert in a
regular multpurpose 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 condibns 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 mentionedhat she trusted the festival

enough to buy her ticket in advance.

Socializing
Respondent Price Time / dates  (would have
gone alone?)

Willingness to
travel

If far away, only

Willing to invest accompanied
in new -
experiences and If she had the
pay a IittIg more Wentwith a cho_ice betwee_n
Adventurer 1 o / friend for the SENE & |97 T
i discovery factor 2 REOIIET; [EIIAE
onot as closer from
focused as home and
students might seeingthem in
beo an unusual

format a little
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Adventurer 2

Adventurer 3

ConAdv 1

ConAdv 2

ConAdv 3

Price is high for
her (student) but
she made this
investment
because of her
enthusiastic
boyfriend who
values the
experience

Not price
sensitive

Not too high
because of the
added value
coming from the
festival concept
(premium
locations)

Quite expensive
but worth paying
for becauseof
the fes

uniqueness

Kombiticket
good deal
because

envourages to
discover other
bands

Price is ok
compared, very
much aligned
with other
concert prices
Locations make
it worth paying a
little more

No probl
absolutely want
to see a band

If other things
are planned,she

wonot
her schedule in
order to attend

Important
variable
Would not
cancel
something else
in order to
attend

NFF makes it
easy to attend
even if one has
to work on the

day after

Important,
depending on
the calendar, if
she has to work
or not

Important

| often planin
advancein order
to see my

al

Would not
consider going
alone, being
accompanied is
primordial

Would not go
alone

Would have
gone alone
because he
considered itto
be close to his
home
For a unique
festival he
doesnodt
trying it out
alone
Went with
friends but
would probably
also have
attended alone
(hesitation)

Attending with
friends is very
important, even
if not necessarily
prohibitive

Wouldnot go
alone for a band
she doe
know

Would not have
gone alone

Went aloneto
concert,
regretting not to

further away,
she would have
travelled (not too
far away)

Willing to travel
further awayif
accompanied

No

Only if he has
friends or family
coming with him

if it is further

away

Yes ifa fan of
the band(s) in
the Line Up,
otherwise not

Yes, only if the
content of the
event is right
and friends join
him

Local is better
(but not
hecessary)
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play, Ican pay a favorite bands be accompanied especially if she

little more!6 play but not doesndt
prohibitive know the band
NFF important
Important, Yes
aéddﬁgev;Iiuenfg(; especially if he - If the festival
witF;] the onges of has to work on  No for a band he concept is good
the day after doesndt
other concerts
Willing to
Price did not arrange her
Would also have  Yes travelled
matter much schedule to see gone alone 450 Kms
the band
perform

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

some patterns emerge:

- None of the participants appers to be very pricesensitive 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 arrange their
schedule or plan in advance in order to see theiavorite 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 d 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 themselveso 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 theKkombiticket made it easier to become
adventurous and to go see bands which they did not know at allhe
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 labeledFan 1:

Concert 3

Respondent Concert 1 Concert 2

Ewert & the Two . .
Fan 1 Get Well Soon Dragons Tindersticks
Relation to the Fan Fan Adventurous

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

the program of the festival.

dent Preferred poster Reason / justification

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

Adventurer 1 31 EXpe”ence-led Up when seeing the poster which was used for promotion

(poster 1), avetriggeredihlerdmedest, elen if the

festival concept later proved to be attractive to her.

Thecontent-l ed poster doesndét conm

L special about the festival. 0 H o witeepaster, without any

Adventurer 2 21 Mixed information about the musical content lacks reference

points for her.
Concept is more present in the mixed poster, the content-led
Adventurer 3 21 Mixed poster poster would not have attracted him at all because the music

genre does not appeal to him at all.

Because he already knew the concept of the festival and when

Conditional 1 - Content-led he saw the name of the poster, he knew which experience to

Adventurer 1 expect. The content allows him to see if the musical genre fits

him.
The content is a condition to attending the event, it has to fit
e . her musical taste. But the first element which triggers her

Conditional 17 Content-led o

Adventurer 2 attention is the content and she then takes a closer look

herself (on the web) to decide if the concept attracts her as well.
Since he knows the festival concept, he would prefer the

17 Content-led and  poster with only the content. However, he thinks that the mixed

Conditional
Adventurer 3 mixed poster would be best for peopl
concept.

Since she knows the bands of the concerts she attended, the
" names attract her attention the most. However, she says that
17 Content-led _ _ -
the mixed poster is good too, because it includes aspects of the
festival concept.
Location is attractive and serves as an argument for the festival,
o it adds up to the program. The location could make a
21 Mixed _ . .
difference for fans as well e.g. when having the choice
between seeing the band in a multi-purpose hall and at the NFF.
Slogan is not necessary on the two other posters because it is
" implied by the content-led poster. Mixed-poster interesting as
17 Content-led .
we | | for peopl e wh obedaose ibshowk theo

location.

Out of the 9 respondents, 4 picked the conteded poster as the best
promotional poster, 4 picked the mixed poster and only one participantcked

the experienceled poster without the Line UpNone of the adventurers chose
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the contentled 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
contentled poster. This can be explained by the fact that the musical content at
least as important as the experience design for ése 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 dfet
festival before and integrated the experience design in the brandew 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 thereforethey are only interested by the content at this point.

Although this thesis is based upon a qualitative research method, the
opportunity to use some of the quantitative data relevant to the research
guestion 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.

Experience-
motivated
visitors
14%

Pourcentages of visitors per category

Content-
motivated
visitors
44%

Mixed-category
42%

Maél Roth | MSc International Marketing| ESC Rennes School of BusinessPage51



From the 208 persons who participated in the company survey4% of the
participants put themselves in theexperiencemotivated (adventurers)category.
The sizes of the two other samples (contemotivated i.e. fans and mixed.e.
conditional adventurers) is similar with respectivel$4% 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

consideringpaying vs. noRpaying visitors (guests, journalists etc.)

Pourcentagesin non-paying visitors

Fig. 11: Sample sizes considering only ngpaying visitors

Pourcentagesin paying visitors

experience-
motivated visitors
10%

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

represented 28% of norpaying visitors which can be explained by the fact that

it is much easier to be adventurous and take risks, when one does nuve to

pay for it. The other difference concerns the contemotivated category (fans)

which represents al most half of the paying \
of nonpaying 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 dttery) and this may explain the quite high number of

non-paying fans.

Thanks to the survey distributed at the event; was also possible to analyzat
which momentthe different visitor categoriesrespectively bought their tickts.
The following graph compares the total number of tickets sold by category with
the moment of the ticket purchase:

Tickets sold over time by category
30

25
Aj category

~
=]

Content-
motivated

Number of tickets sold

3 months 2 months 1 month Week before or
and more on-site (box office)

Moment of the ticket purchase

We can noticethat content-motivated festival visitors tend to buy their tickets
earlier (over one month before the event) and experienceotivated festival
goers later (one month before the event and later). The visitors who put
themselves in the hybrid category foli@ the general trend of ticket sales, which

is exponential over time.
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3. Findings

First of all, he emergence of patterns between participants according to their
respective @tegories 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 foone 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 withthe ticket package offered Nonretheless, 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 fulfiled and those who are fans and
passionate fans of the band and only need the name of the band to be
attracted.

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 dondt O then contrayo mebody t
adventurous vVvisitors tend to attend the eve
di stract themdehdes&eemet ot bey willing to pl
change their schedules in order to attend ifThey also seem more reluctant than

other categories to travel further, especially if they are not accompanied,

whereas the fans admittedlyprefer to be accompanied, but pointed would

mostly attend on their own as well.

The application- which aimed at testing different communicatioralternatives
regarding as to the content revealedthat the experiential aspects bthe festival
experience should be communicatedadditionally to the tangible attributesThis
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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First findings are to be found within the sampling method used and the
guestionnaires administered to festival visitors. A significant difference was
found between the size of the experienemotivated visitors when considering
paying and nompaying visitors. From this we can conclude that the barrier of
having to pay for an event makes it
content of the festival to attend it. But more important than the respective
percentages of visitors which emerged is the fact that thecategory of
experiencecurious visitors exists even though the little emphasis is put on the
experience design by the festival promoter.

This indicates that conterimotivated visitors are productentered 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 sems to be more spontaneous for attendees belonging to

the experiencemotivated category.
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Conclusion

As a conclusion, we can state that these different categories relating to the
motivations exist within a same audienceSome vistors came because they
wanted to experience anew festival concept, some attended because a
particular band or artist was performing even thougithe experience design
represented an added value and some visitors were interested both by the
experience deggn and the music genre and would not have come without the
combination of those two factorsThe difficulty of the analysis lies within the fact
that the differences betveen the visitor types are to be found imuances. We
can assume that visitors areo a certain extentalwayssensitive to both factors:
experience design and musical content. The proportion to which these factors
are important in the purchase decisionand attendance processvaries. For
instance a fan of a par nwilldetbexperiemethid s pr i mar
band live but the novelty of the experience design adds value to the concert. On
the other hand, the adventuremwill mostly be interested by the concept of the
festival and the esulting experience more than byhe music itself However,
his/her musical taste is not totally irrelevant, sincde/she would not attend an

event where he/she does not like the musiat all.

There are clues indicating that a correlation between the willingness to

overcome barriers and these categoriesxist. Indeed, as the comparison

between the time of the ticket purchase with visitor categories suggests,

experiencemot i vated visitors tend to be more spo
advancelike fans do, buying their tickets earlierMoreover, the analys of the in

depth interviews shows that one visitor won:
category, he rather switches according to the program of the evemts fans

focus on the content, they seem ready to ma
would rot 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:

High

Low

Adventurers

Importance of the
experience design /
festival concept

Conditional

Willingness to
Adventurers 9

overcome barriers

Fans or interested
followers >
Passionatel/
Fans
e i
Dependence on the High
festival content / program

' High

Low

Low

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 somewhatliberates the promoters from the musical content. Given that
new festivals have oftenlimited 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 tagis and thus maximize visitor
diversity and numbers.For festivals which are experiencing a decline in visitor

figures, it can also be a mean tdoost or revive their event.
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Recommendations

Petkus (2004) noted thato si mply having an experienti al
from actively and deli berately marketing th
There are many examples of researchers who states that businesses can be

naive because of their produetentricity while trey 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 am

promotional argument, while research on motivation to attend festivals points

out that o0in some cases, motivations to att

festival program or contento (Lyon, 1998).

The nature of services marketing suggests that image and positioning are
essential for companies selling eperiences. King (2002) already made the
subtle distinction between promoting a tangible aspect of an experience and
promoting the experience itselfThe first recommendation which can benade is

to implement amore experiencebased positioning, all the more sincé as the
research has shown a purely experiencemotivated segment of visitors exists
and adds up to the existing segments. This broadenke number of possible
attendees, increasing the chances of success for innovative festivals, regarding
visitor figures.The results of the empirical part also suggest thatisitors react
positively to a mixture in the promotion between experiential aspectnd
musical content (posters). Another possible implementation of experience
promotion can be achievedwith a video representing the dstival experience,
directly built into the website (for a good example, see the website of the Open

Source festival, Duseldorf, Germany}?>

Since festivals areall about experience it seems logicalnot only to promote, but
also to optimize this experience in order to gain a compigve advantage.
Therefore, an applicatiorand combination ofCEM tools and frameworks appear
to be relevant to music festivals. Moreover, experiensare holistic by nature
and the process happensver time. Several simple and cost effective measures

can be put in place in order to extend the festal experience to before and after

15 See appendix no. 10, wbsite address: http://www.open-sourcefestival.de/en/
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the actual consumption of the eventupstream and downstream First of all, he
relationship between customers and event promoter has to be extended to a
wider period than a few weeks before and after the festival8y extending and
maintaining this relationship, it makes them more likely to promote the
experience via WOM over the whole yeamstead of immediately before the
event. Furthermore, the experience can be extended for instance byloading
goodies (e.g. wallpagrs and screensaverspn the festival website in order to
create the anticipation effect,setting up a competition for the best photo of the
festival after the eventand providing memorabilia (i.efestival merchandise) for

the customers

Another part of he 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 iftis 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 oOannoyingbé6.

As adventurersappear to be rather spontaneous visitorand 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 tk festival location earlier thariocally. The content of
the communication can also be diversified, which was tested with the three
possible alternatives of promotional posters in the empirical researcimstead of
developing a campaign with only one postetwo posters could be designed; one
promoting the Line Up, the other one emphasizing the festival experiendéis
can also be applied to other communication types.

As the study suggests, adventurous visitors, seeking new expegdes, 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 accessibl&his can be achievd by

offering packages allowing visitors with more substantial travel distances to buy
a trip-hotelfestival 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

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 categoriesduring the survey administered during the festival
could be questioned because it was left to the participants to identify
themselves as one particular type of attendeeThis presupposes that they
understand the differences between the categoriedMoreover,the participants
classified themselves in the respective categories according to the night on
which they filled out the questionnairewhich did not reveal which typehey
corresponded to on other nights where they attended the event, possibly
switching categoriesThe flexibility of the visitors according to the content made
the analysis much more difficuland perhaps questimable.

Moreover, the issue of generalizability has to be emphasized. Indeed, this
exploratory research design considers only a limited amount of participants (9)
who patrticipated in the qualitative research and therefore iepresents only a
very small sampleof festival visitors.Addtionally, 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 théestival. Therefore it may be
guestionable whetherthe findings for this event format are generalizable to
other event formatsor not Furthermore, the interviews conducted reveal that
there are multiple factors involved in the decision process and not &f them
are identifiable or generalizable; there are a lot oivh a t involived.sThere
appears to be a multiplicity of possible cases making the visitaather

adventurous orrather contentmotivated, with a lot of possiblein-betweens

Concerning theconcrete 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 prefereme for one poster rather than another was due to
its content (experiencded, mixed or only contented) or its design.

As a general limitation, after the analysis of the qualitative data, it appears that
the theoretical dichotomy between contentnotivated and experiencemotivated
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visitors with the possible hybrid category waslifficult to explore in a concrete
application because of the numerous factors involved, and may be more suited

for theoretical worls than for empirical research on thesubject.

The limitations showed that there is space for improvement and/or
replenishment to the present researchA large scale analysis of quantitative
nature could help determine the size of the experienemotivated segment.
Nicholson & Pearce (2001)xtated 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 beercarried out to prove this point.
Therefore, it remains uncertain which concrete impacan experiencebased
positioning would have on attendance figuresSince it unfortunately proved to
be rather difficult to clearly separate experiential aspects from conterglated
aspects-which could as well be just simply inseparabi@& a better framework for

identifying the characteristics of these visitor categories could be developed.
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