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Exploring Loyalty  to Music Festivals 



T HE CASE OF  R OSKILDE FESTIVAL



(2)EXECUTIVE SUMMARY 


The music festival industry has experienced a huge expansion over the past decades. However, the competition 
 has made the future less than certain. The growing number of players entering the market combined with the 
 rising costs of facilities and artists’ fees is forcing festival organizers to seek new ways to stay attractive and 
 generate loyalty.  Engaging with the audience has become  more than ever important. For music festivals to 
 survive it is crucial to create, develop and maintain long-lasting consumer relationships. 


Technology advances have fundamentally changed the consumer-brand interactions. Through social media, 
 brands can keep connections with consumers throughout the year. At the same time, the offline experience still 
 represents the primary benefit that festival-goers value.  


The aim of this thesis was to explore the creation of loyalty in a music festival context by investigating the 
 nature and motives of such interactions. The case of Roskilde Festival has been chosen, as the largest music 
 and cultural event in Northern Europe, and currently affected by the increased competition in the Danish music 
 festival industry. 


A theoretical framework was created based on brand-consumer relationship theory in order to examine how 
 consumer  engagement  on  Roskilde  Festival  Facebook  page  as  well  as  in  the  offline  context  influence  the 
 attendees’ attachment to the brand, psychological sense of community and brand loyalty. To test the theoretical 
 framework, eight in-depth interviews were conducted with four first-time visitors and four repeat visitors, who 
 were also asked to fill in a questionnaire.  


By  assessing  respondents  before  and  after  the  event,  similarities  and  differences  emerged  regarding  their 
 offline  and  Facebook  brand-related  activities.  Results  show  that  before  the  event,  attendees  are  mainly 
 concerned  about  information  on  both  the  brand  Facebook  page  and  offline  from  friends,  which  mainly 
 influenced the cognitive component of brand attachment. During the event, offline engagement played a central 
 role for the development of love,  passions and emotions for the brand, which are strengthen by the offline 
 psychological sense of community (PSOC). After the event, participants engaged in brand-related activities by 
 consuming the festival Facebook page content, and sharing thoughts and memories about the experience with 
 friends, largely motivated by social interaction and self-expressive reasons. 


The three-phase process of engagement is what leads festivalgoers to establish a strong emotional bond with 
 the brand, which consequently generate word-of-mouth (WOM) and re-attendance intention. Surprisingly, the 
 most experienced visitors showed less enthusiasm in promoting and recommending the brand, as opposed to 
 first-time visitors who display great excitement in advocating for it. 


Findings reveal that the brand Facebook page is mostly regarded as a mere source of information along the 
experience. Its role changed after the event because of the increased emotional attachment to the brand, resulted 
from the offline experience. This explains why PSOC on the brand Facebook page was found relevant only 
after the event, hence regarded as an outcome of brand attachment, rather than a moderator. 
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 The participants’ need for self-expression combined with their passive engagement on the brand Facebook 
 page suggested Roskilde Festival inability in successfully convey its brand identity, elicit emotions and build 
 a community in which festivalgoers could reflect themselves and contribute to. 


The  insights  of  this  study  provide  a  holistic  and  consumer-centric  perspective  on  loyalty  to  music  festival 
 brands.  We  present  a  theoretical  foundation  for  academics  to  reconsider  and  improve  conceptual  research 
 models. Roskilde Festival organizers can employ these insights to manage consumer relationships in both the 
 virtual and offline settings, by focusing on the individual´s different needs at each step of the relationship. 


Suggestions  for  future  research  include  confirmatory  researches  testing  the  application  of  online-context-
 related model to offline music festival settings. 


Keywords:  music  festivals,  Facebook,  relationship  marketing,  consumer  engagement,  brand 
attachment, loyalty, consumption community, visitor experience, hedonic consumption 



(4)2 
 ACKNOWLEDGEMENT 


We would like to thank all the persons who have supported us in the process of writing this 


Master’s thesis. The love, patience and encouragement of our families, friends and professors have 
been fundamental for the achievement of our goals not only in the academic world but also in our 
everyday  life.  We  would  especially  like  to  thank  our  thesis  supervisor,  Niels  Kornum,  for  his 
dedication and patience in helping us throughout the entire research and writing process of this thesis.  



(5)3 
 TABLE OF CONTENT 


1. INTRODUCTION ... 6 


2. THESIS PROGRESSION ... 8 


PART 1: INTRODUCING MUSIC FESTIVALS ... 9 


1. DEFINING MUSIC FESTIVALS ... 9 


2. DEFINING SOCIAL MEDIA ... 10 


PART 2: DELIMITATION PROCESS ... 12 


3. CASE DELIMITATION ... 12 


3.1 THE MUSIC FESTIVAL INDUSTRY IN DENMARK ... 12 


3.2 ROSKILDE FESTIVAL IN THE DANISH COMPETITIVE LANDSCAPE ... 12 


3.3 THE ROLE OF FACEBOOK ... 15 


3.4 FACEBOOK FOR BUSINESS ... 16 


3.5 ROSKILDE FESTIVAL FACEBOOK PAGE ... 16 


4. THEORY DELIMITATION ... 17 


4.1 RELATIONSHIP MARKETING ... 17 


4.2 LITERATURE ON MUSIC FESTIVAL STUDIES ... 18 


4.3 LITERATURE ON FACEBOOK AND SOCIAL MEDIA STUDIES ... 20 


4.4 THE LITERATURE ON SOCIAL MEDIA IN MUSIC FESTIVAL STUDIES ... 24 


PART 3: THEORETICAL FRAMEWORK ... 26 


5. CONSUMER ENGAGEMENT ... 26 


6. CONSUMER ENGAGEMENT MOTIVATIONS ... 29 


7. BRAND ATTACHMENT... 32 


8. PSYCHOLOGICAL SENSE OF COMMUNITY ... 33 


9. LOYALTY ... 34 


9.1 RE-ATTENDANCE INTENTION ... 34 


9.2 WORD-OF-MOUTH ... 35 


10. THEORETICAL DEFINITIONS ... 36 


11. RELATIONSHIPS BETWEEN CONSTRUCT ... 36 


12. THEORETICAL FRAMEWORK ... 39 


PART 4: RESEARCH QUESTION ... 40 


PART 5: METHODOLOGY ... 41 


13. SCIENTIFIC APPROACH ... 41 


14. RESEARCH APPROACH: INDUCTION, DEDUCTION AND ABDUCTION ... 43 



(6)4 


15. VALIDITY AND RELIABILITY ... 44 


16. RESEARCH DESIGN ... 47 


17. CASE STUDY ... 49 


18. SAMPLING ... 50 


19. QUALITATIVE IN-DEPTH INTERVIEWS ... 51 


20. QUANTITATIVE QUESTIONNAIRE ... 55 


21. DATA ANALYSIS ... 57 


PART 6: FINDINGS ... 59 


Part 1 - BEFORE THE EVENT, T0 ... 62 


1. BRAND ATTACHMENT... 62 


2. WORD-OF-MOUTH ... 66 


3. RE-ATTENDANCE INTENTION... 69 


4. PSYCHOLOGICAL SENSE OF COMMUNITY ... 70 


Part 2 – CONSUMER ENGAGEMENT ... 72 


Part 3 – AFTER THE EVENT, T1 ... 89 


1. BRAND ATTACHMENT... 89 


2. WORD OF MOUTH ... 93 


3. RE-ATTENDANCE INTENTION... 96 


4. PSYCHOLOGICAL SENSE OF COMMUNITY ... 98 


PART 7: DISCUSSION ... 100 


1. FINDINGS SUMMARY AND NEW CONCEPTUAL MODEL ... 100 


2. BEFORE THE EVENT, T0 – It’s all about information! ... 101 


3. DURING THE EVENT, TD – It’s all about the experience ... 102 


4. AFTER THE EVENT, T1 – It’s all about sharing! ... 105 


5. REVISED FRAMEWORK ... 109 


PART 8: ACADEMIC AND MANAGERIAL IMPLICATIONS ... 112 


6. ACADEMIC IMPLICATIONS ... 112 


7. MANAGERIAL IMPLICATIONS FOR ROSKILDE ... 113 


PART 9: LIMITATIONS AND FUTURE RESEARCH ... 117 


PART 10: CONCLUSION ... 119 


REFERENCES ... 121 


APPENDIX... 144 



(7)5 
 LIST OF FIGURES 


Figure 1: Thesis Progression 
 Figure 2: Theoretical Framework 
 Figure 3: Theoretical Definitions 
 Figure 4: Hermeneutic Circle 
 Figure 5: Data analysis phases 


Figure 6: Qualitative Dominant Embedded Design 
 Figure 7: Respondents’ characteristics 


Figure 8: First-time visitors revised framework 
Figure 9: Second-time visitors revised framework 



(8)6 



1. INTRODUCTION


On the global stage, Europe has long enjoyed a leading position in international tourism and cultural industries 
 (Richards,  1996).  Its  cultural  heritage  is  "one  of  the  oldest  and  most  important  generators  of  tourism" 


(Thorburn, 1986), playing a central role in the European tourism industry. However, those areas which used 
 to be at the margins of the culture and tourism industries are now growing faster, making the European cultural 
 tourism market increasingly competitive (Richards, 1996), with no exclusion for the music festival industry. 


Every year more music festivals enter the scene leading each player on the market to compete for attendees 
 and high-profile artists (Eventbrite.com, 20171). Within this increasingly competitive scenario, not only new 
 entries  struggle  to  survive,  but  also  solid  and  well-established  institutions  like  Coachella2,  Bonnaroo3  and 
 Burning Man4, are striving to outstand and find people to attend (Leenders, 2010). 


The high number of players gives artists the opportunity to play as many festivals as they want, depending on 
 how high profile they are. This leads the market to saturation as attendees have various options to see their 
 favorite music acts, increasing uncertainty about the future of many music festivals. Further concerns regard 
 the rising costs in commodities and logistical expenses, as well as shortage in relevant sponsors to sustain the 
 financial  instability  (Mintel,  2008;  Robertson,  Yeoman,  Smith  &  McMahon-Beattie,  2015).  And  the  very 
 essence of music festivals as annual, short-term-consumption gatherings makes this challenge even harder. 


The negative trends are counterbalanced by the stable demand for music festivals, which continues to grow 
 driving  revenues  to  increase  annually  (Eventbrite.com,  2017).  As  a  result,  it  is  imperative  for  festival 
 organizers to find new strategies aimed at creating loyal customers and building long-term relationships (Kerr 


&  May,  2011).  In  particular,  a  “customer-centered”  focus  is  a  requisite  to  better  understand  what  festival 
 attendees  want  and  how  they  behave  (Yeoman,  Smith  &  McMahon-Beattie,  2004).  Finally,  attracting  new 
 consumers  while  maintaining  previous  visitors  have  both  great  importance  in  order  to  build  a  sustainable 
 competitive advantage (Bowden, 2009). 


Being  festival  a  “multi-phased”  experience  (Berridge,  2007),  it  becomes  vital  to  establish  and  maintain 
 consumer relationships before, during and after the event in order to turn a single attendee into a repeat, loyal 
 consumer (Kerr & May, 2011). While for smaller festivals, a “personal approach” to address the audience is 
 deemed more relevant (Kerr & May, 2011), for larger festival organizations, “understanding the audience” to 
 meet consumer needs (Kerr & May, 2011) is even more important. 


Within  this  scenario,  the  Internet  and  technological  revolution  have  opened  new  paths  to  facilitate  the 
consumer-brand  relationships  (Kerr  &  May,  2011).  Technological  advancements  and  social  media  have 
significantly shaped the value of personal stories and the ways in which consumers communicate and interact 
with others (Robertson et al., 2015). “The desire for immersive, engaging, and personalized experience will 
become more prevalent as technology facilitates it” (Robertson et al., 2015, p.575) 
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 Technology gives the opportunity to model and monitor consumers, making festival management able to drive 
 the consumers’ needs (Robertson et al., 2015). This assumes further relevance as technology has led to the 
 formation of online communities, whether in the form of festival’s online forum managed by consumers or 
 social  networking  sites,  such  as  Facebook  brand  pages.  While  further  explanation  will  be  provided  in  the 
 following chapters, here the importance of online communities is stressed as a new tool that festival organizers 
 should use in order to collect insightful information about the attendees’ activities and motivations (Robertson 
 et al., 2015). 


As  a  result,  the  consumer  experience  plays  a  central  role  as  music  festivals  are  now  considered  one  of  the 
highest expression of the experience economy (Bille, 2012; Mehmetoglu & Engen, 2011, cited in Robertson 
et al., 2015). Therefore, designing purposeful experiences as well as adopting effective social media strategies 
have key importance for the future success of music festivals. 
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2. THESIS PROGRESSION 


Figure 1: Thesis progression


PART 1 • INTRODUCING MUSIC FESTIVALS


PART 2 • DELIMITATION PROCESS (case delimitation and theory delimitation)


PART 3 • THEORETICAL FRAMEWORK


PART 4 • RESEARCH QUESTION


PART 5 • METHODOLOGY


PART 6 • FINDINGS


PART 7 • DISCUSSION OF FINDINGS


PART 8 • ACADEMIC AND MANAGERIAL IMPLICATIONS


PART 9 • LIMITATIONS AND FUTURE RESEARCH


PART 
 10


• CONCLUSION
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PART 1: INTRODUCING MUSIC FESTIVALS  1. DEFINING MUSIC FESTIVALS 


Getz  (1997)  introduces  festival  events  as  “one  of  the  most  exciting  and  fastest  growing  forms  of  leisure, 
 business, and tourism-related phenomena” (p.1). The term ‘festival’ in English can be taken as a generic term 
 derived  from  the  Latin festivitas,  which  implies  a  social  gathering  for  the  purpose  of  a  celebration  or 
 thanksgiving (Waterman, 1998). In the classical cultural-anthropological perspective, Falassi (1987) defines 
 festivals as “a sacred or profane time of celebration, marked by special observances” (p.2). Festivals celebrate 
 community  values,  ideologies,  identity  and  continuity  (Getz,  2010).  Pieper  (1965)  believed  only  religious 
 rituals and celebrations could be called festivals. Taking a more modern approach to naming events as festivals, 
 Getz (2005) defined them as “themed, public celebrations” (p.21).  


Crompton and McKay (1997) classified  events into five categories: parades/carnivals, pageants/balls, food-
 oriented events, musical events, and museums/exhibits/shows (p.429). 


This research is specifically focused on music festivals. As described by Bowen and Daniels (2005), music 
 festivals are unique special events where music is the central theme and  generally, numerous performances 
 from different artists are involved. In addition, these festivals usually include activities and diversions beyond 
 the music itself in line with the theme of the festival, making them more appealing (Bowen & Daniels, 2005). 


They usually take place over the course of several days, during which many participants actually camp on the 
 festival site, hence becoming totally immersed in the festival context (Snell, 2005).  



MUSIC FESTIVALS AS COLLECTIVE HEDONIC SERVICES 


Music  festivals  can  be  categorized  as  collective  hedonic  services  (Ng,  Russell-Bennett  &  Dagger,  2007). 


“Collective hedonic services are delivered and consumed simultaneously by a large number of consumers at 
 one point in time, in one location, and for the purpose of pleasure and enjoyment” (Drengner, Jahn & Gaus, 
 2012). The platforms of collective hedonic services - such as music festivals - provide opportunity for like-
 minded consumers to meet and socialize, enhancing community cohesion as well as creating positive emotional 
 experiences (Drengner et al. 2012).  


In the case of collective hedonic services, customer interactions become central for the consumption experience 
 (Deighton,  1992;  Holt,  1995).  When  researchers  looked  at  the  motives  consumers  have  to  attend  music 
 festivals, they found that socialization plays a key role (Gelder & Robinson, 2009; Brennan & Webster, 2010). 


As explained by Anderton (2011), “the basic feeling of a music festival is created by and amongst festival-
goers themselves” (p.155).  
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 Communities are therefore embedded in the context of music festivals and the community dynamics serve as 
 a motivation for consumers to interact with the festival both online and offline. This raises the question on 
 what kind of consumer communities are created at music festivals and linked to music festivals.  



MUSIC FESTIVALS AS BRANDS 


Before  proceeding,  it  should  be  underlined  that  the  following  thesis  will  apply  “brand-thinking”  to  music 
 festival services. Even though few studies investigate brand ownership and brand control when it comes to 
 festivals,  Mossberg  and  Getz  (2006)  suggest  that  “brand  thinking”  can  be  applied  to  festivals  (p.  308)  and 
 festivals can be managed as brands (Mossberg & Getz, 2006). The main difference relies in the consumption 
 process, which, in the case of music festivals, is mainly social, and occurs in one specific location in a limited 
 period  of  time  (d'Astous,  Colbert,  &  d'Astous,  2006).  Further  arguments  emphasize  how  music  festivals 
 represent  the  ideal  context  to  conduct  empirical  research  on  the  consumer-brand  relationship  (Addis  & 


Holbrook, 2001), which is the aim of this thesis.



2. DEFINING SOCIAL MEDIA 


Social media can be described as “a group of internet-based applications that build on the ideological and 
 technological foundations of Web 2.0, and that allow the creation and exchange of User-Generated Content” 


(UGC)  (Kaplan  &  Haenlein,  2010,  p.61).  Some  of  the  most  prominent  forms  of  social  media  are  social 
 networking sites, like Facebook or LinkedIn. Social networking sites are deﬁned as: “(…) web-based services 
 that allow individuals to construct a public or semi-public proﬁle within a bounded system, articulate a list of 
 other users with whom they share a connection, and view and traverse their list of connections and those made 
 by others within the system” (Boyd & Ellison, 2007, p.211, cited in Jahn & Kunz, 2012).  


Social media as the new digital communication platform drastically re-shaped how consumers interact with 
 brands  they  buy,  consider  or  evaluate  (Hudson,  Huang,  Roth  &  Madden,  2016).  Social  media  has  not  just 
 provided  brands  and  companies  with  a  new  platform  to  reach  their  customers,  but  also  empowered  these 
 customers to create, distribute and consume their own brand-related content on social networking sites (SNSs) 
 such  as  Facebook,  Instagram  or  Twitter  (Men  &  Tsai,  2013),  creating  two-way  communications  (Hudson, 
 Roth, Madden & Hudson, 2015). Before the rise of social media, brand managers mostly spread their intended 


“brand  stories”  in  a  form  of  one-to-many  communication,  making  it  possible  to  ignore  the  opinion  of 
 consumers. Due to social media, brand managers lost their total control over the brand message, which is now 
 written and spread via social media by the consumers as well (Gensler, Völckner, Liu-Thompkins & Wiertz, 
 2013, p.3). 


Obviously, the appearance of the new platform can benefit brands in several ways. For example, by the means 
of brand pages on SNSs, brand representatives can build a more personal relationship with their customers and 
effectively  monitor  and  react  to  conversations  within  the  brand  communities  (Men  &  Tsai,  2013)  gaining 
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 valuable  consumer  insights  fast  (Hudson  et  al.,  2015).  The  importance  of  social  media  as  communication 
 platforms are also illustrated by the fact that when consumers look for information about a brand or product, 
 they are more likely to visit the SNSs of the brand, rather than its official website (Dei Worldwide, 2008, cited 
 in Men & Tsai, 2013).  


With the emergence of social media, curiosity of researchers rose about how social media affects customer-
 brand relationships and how companies could take advantage of the new media (Hudson et al., 2015; Hudson 


& Thal, 2013; Men & Tsai,  2013; Wallace,  Buil & Chernatony, 2014; Wallace, Buil & Chernatony, 2012; 


etc.). Since the branding benefits of consumer’s social media interaction is of high relevance for companies, 
 more research is needed to guide them in this highly changeable digital world (Hudson et al., 2015). 


“Social media interaction refers to a customer’s proactive engagement with the brand on social media platforms 
 such as following, replying, tweeting, sharing, liking, participating and so on” (Hudson et al., 2015, p.3). Wulf, 
 Oderkerken-Schroder & Iacobucci (2001) found that the more time customers spend by engaging with a brand 
 on social media, the stronger their Brand-Relationship Quality (BRQ) is, therefore the stronger the attachment 
 to that brand (Fournier, 1998). Additionally, when brand representatives communicate with their followers on 
 brand SNSs in the form of answering, helping them to solve problems, providing information etc., consumers 
 develop higher feeling of connectedness and relationship with the brand fostering their emotional attachment 
 (Hudson et al., 2015). On the other hand, it is not only the brands to gain something from the relationship; 


while  engaging,  also  consumers  receive  benefits  (Hudson  et  al.,  2015),  such  as  information,  rewards  or 
 entertainment which will function as motivations for them to further engage with the brand SNS (Men & Tsai, 
 2013) . 


Since social media consists of relatively new platforms which change constantly. It is therefore vital for brand 
managers to know how consumers can be engaged and how their interaction with SNS brand pages affect the 
brand-relationship outcomes in terms of brand attachment and loyalty. In the following section, the existing 
literature that tried to answer these questions will be further elaborated.  
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PART 2: DELIMITATION PROCESS  3. CASE DELIMITATION



3.1 THE MUSIC FESTIVAL INDUSTRY IN DENMARK 


The music festival industry is both expanding and contracting. Despite the increasing demand, every year more 
 music festivals enter the scene leading each player on the market to compete for attendees and high-profile 
 artists (Eventbrite.com, 2017). Within this increasingly competitive scenario, not only new entries struggle to 
 survive,  but  also  solid  and  well-established  institutions  are  striving  to  outstand  and  find  people  to  attend 
 (Leenders, 2010). Clearly, the question that still remain unsolved is how festivals will continue to attract and 
 retain loyal fans. 


Uncertainty  and  instability  are  affecting  the  global  industry,  with  no  exception  for  the  European  festival 
 market, and more specifically the Danish market, which will be the focused of the present research. 


For many years Denmark has marked its position in the global festival scene for hosting the historical Roskilde 
 Festival. Since then, other music festivals have entered the scene, leading the Danish music festival market to 
 fierce competition (politiken.dk, 2013) and therefore, putting at risk the leading position that Roskilde Festival 
 has acquired. 


Politiken Research (2013) conducted a review of the Danish festival’s economy showing that the Danish music 
 festival market is “saturated”. According to Fabian Holt, a lecturer in music and communication at Roskilde 
 University, and PhD Rasmus Rex Pedersen, the main issues are represented by the increased costs of suppliers 
 and the increasing number of festivals organized by booking agencies themselves. In particular, the latter is 
 responsible for increasing competition in the artists’ bookings since agencies have easier access to the festival 
 names as the artists are part of these agencies themselves.  



3.2 ROSKILDE FESTIVAL IN THE DANISH COMPETITIVE LANDSCAPE 


In the following section, the research case study will be introduced, namely Roskilde Festival. First, a profound 
 description of the festival history, organization and main attributes is provided, followed by an overview of 
 the issues that the festival is currently facing. 



ROSKILDE FESTIVAL 


Roskilde festival is a Danish music festival held annually in the city of Roskilde. It is the largest, week-long 
international cultural and music event in Northern Europe, existing since 1971 (roskilde-festival.dk, 2017). In 
1972, the festival was taken over by the Roskilde Foundation (in 2004, became Roskilde Charity Society), 
which  has  since  run  the  festival  as  a  non-profit organization,  religiously  and politically  neutral,  supporting 



(15)13 
 initiatives  benefitting  children  and  young  people  as  well  as  humanitarian  and  cultural  work  (roskilde-
 festival.dk, 2017). 


Over the years, the festival has grown exponentially, and now it attracts an audience of 130,000 attendees, and 


“more than 180 concerts with acts from over 30 countries on nine stages” (roskilde-festival.dk, 2017). But 
 Roskilde Festival is more than music. Based on the efforts of over 30,000 volunteers operating in the areas of 
 food, refuse removal and safety, Roskilde Festival is also a social event. According to Roskilde Festival’s latest 
 statistics, Roskilde Festival 2016 created a total profit of DKK 17.4 million all donated to charity (roskilde-
 festival.dk, 2017). 


The festival is similar to a temporary city, providing its “citizens” with a supply of water, electricity, wireless 
 internet, toilets, baths and spaces for cooking, shopping, cultural activities, cafés, health care, etc. This year, 
 for example, festival-goers had the opportunity to interact with KlubRÅ, a new progressive club for art and 
 music,  with  talks  and  workshops  aimed  at  engaging  the  audience  and  providing  unforgettable  experience 
 (roskilde-festival.dk, 2017). All the festival installations are meant to support and foster the festival culture, 
 contributing to the atmosphere of social exchange and inclusion among the festival attendees (Marling, Kiib 


& Jespersen, 2017). 


Roskilde Festival takes place over eight days, and is divided into two different periods (four + four days). The 
 first period is called “motion” and it is characterized by self-organized performances, play, music, talks, art 
 events and other diverse activities in the camping area. The second is called “emotion” and is the period of the 
 more official program, with concerts and art performances taking place mostly in the official festival location 
 (Marling et al., 2017).  


Entering Roskilde Festival means taking part of ‘a real second life’ (Marling & Kiib, 2011), a different world 
 with  its  official  culture  and  “well-defined  social  hierarchies,  power  structures,  class-related  norms  and 
 inherited values” (Marling et al., 2017, 33).  


The festival brands itself as “much more than a music festival” and underlines the construction of “space for 
 experiences  in  an  atmosphere  of  freedom  and  social  responsibility”  (roskilde-festival.dk,  2017).  This 
 atmosphere is referred to as “The Orange Feeling” as the collective feeling characterizing the whole festival, 
 given by the collective euphoria, the atmosphere of freedom, and community (Marling et al., 2017). It is created 
 by spontaneous events and self-organized parties during the first days of the festival, and by the participants’ 


engagement and social interactions in the actual festival days.  


“Orange” is the color symbolizing the festival: it is the color of the main stage, the “Orange Stage”, which is 
also the logo of the festival. The “Orange Stage” is the biggest stage hosting over 60,000 people (roskilde-
festival.dk, 2017) and it is traditionally the stage where the first official concert takes place, making the last 
four days of festival start. Orange is also the color symbolizing self-trust, bravery and strength, spontaneity 
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 and  creativity  -  the  values  representing  the  festival  but  also  the  entire  city  of  Roskilde  all  year  long 
 (visitroskilde.dk). 


The  stress  on  the  community  spirit  becomes  an  integral  part  of  Roskilde  Festival  brand,  both  from  the 
 organization´s and the participants’ side. Together with the music, it is the memories of this atmosphere that 
 remain with the festival attendees. 


Despite  being  non-profit,  Roskilde  Festival  is  also  a  business  organization  and  therefore  dependent  on  the 
 market demand (Sundbo, 2013). As such, it is imperative to apply a strategy that is responsive to this market 
 demand,  be  innovative  and  develop  the  business  in  accordance  to  that  (Sundbo,  2013).  Although  Roskilde 
 Festival’s organization has a business development which creates new services that the festival organization 
 can sell to other businesses (Sundbo, 2013), present study will only regard the B2C context and investigate 
 how the festival can live up to the market demand from the customer’s side.  


A large part of the audience consists of young students, which can be referred to as Millennials (i.e. aged 17-
 26, representing the biggest music festival audience (Eventbrite.com, 2016). However, the festival also attracts 
 people in their 30s and 40s (Marling et al., 2009, p. 153). Roskilde festival main target age group is people 
 between 16 and 35 years (Sundbo, 2013). 


Based on capacity, there are three types of festivals, namely “boutique (capacity less than ten-thousand), mid-
 scale (capacity between ten and fifty-thousand) and large-scale festivals (over fifty-thousand capacity)” (May, 
 2011,  p.4).  Since  Roskilde  hosted  around  130,000  attendees  in  2016,  it  can  be categorized  as  a  large-scale 
 festival. Eu.festivalawards.com (2016) hands out awards in different categories (small festivals, medium-sized 
 festival and major festivals) regarding the size of the festivals. According to their description of major festivals 
 as “temporary cities”, Roskilde Festival can be regarded as a major music festival. Many major music festivals 
 mix different kind of music genres in their line-up to attract wider audience. Roskilde Festivals is one of them 
 since it displays various kinds of music genres including rock, electronic, hip-pop and heavy metal.  


According  to  festivalinsights.com  (2017),  an  “online  B2B  publication  focused  on  the  international  festival 
 industry”, Roskilde Festival 2016 is ranked number 4 in their annual ranking of the world’s best festivals in 
 terms of size and commercial success.  


In sum, Roskilde Festival is a large-scale mainstream festival including different kind of music genres. What 
 differentiates  Roskilde  Festival  from  other  mainstream  festivals  is  being  non-profit  and  striving  for  being 
 organic.  



ROSKILDE FESTIVAL ISSUES 


While  smaller  festivals  are  the  first  to  succumb  in  such  a  competitive  environment,  larger  festivals,  like 
Roskilde Festival, are also suffering. First, the Danish music festival market has grown exponentially in the 
past  ten  years,  hosting  over  160  festivals  every  summer  (Holt,  2013).  Secondly,  the  increasing  number  of 
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 festivals, mainly city festivals, are putting under risk the wilder, camping lifestyle of Roskilde Festival, which 
 some festival guests decide to escape from (b.dk, 2013). The growing number of niche festivals, like metal for 
 Copenhell and indie-rock for Northside, catches the attention of the audience too, as opposed to multi-genre 
 festivals,  like  Roskilde  Festival.  Furthermore,  the  presence  of  international  partners  working  behing  these 
 niche  festivals,  such  as  the  English  company  Live  Nation  supporting  Copenhell,  or  German  Scorpio  partly 
 organizing  Northside,  contributes  to  the  increasing  presence  of  high-profile  artists  in  these  smaller  festival 
 line-up,  therefore  catching  the  attention  of  festival-goers.  Finally,  the  international  music  festival  scenario, 
 especially represented by the European Electronic Dance Music (EDM) festivals, is attracting a surprisingly 
 increasing amount of customers (Holt, 2013).  


The first negative sign that Roskilde Festival experienced is the struggle with being sold out (b.dk, 2014). In 
 addition,  there  is  the  decreasing  presence  of  foreign  guests,  according  to  Roskilde  Festival  spokesperson, 
 Christina Bilde (b.dk, 2014). Although the festival's goal was to have 50% foreign guests, in 2014 only 15% 


of the 80,000 ‘partout’ (i.e. full week) tickets were bought by foreigners (fyens.dk, 2014). Part of the problem 
 is that the average age of Roskilde guests is 24 years old and international guests have to spend much money 
 on their journey to the festival, which makes it even harder considered the least money availability of young 
 people (Christina Bilde, 2014, b.dk). 


Considered the competitive background and the role that Roskilde Festival has in both the Danish and global 
 music festival market, it is believed to provide a valuable case to be investigated in order to derive insights 
 towards a better understanding on the phenomenon of loyalty to music festivals. 



3.3 THE ROLE OF FACEBOOK 


As the market leader for social networking sites with about 2 billion monthly active users and more than one 
 billion  that  log  on  daily,  Facebook  represents  an  important  communication  tool  to  enhance  customers’ 


engagement  (Hoffman  &  Novak  2012).  In  particular,  data  reveal  that people who  click  a Facebook  “Like” 


button are more engaged, active and connected than the average Facebook user (Wallace et al., 2014). Given 
 the  young  target  audience  attending  music  festival,  as  well  as  their  highest  activeness  on  the  Facebook 
 platform, the present study will consider festival visitors aged between 18 and 29 years, which account for the 
 highest  Facebook  usage  (PewResearchCentre.com,  2016).  They  view  social  media  as  crucial  to  their 
 professional  and  personal  lives.  In  addition,  a  recent  study  of  mobile  and  social  media  usage  found  that 


“Millennials check their smart phones or mobile devices an estimated 45 times per day, and that more than 80 
percent cited using Facebook as an inspiration for future travel plans” (sproutsocial.com, 2016). Even though 
women are found to be more active Facebook users than men, no distinction will be made for the purpose of 
the study. 
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3.4 FACEBOOK FOR BUSINESS 


In  2007,  the  company  launches  the  self-service  Ads  Platform  and  Pages  (newsroom.fb.com,  2017),  which 
 revolutionized  advertising  and  marketing  communication  by  providing  companies  with  a  new  platform  to 
 reach  their  customers.  Facebook  provides  five  options  for  businesses  to  utilize  the  platform  for  marketing 
 purposes,  namely  Facebook  Ads,  Facebook  Pages,  Social  Plugins,  Facebook  Applications  and  Sponsored 
 Stories (Facebook, 2012, cited in Cvijikj & Michahelles, 2013). “Of these, Facebook pages provide the largest 
 number  of  engagement  possibilities  by  direct  interaction  with  the  consumers  through  dialog”  (Cvijikj  & 


Michahelles, 2013, p.849). 



FACEBOOK BRAND PAGES 


Facebook Brand Pages provide enterprises with a tool to communicate and interact with their customers (Borle, 
 Dholakia, Singh & Durham, 2012), and in terms of marketing communication, their relevance for businesses 
 has  significantly  increased  (Jahn  &  Kunz,  2012). When  creating  a  Facebook  fan  page,  companies  aim  at 
 distributing public and official information to people who choose to connect with them (Facebook.com, 2017). 


By doing this, they can monitor ongoing consumer activities gaining vast amount of valuable information for 
 the managing of their brands (Cvijikj & Michahelles, 2013; Parsons 2013). 


According to Men & Tsai (2013), brand pages differ from user-initiated Facebook Groups because they are 
 registered by the companies’ marketing communication agency or brand representatives, and allow companies 
 to  monitor  and  reply  to  conversations  within  the  brand  community.  Brand  pages  are  official  and  authentic 
 profiles created by businesses, as opposed to groups, which are platforms created by users to share common 
 interests, discuss issues, express opinions, and post photos (Pineda, 2010, cited in Chu, 2011). Brand pages are 
 public and one can join by clicking “like” or “follow” (Pineda, 2010, cited in Chu, 2011).  


Brand page members are referred to as ‘fans’ (Cvijikj & Michahelles, 2013). When a consumer click “like” or 


“follow”  on  a  Facebook  brand  page,  the  content  generated  by  the  brand  is  automatically  posted  on  the 
 consumer’s Facebook newsfeed. Fans can post comments, get in contact with the  brand, share its content, 
 and interact with other users on the brand page (Jahn & Kunz, 2012).  


“Each of these actions generates a story, which appears on the wall of each of the fan’s Facebook friends. As 
 such, these actions represent a form of WOM communication” (Cvijikj & Michahelles, 2013, p. 849). 



3.5 ROSKILDE FESTIVAL FACEBOOK PAGE  


In the following section, Roskilde Festival’s official Facebook brand page (@orangefeeling) will be described 
 in order to illustrate the different strategies the festival organization applies to interact with its fans.  


The festival’s Facebook page has 387,869 “likes” and 371,579 “followers”. 
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 Two  forms  of  interaction  are  noticed  on  Roskilde  Festival’s  Facebook  page:  brand  actions  and  followers 
 actions. Roskilde Festival brand actions mainly consist of informative, entertaining and rewarding content in 
 the form of posts, videos and pictures. Announcements and information updates mainly concern the event line-
 up, location, services and facilities, while the entertainment content involves music videos, reminiscing photos 
 and after-festival movies.  


There is a relatively high traffic on Roskilde Festival’s Facebook page. In 2015, the brand posted 9,033 times, 
 25.4  times  per  day  on  a  yearly  average  (Gyimóthy  &  Larson,  2015). The  frequency  of  posting  differs 
 throughout the year: it increases as the festival gets closer, posting updates almost every  day or even  more 
 times a day; and it dramatically decreases between September and January with posts approximately 2-3 times 
 per week (Gyimóthy & Larson, 2015). 


Followers’ actions mostly comprise informative questions about the festival, ‘liking’ or ‘tagging’ other friends 
 below the brand posts, and sharing the festival content. The most popular posts, which receive most likes and 
 shares, are nostalgic photos or videos, as well as revealing posts of the line-up (Gyimóthy & Larson, 2015). 
 Some  customers  engage  in  WOM  activities  in  the  form  of  writing  reviews.  There  are  12,000  reviews  on 
 Roskilde Festival’s Facebook page and among these, 10,000 gave Roskilde Festival the highest rating (5 stars). 


Only 344 gave the lowest ranking (1 star).  


Roskilde Festival acknowledges “the social needs of their fans as bidirectional creators and include experiential 
 elements to enhance virtual relationships and a sense of community” (Gyimóthy & Larson, 2015, p. 344). On 
 their Facebook page, this mainly takes place in the form of posting instant photos and videos of the festival 
 and sharing nostalgic content depicting the festival experience (Gyimóthy & Larson, 2015).  



4. THEORY DELIMITATION 



4.1 RELATIONSHIP MARKETING


«The ultimate goal of marketing is to generate an intense bond between the consumer and the brand» (Hiscock 
 2001).  In  order  to  maintain  strong  relationships  with  consumers  and  generate  competitive  advantage, 
 understanding and predicting consumers’ responses to brands at each step of the exchange context is imperative 
 (Park  et  al.  2006).  This  becomes  especially  relevant  given  the  saturated  music  festival  market.  Within  this 
 scenario, adopting a relationship marketing approach is suggested as the key to generate competitive advantage 
 and succeed in the business environment (Kerr & May, 2011). 


Despite  different  conceptualizations,  relationship  marketing  (RM)  concerns  “creation,  development  and 
maintenance of long-term relationships with customers” (Gummesson, 2002, p.39). RM concerns attracting, 
developing, and retaining customer relations (Berry & Parasuraman, 1991, cited in Harker, 1999). According 
to Ravald and Grönroos (1996), the main aim of relationship marketing is to create customer loyalty so that “a 
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 stable, mutually profitable and long-term relationship is enhanced” (Ravald & Grönroos, 1996, p.20, cited in 
 Harker, 1999).  


Gummesson (2002) further suggests that RM has a significant role in the New Economy, which, according to 
 the author’s interpretation, embraces economical changes such as “focus on services”, “new customer roles” 


and “information technology” (p.38). Within information technology, the emergence of social media gave rise 
 to a new communication platform where companies can reach and keep in touch with their customers (Hudson 


& Thal, 2013). Social media have also given a communication tool to the customers not just for the businesses, 
 therefore providing consumers with new tools, such as creating user-generated content (Men & Tsai, 2013). 


Concerning RM, Fournier (1998, cited in Hudson et al., 2015) created the concept of brand-relationship quality 
 (BRQ) for investigating consumer-brand relationships. BRQ was meant to show that the purchase behavior is 
 not only dependent on brand products’ utility and functionality, but it also refers to the meaning that consumers 
 attached to such brand in terms of emotions and self-connection (Hudson et al., 2015, p.3).  


According  to  Keller  (2001),  the  last  step  in  building  a  strong  brand  is  to  “forge  brand  relationships  with 
 customers that are characterized by intense, active loyalty” (p.1). In particular, brand relationships matter when 
 the intensity of the relationship in terms of attitudinal attachment and sense of community is achieved, as well 
 as the frequency in which consumers engage and use the brand (Keller, 2001, p.16).  


As such, attachment, engagement, and loyalty to the brand are among the main ingredients of this relationship 
 (Smaoui & Temessek Behi, 2011). Considering the short-term consumption period as well as the high market 
 competition, the relationship marketing approach is suggested “for the development and long-term survival of 
 festivals” (Collin-Lachaud & Duyck, 2002, p.69). Therefore, it will provide the conceptual frame of the present 
 research.  



4.2 LITERATURE ON MUSIC FESTIVAL STUDIES 


In  the  following,  a  profound  literature  review  on  music  festivals  will  be  provided  in  order  to  highlight  the 
 research gaps that the present thesis aims to cover. 


Over the past couple of decades, festival and event tourism has been one of the fastest growing segments of 
 the world leisure industry (Getz, 1991; Nicholson & Pearce, 2001) attracting increasing attention by academic 
 researchers (Getz, 2010).  Due to their role in “inspiring  creativity,  attracting large  crowds,  and generating 
 emotional responses” (Getz, 2010, p.1), festivals studies dominate the event-related literature (Getz, 2010). 


In recent years, there have been several studies focusing on festivals. From a “customer-centered” perspective, 
participants’ motivations and decision-making, satisfaction and loyalty received great attention by researchers 
(e.g. Breiter & Milman, 2006; Mair & Thompson, 2009).  However, the dynamics underpinning the loyalty 
process as opposed to novelty seeking still constitute major issues to marketers, and further understanding is 
needed (Getz, 2015).  
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 This is surprising, as “attendance and participation in popular music festivals is today the most widely accessed 
 social musical activity for many youth in Western societies” (Bennett et al., 1999; Gibson, 2001  - cited in 
 Ballantyne  et  al.,  2014,  p.2).  In  his  review  of  literature  on  festivals,  Getz  (2010)  highlighted  i.e.  “value 
 profiling, (…), repeat visitation, and attitudes” as promising lines of research, underlining that “researching 
 the effects of attendance on persons has to be given much more profile” (p. 12). 


Carroll & Ahuvia (2006) assumed that hedonic brand offerings have a negative effect on brand loyalty because 
 hedonic  products  induce  increased  variety  seeking  behavior  resulting  from  the  desire  of  new  hedonic 
 experiences.  At  the  same  time,  they  add  that  brand  love  (a  stronger  form  of  brand  attachment)  might 
 counterbalance  this  disadvantage  of  hedonic  brands  (Carroll  &  Ahuvia,  2006).  The  relevance  of  brand 
 attachment is given by its ability to generate strong emotional bonds to some “love objects” (Ahuvia, 1993, 
 2005, cited in Carroll & Ahuvia, 2006, p.80). This is confirmed by Hudson, Roth, Madden and Hudson (2014), 
 who  suggest  that  music  festivals  have  the  potential  to  become  “Lovemarks”  (p.74),  namely  brands  that 
 maximize their connections with their consumers by creating strong emotional bonds. This strong emotional 
 bond is likely to generate loyalty and advocacy, in the form of positive WOM (Hudson et al., 2014).  


These  findings  highlight  the  importance  of  brand  attachment  for  festival  brands.  Previous  literature 
 encompassed the role that social media play in generating brand attachment (e.g. Hudson et al., 2015; Hudson 
 et al., 2015); while in the offline context, great attention is placed on the benefits that sense of community 
 provide  to  brand  attachment  formation  (e.g.  Geus  et  al.,  2016;  Packer  &  Ballentyne,  2014;  Karpinska-
 Krakowiak, 2014). However, much research is needed on the actual experience and the meanings attached to 
 that (Getz, 2010). 


Furthermore, Getz (2015) highlights the need to explore types of engagement, describing and explaining the 
 formation  of personal  and social  constructs  regarding  the  event  experience,  and  how  communities  rise  and 
 evolve during and after events.  The role of engagement is relevant because many studies show its correlation 
 with brand attachment (e.g.  Park et al. 2006, 2010; Lacoeuilhe, 2000b; Thomson et al. 2005; Brodie et al., 
 2011) and loyalty outcomes (Bowden, 2009; Lacoeuilhe 2000a; Belaid & Temessek Behi, 2011; Park et al. 


2006). More importantly, the reason to  investigate festival attendees’ activities  and  motivations is a key to 
 designing  better  offerings,  monitoring  satisfaction  and  better  understanding  the  decision-making  process 
 (Crompton  &  McKay,  1997).  This  has  become  more  than  ever  important  given  the  highly  saturated  music 
 festival  industry  (Gelder  &  Robinson,  2013).  It  is  suggested  that  within  interactive,  dynamic  business 
 environments,  customer  engagement  (CE)  provides  a  strategic  imperative  for  creating  increased  corporate 
 performance, such as sales growth, superior competitive advantage, and profitability (Brodie, Hollebeek, Juric 


& Ilic, 2011). This undermines the need for a more comprehensive understanding on consumer engagement 
both online and offline within the festival context.  
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 According  to  Addis  and  Holbrook  (2001),  music  festivals  provide  the  ideal  context  to  conduct  empirical 
 research on the consumer-brand relationship. Despite this statement, only one research has been found that 
 focuses  upon  the  relationship  marketing  techniques  utilized  within  the  music  festival  industry  from  the 
 viewpoint  of  the  festival  organizer  in  an  attempt  to  establish  how  festival  organizations  value  and  monitor 
 organizational  relationships  (Kerr  &  May,  2011,  p.7).  While  taking  the  stands  of  relationship  marketing 
 techniques,  the  present  research  will  adopt  a  “consumer-centered”  approach  as  believed  to  provide  more 
 valuable insights for the long-term sustainability of festival attendees’ loyalty.   



THE ROLE OF MUSIC FESTIVALS AS OFFLINE COMMUNITIES 


Recent research demonstrates the efficacy of brand communities in serving consumer experiences as well as 
 reaching  marketer  goals  (Carlson,  Suter  &  Brown,  2008;  Schau,  Muñiz  &  Arnould,  2009).  A  sense  of 
 community  (SOC)  is  found  to  be  a  sustainable,  lasting  experience  that  greatly  contributed  to  the  overall 
 experience  with  a  brand  (Lyons  &  Dionigi,  2007),  contradicting  “the  prevailing  idea  that  community 
 association developed in leisure activities was predominantly episodic” (Pickett & Walker, 2016, p.2). Among 
 the  benefits  of  the  perceived  SOC,  there  are  a  greater  sense  of  belonging  and  identification,  personal 
 investment, and emotional safety (McMillan & Chavis, 1986). Keyes (1998) refers to ‘Social Integration’ as 


“the extent to which people feel they have something in common with others who constitute their social reality” 


(p.122).  


In recent years, researchers drawn a lot upon socio-cognitive sciences in order to better understand consumer 
 communities  (Maffesoli  1995;  Cova  2001,  2002;  Kates  2004;  Muniz  &  O’Guinn  2001),  and  therefore 
 important concepts such as the concept of brand communities evolved. Pioneer scholars of the subject, Muniz 


& O’Guinn (2001) defined brand community as “a specialized, non-geographically bound community, based 
 on  a  structured  set  of  social  relationships  among  admirers  of  a  brand”  (p.412).  What  differentiates  brand 
 communities from other consumption-based communities is that the emphasis is on the branded good or service 
 that is what the community is built around (Muniz & O’Guinn, 2001).


With regards to collective hedonic services, Drengner et al. (2010) argue that the term psychological sense of 
 community better explains the type of community that evolves around the joint consumption. This is because 
 brand communities focus on brands, while in the case of music festivals the focal object of the community is 
 music (Arnould and Price, 1993; Arthur, 2006; Holt, 1995, cited in Drengner et al., 2012). Therefore, although 
 brand community practices and characteristics are still applicable to the music festival context, the term ‘non-
 brand focused communities’ (Kates, 2004) seems to suit better the offline consumption context (Drengner et 
 al., 2012). 



4.3 LITERATURE ON FACEBOOK AND SOCIAL MEDIA STUDIES 


There is no doubt that the emergence of social media has fundamentally re-shaped the way in which companies 
communicate  with  consumers  (Mangold  &  Faulds,  2009).  Surprisingly,  little  research  has  been  devoted  to 
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 understand the role and effects of social media in the tourism literature (Lee et al., 2015), indicating that there 
 is still ample room for further research. 


The  importance  of  social  media  in  business  derives  from  their  ability  to  interact  and  establish  long-term 
 relationships with consumers (e.g. Hudson & Hudson, 2013; Hudson et al., 2014; Lee et al., 2015). Therefore, 
 exploring the marketing potential that social media sites like Facebook provides becomes fundamental (Lee et 
 al., 2015). 


Hudson et al. (2014) conducted a study on social media engagement, which shows that consumers who interact 
 with brands via social media develop stronger brand relationships as opposed to consumers who do not engage.  


Other studies also concluded that brands which meaningfully engage their customers on social media benefit 
 from this two-way interaction (Hudson et al., 2016). 


Men & Tsai (2013) conducted a study to identify the types of consumer engagement related to Facebook brand 
 pages and their motivation to engage. In particular, they highlight that “the interactive, communicative, and 
 social advantages of SNSs are far from being fully realized” (Men & Tsai, 2013, p.84), therefore, it is assumed 
 that more brand type related studies are needed.  


Wallace et al. (2014) conducted a research on self-expressive brands about whether brands ‘liked’ on Facebook 
 are self-expressive, and explore how brand “liking” and brand outcomes such as brand love, WOM and brand 
 acceptance  relate.  Wallace  et  al.  (2014)  take  the  action  of  ‘liking’  as  a  proxy  of  consumer  engagement. 


Hoffman  &  Fodor  (2010)  suggest  that ‘likes’  are  the  manifestation  of  consumer  engagement,  therefore  the 
 number of ‘likes’ a Facebook brand page receives is an adequate measurement tool for consumer engagement. 


Wallace et al. (2014) add that consumers ‘like’ brands on Facebook and engage with them in order to express 
 their  real,  “inner”  selves  or  ideal,  “social”  selves  to their  Facebook  friends.  Their  findings  show  that  self-
 expressive  brands  are  positively  related  to  brand  love  and  positive  WOM,  as  through  them  consumers  can 
 express their identities. Wallace et al.’s (2014) study focuses mostly on ‘liking’, which falls into the lowest 
 level of consumer engagement, namely “consuming” (Muntinga et al., 2011), but it does not measure the level 
 of engagement after ‘liking’, in other terms, how much and in what form consumers interact with the ‘liked’ 


brand afterwards.  


Hutter, Hautz, Dennhardt & Füller (2013) attempted to explain, “where and how social media affects brand 
 perceptions  and  brand-related  decisions  of  consumers”  (p.343).  They  built  their  research  on  a  car 
 manufacturer’s Facebook page to show that interactions with brand-related activities on this Facebook page 
 positively affect WOM activities and purchase intentions (Hutter et al., 2013). Their contribution indicates that 
 social media have a positive inﬂuence on brands since they support their purchase process management.  


It was Court, Elzinga, Mulder & Vetvik (2009) who first theorized the traditional funnel model of the consumer 
purchase decision-making process alteration because of the dual presence of offline and online communication 
platforms. “The consumer decision-making process comprises the various steps a consumer passes through 
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 when making a purchase decision” (Olshavsky & Granbois, 1979, cited in Hautz et al., 2013, p.343). Court et 
 al. (2009) argue that the decision making process is today a circular journey comprising four phases: “initial 
 consideration; active evaluation, or the process of researching potential purchases; closure, when consumers 
 buy brands; and post-purchase, when consumers experience them”. Therefore, it is highly important to reach 
 the consumers through the adequate offline and online touch points in every single step of the decision making 
 journey (Court et al., 2009). Hautz et al.’s (2013) study is relevant for proving the relationship between social 
 media engagement and behavioral loyalty outcomes, but it does not state how brands can harvest these positive 
 outcomes through engaging their customers. 


Jahn  &  Kunz  (2012)  conducted  a  study  on  the  driving  factors  for  successful  brand  pages  in  order  to  build 
 loyalty.  In  their  construct,  they  integrated  brand  page  engagement,  motivations  to  engage with  these  pages 
 affecting brand loyalty with the outcomes of WOM, brand purchase and brand commitment. As they conclude, 
 their study is the first step towards better understanding Facebook brand pages “but there remains a broad ﬁeld 
 of discovery for a deeper understanding of this new social media channel as an effective relationship-building 
 tool” (Jahn & Kunz, 2012, p.355). According to their recommendations, future research could discover these 
 relationships within different industries, for example expanding the investigation to service industries or to 
 hedonic brands (Jahn & Kunz, 2012), such as music festivals.  



THE ROLE OF FACEBOOK BRAND PAGES AS COMPANY-INITIATED COMMUNITIES 


In the following, the social aspect of Facebook brand pages concerning brand communities will be discussed. 


According to Jahn & Kunz (2012), social and commercial elements co-exist on Facebook brand pages, which 
 is what makes them special. 


The original concept of brand communities was first introduced by Muniz & O’Guinn (2001) and since then, 
 it has been implemented to the online context in the form of virtual brand communities (e.g. Algesheimer et 
 al., 2005; Dholakia & Durham, 2010). 


Cvijikj  &  Michahelles  (2013)  applied  Muniz  &  O’Guinn’s  (2001)  definition  of  brand  communities  to  the 
 online  context  defining  social  networking  sites  (SNSs)  as  “a  large  number  of  users,  grouped  in  non-
 geographically-bound  communities,  based  on  a  structured  set  of  social  relationships  among  admirers  of  a 
 brand”  (p.846).  What  makes  online  communities  relevant  for  this  study  is  its  connection  with  online 
 engagement. The “social” nature of Facebook, in fact, enables members to interact and establish connections 
 (Lee  et  al.,  2015).  At  the  same  time,  it  allows  companies  to  exhibit  their  products  and  services,  and  more 
 importantly, interact with them in the continuum of the relationship (Lee et al., 2015). 


Algesheimer  et  al.  (2005)  define  engagement  within  online  brand  communities  as  “consumer’s  intrinsic 
motivation to interact and cooperate with community members” (p.21). Cvijikj & Michahelles (2013) argue 
that it is highly relevant for brand managers to explore the influencing factors, which could increase the level 
of engagement within online brand communities on social media. It results that higher engagement might lead 
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 to  greater  volume  of  WOM  and  improved  attitude  towards  the  brand,  which  would  ultimately  increase  the 
 company revenues (Cvijikj & Michahelles, 2013).  


Researchers  have  different  views  about  whether  Facebook  brand  pages  can  be  regarded  as  online  brand 
 communities or not. “Since brand pages are organized around a single brand, product, or company, they can 
 be seen as a special kind of brand community” (Jahn & Kunz, 2012, p.347). Algesheimer et al. (2005) showed 
 that community identiﬁcation leads to higher level of community engagement and community loyalty, while 
 membership continuance had a positive effect on brand loyalty intentions.  


According to Jahn & Kunz (2012), remarkable differences can be observed between social media brand pages 
 and online brand communities. One of the main difference is that brand pages are usually set up by companies 
 and are used as a marketing communication tool. In a traditional brand community, instead the brand is the 
 focal point and the community is “based on a structured set of social relationships among admirers of a brand” 


(Muniz  &  O’Guinn,  2001,  p.412,  cited  in  Jahn  &  Kunz,  2012).  Therefore,  a  brand  page  is  primarily  a 
 connection  between  a  Facebook  user  and  a  brand  implying  that  engagement  motivation  might  differ  from 
 traditional brand communities (Jahn & Kunz, 2012). Furthermore, brand pages are not embedded in a barely 


“brand-related network of social ties”, but users of a brand page are also connected to “friends” who possibly 
 do not follow the specific brand (Boyd & Ellison, 2007, cited in Jahn & Kunz, 2012). It derives that following 
 brand pages on Facebook provide the opportunity for followers to show their “friends” their self-concept and 
 identity, hence brand pages become an element of identity management (Gilly, Schau, Jahn & Kunz, 2012).  


Zaglia (2013) reassures the theory that, although Facebook brand pages show some characteristics that can be 
 associated with brand communities, there are significant differences. While Facebook groups can be clearly 
 categorized as virtual brand communities, brand pages “show a weaker form of a brand community” (p.222). 


The author adds that in general, the features on brand communities are present but “the perceived membership 
 in form of consciousness of kind and social identity are less salient” (Zaglia, 2013, p.222). 


In this thesis, we regard Facebook brand pages as brand communication tools with a collective of consumers, 
 characterized by a sense of psychological community (Carlson et al., 2007). What makes companies’ Facebook 
 pages recognizable as communities is that the members share a common interest, which is why they ‘liked’ 


the page in the first place. Therefore, despite certain differences from traditional online communities, it would 
 seem appropriate for the purposes of this study to define such pages as company-initiated online communities. 


We  acknowledge  the  existence  of  consumer-initiated  brand  community  pages  on  Facebook,  but  such 
 communities fall beyond the scope of the current study (Pöyry, Parvinen & Malmivaara, 2013). Pöyry et al. 


(2013) suggest that it is possible to regard companies’ Facebook pages as communities since the members 
 share a common interest, that is why they ‘liked’ the page. Therefore, despite some differences from traditional 
 online  communities,  this  thesis  defines  Facebook  brand  pages  as  “company-initiated  online  communities” 


(Pöyry et al., 2013, p.226).  
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4.4 THE LITERATURE ON SOCIAL MEDIA IN MUSIC FESTIVAL STUDIES 


Holt (2016) highlights how festival world, especially the festival experience, has changed due to the emergence 
 of social media broadcasting. He argues that “with the expanding range of mediations beyond conventional 
 broadcasting, even phenomena such as festivals that were once defined as worlds outside media culture now 
 become objects and agents of intense mediation” (Holt, 2016, p.3). Through social media channels such as 
 YouTube and Facebook, festival organizers can engage their audiences throughout the whole year worldwide 
 (Holt,  2016).  The  author  also  highlights  the  importance  of  such  channels  as  once  the  festival  is  over,  the 
 individual can continue to use them “for exploring the festival and for everyday pleasure and entertainment” 


(Holt, 2016, p.13). 


Kerr and May (2011) conducted a study with organizers of small-, mid- and large-scale festivals to find out 
 what kind of relationship-marketing techniques festivals employ both offline and online. Taking a company 
 perspective,  they  suggest  that  festival  organizers  have  to  find  creative  ways  to  engage  their  customers 
 throughout the whole year to build strong relationships and to meet growing needs (Kerr & May, 2011). From 
 the study it turns out that in an offline context, smaller festivals are better than larger festivals to maintain a 
 two-way relationship and engaging the participants in festival offerings before, during and after the event (Kerr 


&  May,  2011).  Even  though  both  smaller  and  bigger  festivals  expressed  the  importance  of  engaging  the 
 consumers online, larger festivals apply online marketing communication with more success due to budget 
 and employee constraints at small festivals (Kerr & May, 2011). In terms of loyalty, smaller festivals create 
 their  loyal  customer  base  by  offering  a  “niche”  festival  product  where  the  festival  experience  is  highly 
 customized and differentiated from other festival offerings (Kerr & May, 2011). Kerr and May’s (2011) study 
 is relevant in showing the complexity of a festival offering and the need of building a relationship with the 
 customer throughout the year, but it misses the consumer aspect. 


Hudson & Hudson (2013) applied Court et al.’s (2009) new consumer decision-making journey to the use of 
social media within music festivals. The study builds on the cases of three major music festivals and finds that 
they  are  effective  in  engaging  their  attendees  throughout  the  whole  decision  journey  (Hudson  &  Hudson, 
2013),  which  is  similar  to  the  pre,  during  and  post  engagement  aspects  of  this  thesis.  Hudson  &  Hudson’s 
(2013) study is relevant because it raises attention on how social media have changed the consumers behavior 
at each touchpoint of the journey requiring marketers to focus on where consumers are actually spending their 
time. However, Hudson & Hudson (2013) only took into account the online touchpoints without taking into 
account the offline setting, where the brand interaction and experience occur too. At the same time, they also 
look at the festival organizers perspective rather than the attendees’. Hudson & Hudson (2013) urge researches 
on exactly how, when, and where social media influences consumers. This thesis follows this suggestion by 
trying to investigate how, when and where Facebook influences consumers, and the same approach will be 
taken for the offline context of the music festival experience. 
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 Hudson  et  al.  (2014)  explored  how  social  media  interaction  with  music  festival  brands  influence  the  way 
 consumers  think  and  feel  about  these  brands  and  how  these  effects  influence  marketing  outcomes  such  as 
 WOM.  They found that social media interactions have a remarkable effect on emotions and attachment, and 
 these relationships can have a positive effect on WOM (Hudson et al., 2014). They further highlight that strong 
 emotional bonds with the festival brand can induce loyalty behaviors (Hudson et al., 2014).  


In their study, Hudson et al. (2014) focused on two constructs, brand attachment and BRQ in relation to social 
 media  interactions,  but  other  constructs  such  as  psychological  sense  of  community  could  be  added.  The 
 scholars raise attention that some aspects of brand attachment are attained through the offline experience with 
 the music festival (Hudson et al., 2014). Therefore, it is not obvious from the research how they differentiated 
 between emotional attachment originated from the festival experience and the attachment developed through 
 interacting with the brand on social media. 


De  Boer,  Brussee,  Michiel  Rovers  &  van  Vliet  (2012)  found  that  the  offline  music  festival  experience  of 
 attendees  who  interact  with  the  festival  brand  on  social  media  was  very  different  from  the  experience  of 
 participants who did not engage with the festival via social media. The research is highly relevant because the 
 authors conducted a survey in which they asked participants about their social media use habits pre, during 
 and  after  the  festival  (De  Boer  et  al.,  2012).  According  to  their  findings,  SNSs  such  as  Facebook  are  used 
 before, during and after the festival actively (De Boer et al., 2012). However, they show that consumers who 
 are more active social media users did not give themselves fully to the festival experience of “here and now” 


and  avoided  extraordinary  behaviour  (De  Boer  et  al.,  2012).  This  is  because  social  media  represents  a 
 connection with the real world, which interferes with the notion of festivals as places far away from the reality, 
 namely the “escapism” motivation considered as one of the most important reasons for festival attendance 
 (Getz, 2007). Boer et al. (2012), though, did not focused on social media interaction with festival brands, but 
 rather investigated social media interactions in general. 


Finally, from a methodological perspective, it can be observed that current festival and event literature has 
 been dominated by a positivist tradition, with a strong emphasis on casual analysis and quantitative methods 
 (Li & Petrick, 2006). Researchers suggested that “for topics whose theoretical foundation is less than robust, 
 qualitative approaches are preferred, as they can generate more complete unbiased motivational information” 


(Dann  &  Phillips,  2000,  cited  in  Li  &  Petrick,  2006,  p.244).  Therefore,  qualitative  studies  exploring 
consumers’ in the context of music festivals are deemed necessary. 
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PART 3: THEORETICAL FRAMEWORK 


The aim of the following chapter is to provide an overview of the theories and constructs that are central to 
 this  thesis.  Previous  analysis  served  to  identify  the  most  important  variables,  which  are  likely  to  influence 
 consumer’s loyalty, hence the central construct of the present research. 


In the following section, a profound description of each construct is provided in order to establish their nature 
 and consequent inter-relationship. 


By doing this, we seek to develop a theoretical framework illustrating the interconnectedness of the defined 
 independent and dependent variables, forming a causal model from which we build the present research upon.  



5. CONSUMER ENGAGEMENT 


The  concept  of  engagement  has  been  originally  investigated  within  the  organizational  behavior  literature 
 (Allen & Meyer, 1990; Saks, 2006), and it has subsequently been adopted by marketing researchers (Bodet, 
 2005;  Verhoef  et  al.,  2010;  Van  Doorn  et  al.,  2010;  Wang  2006,  cited  in  Smaoui  and  Behi,  2011).  Many 
 marketing  researchers  tried  to  describe  engagement  by  differentiating  it  from  other  traditional  relational 
 concepts  such  as  involvement  and  participation  but  the  boundaries  are  still  not  obvious  in  some  cases 
 (Hollebeek, 2011). To clearly distinguish engagement from the aforementioned concepts, these concepts will 
 be firstly defined. Involvement is “an individual’s level of interest and personal relevance in relation to a focal 
 object/decision in terms of his or her basic values, goals, and self-concept” (Mittal, 1995; Zaichkowsky, 1994, 
 cited in Hollebeek, 2011, p.793). Participation is “the degree to which customers produce and deliver service” 


(Bolton & Saxena-Iyer, 2009, cited in Brodie et al., 2011, p.261). Scholars conceptualize both involvement 
 and participation as customer engagement (CE) antecedents required prior to the expression of the individual’s 
 CE level (Brodie et al., 2011). The main difference between participation and involvement, and engagement 
 is  that  the  formers  consist  of  one-way  interaction  between  the  consumer  and  the  brand,  namely  from  the 
 individual side; the latter, on the other hand, is based on “the existence of interactive customer experiences” 


with  the  specific  brand  (Brodie  et  al.,  2011,  p.257).  Hence,  engagement  includes  two-way  relationships  in 
 which the customer is the brand co-creator (Hollebeek, 2011). Most engagement definitions highlight the role 
 of these experiences and “co-created value as the underlying conceptual foundations of customer engagement” 


(Brodie et al., 2011, p.257).  


The  most  comprehensive  definitions  of  consumer  engagement  emphasize  its  multidimensional  nature 
 consisting  of  cognitive,  emotional  and  behavioral  facets  (Brodie  et  al.,  2011).  This  study  embraces  this 
 approach  because  of  the  complexity  of  taking  both  online  and  offline  engagement  into  account  in  a  music 
 festival context.  


Marketing practitioners’ interpretation of customer engagement seems to focus on the “interactions” between 
the customers and the firm. In a brand context, Hollebeek (2011) defines customer brand engagement as “the 
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