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EXECUTIVE SUMMARY 

The music industry has been enduring some financial turbulence in the past few decades. 

Music in digital form has taken a lot of the revenue previously generated by sales of CDs. 

Furthermore, the music industry has been battling an increase in piracy, a financial crisis 

leading to a global recession and severe conglomeration in the cultural industries. 

One of the only areas to provide a steady income stream for artists has been the live music 

industry. One explanation for the economic boom in the live music industry is the increase in 

the demand for experiences. 

 

The immediate link between the consumer and the artists' live concerts is the venues. By 

combining literature on providing enriched experiences with qualitative interviews with key 

informants of the venues, the nature of their experience offering is analyzed. From this 

analysis it is clear, that the venues are already embracing certain aspects of the experience 

economy. These aspects are specifically relating to the intertemporal aspects of the concert 

experience and the utilization of social media in order to meet consumer needs. To explore 

how the consumers perceive the concert experience offering, several qualitative interviews 

have been conducted with multiple consumers attending different concerts in a variety of 

genres. 

 

The modern consumers face an abundance of cultural products and an endless amount of 

choices. Consequently, the consumers are utilizing different judgment devices as a viable 

sorter of this information overload. These judgment devices range from word-of-mouth from 

a friend to a hybrid of internet websites. Consumers trust different judgment devices and most 

consumers seek the aid of one or more devices in order to make a qualified choice. This is 

also the case in the live music industry, where consumers choose between singularities, 

incommensurable and unique products, which are hard for the everyday consumer to evaluate.  

 

The consumers are increasingly relying on friends' judgments because they know or share 

their musical tastes. Given the increasing amount of information surrounding different artists 

and the growing use of social media, the venues have the possibility of utilizing this 

knowledge and guide consumers towards more transformative experiences.  
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1.0 INTRODUCTION 

Music is a part of our lives from the day we are born until the day we die. In the beginning of 

our lives we hear our mother's singing or humming, then we pick up on nursery rhymes and 

eventually we are going to rock concerts or electronica clubs to sing a long, to dance or to do 

a more or less successful combination of both. We all have preferences for specific kinds of 

music, and I suspect that most people at least have a favourite song which they never grow 

tired of listening to. Additionally we all like specific bands to a varying degree and 

occasionally we desire the experience of seeing and hearing the band live in concert. Whether 

we want to attend a concert, a theatrical performance or just go out for dinner, we have to 

make a trade-off between not only the monetary costs involved in these options, but also what 

we might do with our precious time instead. For some people, going to a concert is not a 

desirable option because they might enjoy going to the cinema a lot more, or simply enjoy 

listening to a band on a stereo in the comfort of their own homes. Before the internet was 

widely accessible, people could listen to a song on the radio, and if they wanted to hear that 

song again, they would have to wait until the radio DJ played the song again or they would 

have to buy the album from a record shop. Often people would have to make a small journey 

to get to a record shop, browse through albums and finally come home and play it on their 

stereos. In other words, before the digital age, the music shopping process used to be a 

physical activity; an experience. Today the traditional record stores and the physical activities 

have been taken out of this process and music has increasingly become a commodity. 

Therefore, in order to have a physical and engaging experience people turn to live music.  

 

Some concerts are obviously more popular than others and this is often reflected in the price 

of the ticket. But even for fans of the same band, the price they are willing to pay for a concert 

ticket may differ substantially. This is sometimes anticipated by concert venues and some 

price-discrimination is in place to accommodate the fans' differences in income and 

willingness to pay i.e. seated stadium concerts. Standard economic theory proposes that, at 

any given price, it is up to the individual to assess whether or not attending the concert is 

equally or more valuable than spending the money on something else (i.e. movie, dinner or 

the savings account). This evaluation of attending the concert is measured in monetary terms 

but also in our assessment of the non-monetary value or utility we would obtain from 

attending the concert. With so many options of spending our money, how do we put value on 

these different products and experiences? 
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1.1 Increasing amount of choices 

As consumers we are increasingly challenged with a wide array of choices from choosing the 

right spouse to getting the perfect job, car, child, degree or the best type of dressing in our 

sandwiches. Never before in the western society have we had this amount of possibilities and 

especially with the internet we now have access to more information than we could possibly 

comprehend. This information overload does not only make our lives easier but also gives us 

an opportunity to understand what our options really are. From a consumer viewpoint most of 

us think we enjoy a wide selection of opportunities and would not be without it. Even 

manufacturers seem to think so and supply us with new product varieties on a daily basis. The 

famous ketchup company Heinz still uses the slogan ”57 varieties” but the fact is, that the 

company produces more than 5.700 product varieties (Heinz 2011). All this variety, not only 

in actual products but also in the amount of information, actually increases the complexity 

involved with decision-making. So how do we actually choose in a decision-making 

situation? Do we rely on experts, friends, mothers or our intuition? 

1.2 Problem Area 

The music industries have had its ups and downs during the previous decade. The downs have 

primarily been due to the decline in sales of CDs since the introduction of digital music 

formats and distribution via the internet, and an ongoing war on music piracy. There is, 

nevertheless, one particular part of the music industries where profits have been steadily 

increasing during this turbulent decade: the live music industry (Grabstats.com, 2011). The 

music recording and distribution industries are operating in a very unsteady environment 

where more and more artists and music producers are releasing music, and consumers have 

endless possibilities of listening to music. As David Bowie stated in an article from 2002: 

 "The absolute transformation of everything that we ever thought about music 

 will take place within 10 years, and nothing is going to be able to stop it. [...] 

 Music itself is going to become like running water or electricity"  

 (Pareles, 2002).  

 

Bowie's prediction was correct in terms of the countless streaming services like Spotify and 

youtube, that offer music like water from a faucet. The live music industry on the other hand 

is less thrown by the digitization of society, as it is not exactly possible to 'pirate', copy or 

stream a live show experience in its entirety. Of course it is possible to watch a concert on a 

computer or on a TV, but this is hardly the same as actually being at the physical location, 
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experiencing the crowd, the energy and seeing the band's unique performance of the night. 

Bowie adds:  

 "You'd better be prepared for doing a lot of touring because that's really the 

 only unique situation that's going to be left. It's terribly exciting. But on the 

 other hand it doesn't matter if you think it's exciting or not; it's what's going to 

 happen." (ibid.). 

 

Any given band's performance usually differ from one day to the next, whether it is due to the 

band's energy level, the enthusiasm of the crowd, the venue or even the sound technician's 

skills behind the mixer panel. These factors and more all add up to what we determine to be 

our value of the concert experience, but some factors are more important for some consumers 

than others. Any music concert in other words is initially an incommensurable experience. 

Yet when concert venues and booking agents are discussing ticket prices, all these factors are 

ultimately summed up in dollars and cents in the form of the price per ticket and critics also 

value live performances in some form of metric scale e.g. from one to six stars. What I would 

like to research is how consumers decide to go to a concert based on these different 

qualitative values and how consumers preconceive the value of the concert experience. 

1.3 Research Question 

The live music industry has not been a popular academic study until recent years where the 

profits has dropped immensely in the physical sales of music and increased significantly in 

the live music sector. Concerts were previously used as a way to promote a band's new album, 

but today bands are increasingly making their living primarily on live performances. Given 

this shift in economic purpose of the live music event, it makes sense to capture the current 

state of the live music industry, how the concert is being promoted and how consumers 

actually decide to attend a concert. This leads to the following central research question: 

How do the venues' concert experience offerings correspond to the consumers' 

expectations? 

In order to answer this research question the following sub-questions are posed: 

 How do the venues present and promote the concert experience? 

 How do consumers explain their decision to attend a concert? 
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1.4 Clarification of key words and concepts 

Some of the terms frequently used in this thesis are subject to interpretation, and these terms 

will be clarified in this section. This is done to avoid any potential misunderstandings and 

confusion especially when contemplating the central research question and sub-questions in 

section 1.3. 

Value 

Values are subject to interpretation and can be related to a multitude of criteria constituted by 

the individual consumers. A rough distinction between quantitative value and qualitative 

value can be made, where the first can be numbers, money or time, the latter is concerned 

with a more subjective internal and external evaluation e.g. emotional states. In relation to 

concerts a lot of different evaluations constitute the concert experience whether they are 

quantitative like the price of the ticket or qualitative like an aesthetic judgment of a 

performance. The choice to attend a concert can be based on multiple values and on an 

instrumental means-end orientation (Karpik 2010:68). The values pertaining to attending a 

concert can thus be aesthetic or e.g. more hedonic in nature (Higgins 2006). The concert can 

also be seen as means to an end, like attending a show to impress a date or attending a show 

as a part of a social gathering. In this case the end can be having a good night out with friends, 

where the means can be any number of things, including attending a concert. Value 

encompasses both domains and is not specifically meant to represent a certain criteria, but 

rather a complexity of combined factors. 

Live Music 

The terms concert and live music are used interchangeably and expresses the live performance 

of a musical composition, whether it is a solo performance, a classical ensemble concert or a 

rock concert. With the increasing use of electronic equipment and the advents of electronic 

musicians, it can be argued that a DJ playing recorded music to a group of people at a social 

event is a live music experience. As for this thesis it will be considered a live music 

performance when the music is performed by an artist (or artists) for an audience at a publicly 

accessible place. The live music experience on the other hand not only constitutes the band’s 

performance but also the time surrounding this performance. Thus different factors like e.g. 

the setting in which the band is performing also have an effect on the overall live music 

experience. 
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Popular Music 

Popular music is in its definition popular and thus widely accessible. It is not to be confused 

with the pop music genre, since other genres can have a wide public appeal as well. 

Occasionally popular music is erroneously defined as being created to please the masses for a 

monetary reward, but most popular music starts out as a niche genre, which is gradually 

accepted by the public like rock and roll in the 1960s (Hesmondhalgh 2007). This 

institutionalization happens over the course of a given time period and relates to the concept 

of familiarity. Familiarity relates to the concepts of simplicity and complexity, and while 

popular music can be both simple and complex the familiarity factor increases liking (North 

& Hargreaves 1995). The populist value of popular music can be seen as partly defined by the 

market where record charts and sales figures allow for fast dissemination (Frith 1998). Frith 

however, argues that this is a faulty notion, and there are reasons beyond ranks and sales 

figures as to why people like popular music. 

1.5 Thesis Structure 
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2.0 LIVE MUSIC AS PART OF THE CULTURAL INDUSTRIES 

This section provides an overview of the cultural industries of which the live music industry 

is a part and further proposes some of the challenges the live music industry faces. First, a 

brief history of music is sketched out. Second, the cultural industries and its commonalities 

are presented. Third, the distribution of music is examined and the players of the music 

industry is defined. Fourth, the economics pertaining to the live music industry is examined 

and current trends of this field is discussed.  

2.1 A Brief History of Music 

Music has been around for millennia and depending on the sources, man-made instruments 

and thus music has existed from around 50.000 years ago (Levithin 2008). Actual intact and 

playable flutes from 9.000 years ago were found in China (Gazzaniga 2008). Cave paintings 

and tools appeared about 35.000 years ago which suggests that some concept of art had 

evolved in the human brain, making it plausible that music was invented sometime between 

the two extremes (Bradley 2009). The commercialization of music, however, began in the 

1880's when sheet music publishers, performance companies and musical theatre groups 

organized (Anand & Peterson 2000). This commercialization continued to develop with the 

advances in recording and reproducing sound on the phonograph, originally invented by the 

great Thomas Edison (Stross 2010). This technological advancement allowed the non-

performers to listen to music without attending a concert and thus eroded the former 

monopoly of live music. Skipping ahead in time, the music industries have now become more 

complex than ever. 

2.2 The Cultural Industries 

The music industries are part of a broader industrial venture termed the cultural industries 

(Hesmondhalgh 2007). The term 'cultural industries' or 'creative industries' is a broad concept 

and includes a wide range of specific industries. The core cultural industries are broadcasting, 

film, music, print and electronic publishing, video- and computer games, advertising, and 

marketing. The borderline cases include sports, consumer electronics, software and the 

fashion industry. What these core cultural industries have in common is their production and 

circulation of cultural goods, whether they possess an educational value or an entertainment 

value. Cultural goods or products have the ability to inform us and influence us as well as 

entertain and move us. As consumers, we spend a lot of time experiencing these cultural 

goods and they often give us a sense of identity and social belonging (Ibid). 
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2.3 Features of the Cultural Industries 

Caves (2000) has identified several features of the creative industries. These are summarized 

and commented in relation to the live music industry. 

 

A common feature of the creative industries is that nobody knows how successful a creative 

product will be (Caves 2000). This demand uncertainty influences both artists and venues, 

where neither can be certain that the consumers respond to the creative product in the 

intended way. 

The creative workers differ in skill, originality and fame. Roughly, the creative workers are 

divided into A-list performers and B-list performers (Ibid). The criteria employed for this 

division differs from industry to industry, although some are the same across all cultural 

industries. Madonna is an example of an artist who is clearly an A-list performer. Even people 

who are not particularly fond of Madonna know who she is and they have possibly 

inadvertently listened to her music quite a few times. There is a higher demand for A-list 

performers which means they can charge a higher concert ticket price and demand a higher 

percentage of the total concert revenue. Creative products come in an infinite variety (Ibid). 

This both relates to the genres and sub-genres of music but also to the endless possibilities of 

how to perform a concert, what songs to play, and how this is all compiled into the final 

product. The degree of differentiation can be low or high depending on what the product is 

(Ibid). For example, the difference between going to a seated classical concert is very much 

unlike the experience of going to a standing heavy metal concert. On the other hand, if the 

choice is between two similar rock bands' concerts the differentiation is lower. Another 

feature of the cultural industries is the balance between art and commerce (Ibid.). Although 

the romantic view of the struggling artist making art for art's sake still exist, there is no doubt 

that some view the modern day musical artist as rock stars and celebrities who are making a 

fortune not only on their art, but in other ways as well. 

Artists who have a focus on merchandising, being in advertisements and especially the bands 

and artists who give heed to label executives who try to make their music more mainstream 

exemplify this. Although it is not necessarily a bad thing to gain recognition that is more 

widespread e.g. through advertising, the implication that the band is not producing art for art's 

sake can lead to a negative perception of the band as 'selling out' or being inauthentic. 

This inherent dichotomy of the cultural industries also touches upon the balance between 

artistic values and mass entertainment (Lampel et al. 2000). On the one hand, a cultural 

product is a reflection of some artistic ideas or values but at the same time, the artistic 
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producers must still deal with market economies. The members of an orchestra might want to 

play intricate, highly artistic classical chamber music, which is hardly accessible for the 

mainstream audience, who the members of the board on the other hand want to attract. 

Sometimes the live band might have an idea of a totally original and artistic way to perform a 

concert, but the venues or managers might not endorse this because of a fear of low ticket 

sales. 

Another balancing act is between product differentiations and market innovation (Ibid). 

Consumers desire novelty in their cultural goods, but they also desire that the cultural goods 

are accessible and somewhat familiar. If the cultural producers go too far and make either too 

similar or alternatively too outrageous products, there is a chance they simply just scare the 

consumer away. Moderate modification to an existing genre is more often seen than the 

development of an entirely new genre. It is easier to market a product, which the consumer 

already has knowledge about or at least an idea of what is. Research on music preferences 

conducted by North and Hargreaves (1995) examined the correlations between perceived 

subjective complexity, familiarity and liking. The results showed that liking increases as 

complexity goes up, but if the music is too complex, liking drops. Additionally there was a 

clear correlation between familiarity with the music and liking, which might explain the 

economic incentive to apply moderate modification to an existing genre. This leads to the 

balancing act of demand analysis versus market construction (Ibid). Are cultural goods 

produced in order to satisfy the needs of the consumers, or are the consumer's desires up to 

the creativity of the producers? The success of one cultural good over another can be 

accidental in the perfect combination of familiarity and novelty, but sometimes, cultural 

producers deliberately try to comply with preexisting consumer preferences. 

A lot of factors have a huge effect on the dissemination of cultural products. These factors 

include the quality uncertainty relating to the nobody knows property, the larger demand for 

popular artists (A-list/B-list property), and the infinite variety of cultural goods. Furthermore 

there is a tension between producing art and producing commercially viable products. 

Because musicians to a certain degree rely on funding, either from consumers, the 

government or corporate sponsors, they have to adhere to market economics. Therefore, the 

next section examines the various players of the music industries. 

2.4 Players in the Music Market 

The music industries are comprised of several major and minor players. First of all the artists, 

bands and orchestras are organized in different formations. Some of these artists and bands do 
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all of their own publishing, distribution, promotion and sometimes arrange their own concerts. 

This group of musicians is called 'indie' (short for independent) because they operate without 

corporate funding and without major producers. The majors are the big labels, previously 

termed 'The Big 4'. They were comprised of Universal Music Group, EMI, Warner Music, 

and Sony-BMG, but Universal Music Group bid on EMI in November 2011 would effectually 

make it 'The Big 3’ (Sweney 2011). The major labels account for 70-80 percent of the global 

music production and distribution, which leaves 20-30 percent to the independents (The 

Telegraph 2011). A stylized picture of the music industry from producers to consumers is 

shown in figure 2.4.1. 

Figure 2.4.1 A stylized picture of the music industry 

 

source: Own adaptation of Dolfsma (2000) 

The red circle in figure 2.4.1 denotes the focus of this thesis; the relation between the venues 

and the consumers. The indies may contact the venues themselves in order to get a chance to 

play, but often venues have an economic incentive to have bigger acts, who attract a larger 

audience. The majors also have financial means to employ various marketing and booking 

agents, who are specialized in promoting the artists. 

It is clear that there is a close connection between the various music industries. Artists rely on 

the recording- and distribution industries in order to expose their music. The recording 

industry also relies on the artists to play concerts in order to promote the songs the labels sell. 
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Music is also exposed by its utilization at art galleries, at fashion shows, in movies, TV 

shows, and computer games. Even though the core product in each of these domains is not 

music, this collaborative effort can serve the purpose of giving artists exposure thus 

benefitting the core music industries. There is thus an intricate relationship between all the 

different players not only of the music industries but also of the cultural industries in general 

and they are all mutually dependent and constantly reinforcing each other. There is an 

intricate relationship between the different players of the music industry, and the balance 

between art and commerce is constantly at play. The economic incentives for hiring larger 

acts are apparent, as is shown in the next section. 

 

2.5 Economy of The Live Music Industry 

Recently the live music industry has been experiencing a surge of success. In North America 

live music revenues has increased steadily from $1.3 billion in 1997 and $7.3 billion in 2006 

to $10.3 billion in 2011 while the recording music industry has faced huge challenges 

(eMarketer 2011). Worldwide live music revenues increased from $16.6 billion in 2006 to 

$23.5 billion in 2011 (Ibid). Another proof of the success of live music is from the United 

Kingdom. In 2008, and for the first time in recorded history, the live music industry collected 

a higher revenue (£904 million) than the recording industry (£896 million) (The Guardian 

2009). The recording industry revenue has steadily decreased in the previous decade, while 

digital online and mobile music revenues have steadily increased (eMarketer 2011). It has not 

been possible to gain reliable historic statistical data on the Danish live music industry, but 

the trends in Denmark presumably reflect the global trends. In 2010 the consulting firm 

Rambøll Management published a report on the cash flow of the Danish Music industries, 

which is perfect for a snapshot, but not helpful in showing how the different sectors have 

evolved over time. The most up to date numbers are from December 2010 and shown in table 

2.5.1. Table 2.5.1 shows three important points. First, that concerts vastly exceeds the income 

from music sales, but as with the case of the US and British music industries it has supposedly 

not always been this way. Second, that rhythmic music accounts for 68 percent, superiorly 

more than classical music, which receives more funding than the rhythmic music. Third, that 

funding, and specifically government funding, are essential to the Danish music industries. 

Most venues receive some sort of government funding either in the form of a fixed fee for 

each performing musician, or in the form of 4-year endorsement from the Danish Arts 

Foundation (DAF 2012). Furthermore, a wide range of companies and foundations sponsor 
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some bigger venues in Denmark. This creates the opportunity to supply concerts with huge 

international acts, which otherwise would not have been possible. 

Table 2.5.1: Income distribution of the Danish music industries 

Income source Income 

(mill. DKK) 

Rhythmic 

(mill. DKK) 

Classical 

(mill. DKK) 

Other 

(mill. DKK) 

Education 258 148 87 23 

Music sales 1.079 1.010 36 33 

Live-concerts 3.269 2.913 307 47 

Rights 938 844 94 0 

Funding 3.446 1.246 1.935 265 

- Government funding 3.148 1.013 1.875 260 

Total 8.990 6.161 2.459 368 

source: adapted from Rambøll (2010) 

 

2.6 Decreasing Prices of Recorded Music and Increasing Ticket Prices 

The live music industry is reliant on state subsidies and corporate sponsors because, according 

to economists live music can achieve neither economies of scale nor reduction of labor costs 

(Frith, 2007). "In 1780 four quartet players required forty minutes to play a Mozart 

composition; today forty minutes of labor is still required." (Cowen, 1996). Unlike a recorded 

musical composition, which potentially can be distributed to millions of consumers, there is a 

maximum capacity of how many concertgoers can fit in front of a stage. Music festivals now 

have the largest audience capacities and are increasing their capacities and ticket prices (The 

recording industry, however, is also becoming dependent on state subsidies and corporate 

sponsors. 

Previously an artist or band needed a studio in order to turn multiple tracks of sound into a 

finished recorded song, but now this can be managed with software running on a computer or 

even on a smartphone. Therefore, the recording costs have gone down severely, and in turn 

have given every amateur musician the possibility of producing high quality sounds without 

renting expensive time in a studio. With the advent of the internet, these songs can swiftly be 

released to the public through online music retailers like iTunes, Amazon and streaming 

services like Spotify (Tunecore 2012). This low barrier of releasing music has increased the 

amount of music, which is evident by the staggering selection of several million songs offered 
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by these online music retailers and the amount of new releases adding to the total. CD sales 

are decreasing rapidly and this used to be what gave musicians their daily bread (cf. Appendix 

10.1). Given the many opportunities of accessing music free via Youtube, Spotify, or even 

through piracy has made music recordings an abundant good. This in turn means that artists 

are earning less on their recordings and that playing concerts is their primary source of 

income. Since the 1980s concert ticket prices has been increasing rapidly and according to 

Krueger (2005) more so than other experiences like movies, sports events, and theater. This 

research also shows that the distribution of total concert ticket revenues has skewed 

immensely due to what Krueger terms 'the superstar effect'. In 1982, the top 1% of performers 

brought in 26% of total concert revenues versus 56% in 2003 (Connolly and Krueger 2006). 

One of the reasons for this shift in revenue streams is that the concert is a scarce and unique 

good. Given the limited number of shows any given band can perform during a year, there is a 

chance that tickets will swiftly sell out. This also gives rise to ticket-scalping practices of 

selling tickets for a price well above face value. 

The above sections have provided a brief overview of the cultural industries, of which the live 

industry is a part. The live music industry is increasingly becoming the most profitable sector 

of the music industries. This is due to rapid proliferation of streaming services, declining CD 

sales and an increase in live performance fees. The next chapter explains which research 

strategies are employed in order to analyze the connection between the venues and the 

consumers. 
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3.0 LITERATURE REVIEW 

Extensive research has been done in the field of the arts. Sociological scholars like Becker, 

DiMaggio and Powell, Luhmann and Bourdieu have all aided in our understanding of what art 

is and how it can be researched (Maanen 2009). The articles and works referred to in the next 

sections draw and build on these above stated sociological scholars' prominent works. While 

these scholars recognized the importance of the relationship between the production and the 

reception of artistic work, most research was conducted with emphasis on the production side, 

but very little research went into the distribution and reception of arts (ibid). The live music 

industry has not been a particularly popular research subject compared to other areas of the 

music industry. The music industry has long been synonymous with the recording industry, 

even in academic research (Williamson and Cloonan 2007). The following sections thus 

discuss the distribution of live music (section 3.1) and second the consumption of live music 

(section 3.2). In these section, I will go through some of the most relevant articles in regard to 

this thesis' subject matter. Finally, the different theories and models used in the thesis analysis 

are accounted for. 

3.1 Researching Live Music Distribution 

The subject of this thesis deals with both the distribution and reception of live music with 

emphasis on the consumer decision making involved. Concerts take place at venues, and the 

venues decide which artists are playing, but they do this to please the consumers who in turn 

buy tickets and attend the event. The venues are seeking to attract a full house to amplify the 

mood, get maximum revenue on tickets and possibly sell drinks to the audience. In order to 

attract consumers the venues have to know which bands to book, set the ticket price just right, 

and promote the event. Because the value derived from concert experiences are inherently 

judged by the consumers, it is necessary to promote and deliver the aspects of the concert 

experience that are desired by the consumers. Therefore, the following sections combine 

existing literature of both producing experiences as well as the consumption of these.  

 

First, the Experience Economy model (figure 3.1.1) (Pine and Gilmore, 2011) is described to 

show the progression of value from commodities to experiences. Second, the market for 

experiences is evaluated and the concert is defined according to this framework.  
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3.1.1 The Experience Economy Model 

In their book, “The Experience Economy”, Pine and Gilmore (2011) show how staging and 

selling experiences in contrast to selling goods and services can be beneficial in a wide 

variety of industries. Naturally this is also applicable when selling concert experiences. Their 

model of staging experiences will be used in relation to the promotional efforts exhibited by 

the different case venues (cf. section 5.2). 

Figure 3.1.1: Progression of Economic Value 

 

source: Pine and Gilmore (2011:245) 

Pine and Gilmore show how products can progress from commodities, to goods, to services 

and finally to transformations (Figure 3.1.1). An example of this economic progression is that 

of coffee, which can be either: a commodity (the unprocessed coffee beans); a good (beans 

that are roasted, grinded and packaged); a service (served coffee at a shop or café) or; an 

experience (an artfully decorated cappuccino served by a professional barista at an Italian five 

star restaurant). This progression of value is also applicable to the music industries, where a 

song can be seen as a commodity, a published song can be seen as a good, a streaming service 

providing the song can be seen as a service, and finally a band performing the song live at a 

venue constitutes the experience. It is of course also an experience to listen to a song at home, 
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but the live experience is comprised of several dimensions, not only sound. This distinction is 

relevant, and similar to the to-go cup of coffee which also encompasses fewer dimensions 

than the experience of having the coffee at the Italian restaurant. While commodities and 

goods are tangible, services are intangible and experiences are memorable (Ibid p. 17). The 

final step in the progression of economic value is when the experience stagers are able to 

guide transformations. In order to accomplish this, the experience has to change or move the 

consumer, by making the consumer grow, learn or improve (ibid., p. 242). Having explained 

the experience economy model, I now go into depth on the focal point of the thesis (the red 

circle in figure 3.1.1), the experience product. 

3.1.2 Defining the Concert Experience 

Experiences are desired by many consumers because buying experiences tend to make them 

happier than buying goods (Van Boven and Gilovich 2003). One of the reasons for our 

preference of experiences over goods can be because consumers identify themselves more 

with their experiential purchases than their physical possessions (Carter and Gilovich 2012).  

The value derived from the experience is of course based on how successful or engaging the 

experience was. When consumers decide to buy a ticket to a concert, they may have a feeling 

about what they will get, but given the 'nobody knows' property of creative goods, the quality 

of the experience is uncertain. 

When we are consuming an experience, we are sensing and experiencing it in the present 

moment, but as soon as that moment has passed and the experience is over, we are left only 

with the memory of the experience. People do not only seek out experiences to consume the 

experience, but also because they retain some value of the experience within themselves to 

promptly draw upon. Pine and Gilmore (2011, p. 18) state that:  

 "even though, the work of the experience stager perishes with its performance, 

 the value of the experience lingers in the memory of any individual who was 

 engaged at the event." 

This means that the value derived from attending a concert is not just obtained through 

experiencing the concert, it is also derived through the memories of that concert. 

When consumers not only derive value at the actual live concert but also from the memories, 

the value of the concert experience is intertemporal. Browsing for potential concert 

experiences and buying a concert ticket induces the consumer to both anticipate and look 

forward to the concert, to experience the sensations of being at the concert, and finally to 

enjoy the memory of having attended the concert. The venues have an opportunity to enrich 
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the experience for the consumer from the purchase of the ticket to after the concert. Pine and 

Gilmore (2011) suggest the experience stagers to "ing the thing" (pp. 22-39), in order to 

contemplate how more aspects of their core offering can be an experience to the consumer. 

This does not only apply to the actual concert, but extends through time to account for the 

intertemporal value of the concert experience. Consumers are ultimately buying tickets to 

experience the actual concert, and therefore the main focus of the venues is of course on 

displaying the concert and giving the consumers the best possible conditions for enjoying the 

concert experience. Aside from the actual concert, the following aspects are seen as relevant: 

Presenting and promoting the concert, ticket selling, creating anticipation, and enhancing the 

memorability of the concert. These are the temporal aspects of the concert experience where 

the venues can add to the consumer value and enrich the overall experience. 

Pine and Gilmore (2011) identifies four realms of experiences (figure 3.2.2) depending on 

consumer participation and connection with the performance (pp. 45-64). 

Figure 3.1.2: Experience Realms 

  

source: Pine and Gilmore (2011, p. 46)  

They argue that experiences can be either: Entertainment, Educational, Esthetic, Escapist, or 

any combination of these. Concerts are arguably more passive experiences than a trip to a 

theme park, but can be active in the sense of dancing and clapping to the beat of the music. 

Absorption signifies the experience entering the mind of the consumer from a distance, like 

e.g. listening to a piece of music at home or watching a concert at home. The experience goes 

into the consumers, who are passively participating. Pine and Gilmore suggests symphony 

goers are passive participants, and although they are less active and participating than 

rhythmic concertgoers, they still contribute to the aural and visual event that constitutes the 

experience (ibid., p.44). They are thus far more immersed in the concert experience compared 
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to if they were sitting at home and listening to a transmitted performance. As a result, 

immersion happens when the consumers "go into" the experience, as in the case of concerts. 

In this way, the difference between the entertainment realm and the esthetic realm is seen as 

the difference between listening to music at home versus experiencing the concert live. 

Experiences are not solely about creating just any kind of experience, certain aspects of an 

experience determines how good or bad an experience is. Pine and Gilmore (2007) claim that 

an important aspect is rendering authenticity. There are two dimensions to rendering 

authenticity: being true to yourself, and being what you say you are to others. The term 

authenticity, however, can be interpreted in a variety of ways, and consumer's perception of 

the term can vary. In relation to cultural products the concept of authenticity can especially be 

problematic to define. Pine and Gilmore state, that: “the sole determinant of the authenticity 

of any economic offering is the individual perceiving the offering.” (ibid., p. 92). Newman 

(1997:23) elaborates this in relation to cultural products, which rarely exist:  

 “in the form of ‘black and white’. As authenticity and inauthenticity admit of 

 countless degrees, we find ourselves confronted with innumerable shades of 

 grey.” 

What one person experiences as completely authentic, another may view as completely 

inauthentic, and a third may be somewhere in between. 

3.2 Researching Live Music Reception 

The concert experience optimally engages and moves the consumer in a variety of ways. This 

can be physically, emotionally, intellectually or even spiritually (ibid. p.17). The venues, in 

other words, function as facilitators of the concert experience, providing the frame and 

booking the artists, who in turn deliver the core product; the actual concert. The concert is 

only one part of the concert experience, but other aspects of the experience also matter and aid 

in creating the memorable event. Other parts of the concert experience can be related to the 

social nature of live music events. Despite the potential of consumers being engaged and 

moved, their motivations for attending concerts can be multiple. Often people attend concerts 

with friends, and the social experience can be as important as the aesthetic experience. In 

Frith's (2007) article on why live music matters, he states that: "the live show is the only 

'unique situatiuon left'." (ibid., p.6). In order to research how consumers decide, the 

framework of Karpik (2010) on “Valuing the Unique” is utilized for this purpose. In the 

following sections the theoretical framework for the reception and preconception of concert 

experiences will be elaborated and discussed. First, the main theoretical contribution of 
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Karpik (2010) is described, and the theory's concepts are discussed in relation to the subject of 

live music experiences. Second, the complementing theoretical articles on commensuration, 

and quantification of subjective values, will be introduced. The aim of this section is to 

provide an overview of the theoretical background and thus ensure an overall comprehension 

of the analysis in section 6. 

3.2.1 The Economics of Singularities 

Lucien Karpik's (2010) book provides some adjustments to the neoclassical economic theory, 

which Karpik argues, excludes the markets of singular products. Unlike standard products, 

singular products are incommensurable as the consumer's are often searching for:  

 “a “good” or the “right” … fine wine, novel, doctor, lawyer, or consultant. 

 More generally, these markets include works of art, haute cuisine, movies, fine 

 wines, recorded music, luxury goods, literature, tourism, certain handcrafted 

 items, personalized professional services, and particular kinds of expertise” 

 (Ibid. p. 3). 

In short, singular products (or singularities) are artistic products, goods or services within the 

cultural industries, as well as other professional services. Live music experiences can be seen 

as a singularity in the sense that we want to go to the best and right concert. As we cannot 

attend all concerts, we have to prioritize and choose the “right” ones, and we do not want to 

spend hard-earned cash and precious time by going to a bad concert. 

Karpik explains how a new market theory is in dire need due to the limitations of neoclassical 

theory, or in Karpik's categorization; mainstream economics and the new economics (Ibid p. 

21). Mainstream economics is basically flawed because of the reliance on the rational agent 

with stable preferences who is always looking to maximize profit or utility. This, along with 

full information, goods being homogeneous, and perfect competition, make for an unrealistic 

market theory (p. 22). If goods are homogeneous, the consumers choose goods based on price, 

but this is hardly true of singularities where quality can be uncorrelated with price. You can 

pay a lot of money and end up at a bad concert, but sometimes you can also go to a fantastic 

concert for free. Karpik argues that, as a consumer is searching for the “right” singular good, 

price is not necessarily a deciding factor and thus these singular products do not adhere to 

mainstream economic theory. Although the new economics theorists which were popularized 

in the 1970's have helped to shed some light on the imperfections of the mainstream economic 

model, Karpik argues that the concepts like imperfect information, risk and moral hazard 

developed by these theorists (Knight 1921;Akerlof 1970) are in dire need of an update. 
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Karpik argues that although these dimensions of risk and uncertainty are essential to standard 

economic theory, they still do not fit the uncertainty and complexity of incommensurable 

singularities. 

 

3.2.2 Singularities 

Karpik argues that singularities share similar features; multidimensionality, uncertainty and 

incommensurability (Ibid p. 10-13). The multidimensional property does not only apply to the 

singularities, but is also closely related to the consumers' multidimensionality. There is not a  

single way to categorize aspects of singularities, as they are indivisible. Even though aspects 

of a concert can be divided into categories like band, venue, price, number of songs played, it 

is impossible to contain all aspects of a concert experience. There is also a great deal of 

uncertainty involved with concerts. Karpik distinguishes between two kinds of uncertainty; 

strategic- and quality uncertainty. The strategic uncertainty is related to the way products are 

presented to the consumers, as in what properties or features of a product are emphasized at 

the expense of others. This strategic uncertainty is also present in relation to concerts as this 

takes place both in concert advertisements and critical reviews of concerts. The advertisement 

might imply that this is the only concert in Denmark in 2012, thus emphasizing the rarity and 

exclusivity of the concert, while another advertisement will qualify a band by mentioning how 

many sold out concerts they have played on their current tour.  

Quality uncertainty refers to the fact that you have no clear idea of what you get when you 

buy a singularity. When a concert ticket is bought, the consumer sometimes has to wait 

several months before the concert is experienced. Even after the concert the quality can be 

hard to discern depending on the consumer's qualifications and taste. Quality uncertainty is in 

direct opposition to the classical economic theory that economic agents have full information 

about the market and the products on the market. Alternatively, the market of singularities is 

filled with uncertainty and limited information. Although information uncertainty and limited 

information has been incorporated by numerous theorists in newer economic theories, Karpik 

argues that these concepts are in line with his definition of quality uncertainty (p. 11-12), but 

that these theorists' feats either end up contradicting each other and thus fundamentally 

undermines the foundations of neoclassical economic theory altogether (Ibid p. 26-30). The 

similarities between these theoretical conceptions implicate four linked consequences: 

 “(1) it turns the exchange of products into an exchange of promises; (2) it 

 cannot simply be conflated with information asymmetry; (3) it cannot be 
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 eliminated by the sole extension of information or of calculation; and (4) in 

 association with free competition, it leads to “market failure”.” (Ibid p. 12). 

This in turn means that, as it is impossible to have full knowledge about singularities and it is 

impossible to account for the information, another dimension has to be added. This dimension 

is trust, which means that we expect people to be well behaved in spite of their incentives for 

being so (Ibid. p. 58). Trust however can also refer to trustworthiness of brands or institutions, 

and is thus not solely present in human interaction. 

When a consumer decides to go to a concert, he/she does not know exactly what to expect. 

The consumer may have a general idea of how the event is going to pan out, but quality 

uncertainty is still an inherent property of the concert. Different aspects of the band, the venue 

and certain judgment devices join forces in creating the trust necessary for the consumer to 

expect a good concert. Trust however is also a fleeting subject and that which increases one 

consumer's trust may have insignificant impact on another consumer's trust. 

 

Incommensurability is the foundation of how our shared culture is shaped and reshaped over 

time: “it allows us to recognize the equal dignity and value of different artistic worlds.” (ibid., 

p. 12). While Karpik agrees that art and artists can be compared and one can be preferred, he 

states that there is no justification of any hierarchy between: “Mozart and Wagner, or between 

the Beatles and the Rolling Stones.” (ibid., p.12). The focus is thus not solely on hierarchical 

signs of excellence (like the case of quantitative best seller lists), but rather on the artistic 

worth of the artists' productions, which in turn is rather hard to objectively agree upon.  Even 

though some concerts are impossible to compare and each are unique experiences, most 

consumers probably compare previous concerts to future ones as well as they compare bands 

to one another.  Although this commensuration is done rather successfully on a wholly 

subjective level, the objective justification of this comparison is more difficult. 

Commensurability does exist alongside incommensurability, but where the one is seen as an 

expression of the actor's autonomy and musical preferences the other stabilizes our common 

reality (ibid., p.13). Our common reality is made up of all these autonomous statements of 

preferences and in turn is constitutive of the market of singularities. 

Espeland and Stevens (1998) explore how we transform different qualities into a common 

metric. These simplification procedures occur frequently, whether in the form of rankings, 

ratios or prices, and affect the way we as consumers categorize and in turn are able to 

commensurate complex and qualitative goods or services. Commensuration is not seen as a 

strictly technical process but rather as a social process. Espeland & Stevens argue that: 
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 “Commensuration changes the terms of what can be talked about, how we value, 

 and how we treat what we value. It is symbolic, inherently interpretive, deeply 

 political, and too important to be left implicit in sociological work.” 

 (ibid., p. 315).  

The commensuration process is a necessity in order to make sense of the increasing 

complexity of decisions, and enables us to rationalize and justify our choices. Espeland and 

Stevens give the following example to illustrate this process:  

 “before building a dam, analysts want to know how the dam would affect the 

 quality of water. Water quality has many dimensions (e.g. temperature, the 

 amount and nature of dissolved solids, turbidity, pH), and even though these 

 dimensions are already quantified, they are measured with different scales. 

 Aggregating these attributes according to some broader metric creates “water 

 quality”.” (Ibid. p. 317) 

Commensuration in other words stems from quantification and categorization of qualitative 

matters. The hard part is to evaluate what information is qualified for categorization and what 

information should be left out of this categorization. One of the greatest forms of 

commensuration in modern society is that of using price as value, even when it comes to more 

intangible concepts like surrogate pregnancies or corporate goodwill (Ibid. p. 323). Although 

Karpik (2010) argues that incommensurability is an inherent property of the singularity, the 

consumers are increasingly used to see artists' performances getting rated on some kind of 

metric scale. The Danish music media usually gives any given concert from one to six stars, 

but this is given from an individual's point of view and thus not representative for the concert 

audience at large. 

Incommensurability is the concept that diverges the most from mainstream economics, as it is 

inherent in standard economic theory to be able to quantify and compare. According to 

Karpik, the most important impact of incommensurability in the economics of singularities is 

how pricing is related to quality competition. This in turn is the epitome of singular products: 

“quality competition prevails over price competition.” (ibid, p. 14). Karpik elaborates:  

 “When products are singularities, when the actors give more weight to qualities 

 than to price […] choice takes the form of judgment.” 

 (Ibid p. 39, italics in the original).  

The quality competition can be one of the causes for the secondary ticket market, where 

tickets are sold at prices several times the face value. 
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3.2.3 Judgment 

As there is no indication of a clear relationship between supply and demand of singular 

products, all consumers are not sufficiently knowledgeable to make a reasonable choice 

between singular products based on their own motivations. Instead they rely on various 

personal and impersonal judgment devices (Ibid. p. 14). The reason for this implication of 

judgment devices is because Karpik differentiates between judgment and decision:  

 “Whereas the decision is taken by economic agents who possess objective 

 information and share the same world, the judgment is formed by particular 

 actors whose knowledge is common only to those who share the same point of 

 view.” (ibid., p. 41).  

Decision is based on logic and calculation while judgment is based on qualitative preferences, 

values and knowledge (ibid, p.41-42). This, however, does not mean that calculation is not 

possible in regard to judgment of singular products, it just means that the calculation is not as 

simple as that of the homogeneous world of standard economics.  

 

Calculation in the heterogeneous world of judgments is characterized by not a single 

evaluation criteria but rather a multiplex of evaluation criteria. As Karpik states:  

 “Judging is a synthetic act that integrates a plurality of heterogeneous and 

 variably weighted criteria. It is the particular viewpoint that allows unification 

 of heterogeneous criteria and thus comparison of incommensurable products.” 

 (ibid., p. 42). 

In order to analyze the concert experience as a singularity it is necessary to establish what the 

different judgment devices are and what degree of importance the consumer puts on them, 

and by which criteria the concert is judged. 

3.2.4 Judgment devices 

The judgment devices aid the consumers in making reasonable choices in the market of 

singular products. “Judgment devices are used to dissipate the opacity of the market.” (Ibid p. 

44). These devices not only offer knowledge, but also include visible and invisible forces of 

texts, images, advertisements, objects, and actors. The judgment devices acts as guideposts 

for action, and they: “reduce the cognitive deficit that characterizes consumers in the market 

of singularities.” (Ibid p. 44 italics in the original). Different actors (producers, sellers, 

marketers, the mass media, and public authorities) build and maintain these devices. These 

actors are divided into five categories: “networks, appellations, cicerones, ranking, and 
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confluences” (Ibid p. 45). The different judgment devices, their meaning and characteristics 

are summed up in figure 3.2.4. Judgment devices are further defined by three interlinked 

functions:  

 “they act as representatives of the producers and/or consumers, as knowledge 

 operators in charge of reducing the cognitive deficit, and as competing forces 

 striving to become more visible and more desirable than their competitors.” 

 (ibid., p. 46 – italics in the original). 

Figure 3.2.4 Characteristics and Benefits of Judgment Devices 

Judgment device Comprised of Characteristics Benefits 

Personal Network Family members, 

friends, work colleagues, 

and contacts. 

Emerges spontaneously, 

is socially invisible, 

operates by circulation of 

the spoken word 

Credible information 

about products. No 

apparent risk of 

opportunism. 

Trade Network Sellers, the sellers 

delegates and/or buyers 

Focused on relations of 

exchange between sellers 

and buyers. 

Produces trust during 

uncertainty. 

Practitioner Network  Professionals Focused on 

nonobservable activities 

between professionals. 

Ensures circulation of  

knowledge between 

professionals.  

Appellations Quality labels, 

designations of origin, 

certifications, 

professional titles, 

product brands 

Attributes and meanings 

which define singular 

products. 

Reduces uncertainty 

about production 

processes and origin (e.g. 

Champagne is from the 

area Champagne) 

Cicerones Critics, experts, 

guidebooks, internet 

review sites. 

A soft, symbolic form of 

authority, that offers 

specific evaluations of 

singularities 

Reduces or eliminates 

the stress of individual 

choice. 

Rankings Expert rankings (literary 

prizes or film festival 

winners), buyer's 

rankings (best-seller lists, 

box-office hits etc.) 

Hierarchical 

arrangements of 

singularities according to 

one or several criteria. 

Can reduce the stress of 

individual choice. 

Confluences Ranges from territorial 

location, spatial 

organization, and 

displays to selling skills 

Designation of the 

techniques used to 

channel buyers. 

 

Source: Karpik (2005) p. 45-46. 
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When devices function as representatives, it means that the consumers trust the judgment 

device to guide them to the right decision. This function of judgment devices varies in power 

depending on how strong the consumer's identity and evaluation criteria match those of the 

representatives. Judgment devices as knowledge operators work to support the consumer in 

gaining oriented knowledge about singular products. This knowledge aids the consumer in 

reducing incommensurability of singular products by selecting the right evaluation criteria. 

Judgment devices can be critical or commercial and because of their different respective goals 

for the consumer they are competing forces. The commercial producers use different tactics to 

either captivate or capture the consumers while the critical devices act as counterweights. 

3.2.5 Homo Singularis On Music 

Karpik sees popular music as a commodity, which he claims has been impoverished, 

standardized and disqualified over the last two or three decades (Ibid p. 253). This is true at 

least of popular music recordings, but the question is if it is true for live music performances, 

which in their own right can be determined as unique because they are a scarce experience 

product often valued by quality. Before discussing this aspect of music as a commodity, 

Karpik shares the fictional story about Recordo, a young music lover, who is looking to buy a 

specific rendition of Beethoven's Ninth Symphony (Ibid. p. 80-86). In this section Karpik 

distinguishes between two types of music consumers. Those who know something and care 

about the different features of the singular product (like the different renditions of 

Beethoven's Ninth) and those who do not know and do not care about different features. The 

first group is thus concerned about the different qualities of the recording and this in turn 

makes the product a differentiated good - a singularity. The latter group on the other hand 

consists of consumers who are looking at price and in effect regard the different renditions as 

homogeneous. As Karpik's fictitious tale of Recordo continues, it is clear that Recordo goes 

from seeing the product as a homogeneous good to a differential good. He is now relying on 

judgment devices, from friends' and family's recommendations to awards and specialist 

critics. The reason Karpik sees the classical renditions of Beethoven's Ninth Symphony as 

singularities is because there is a wide number of incomparable criteria on which the 

symphony is judged. These competing criteria range from price, cover artwork, orchestras and 

conductors, best-seller lists, personal recommendations, critics' awards, and specialized 

salespeople. These are not just competing criteria of evaluation, but also a sign of the 

competition of judgment devices for the consumer's attention and trust. 
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3.3 Concerts as Singularities 

Pine and Gilmore (2011) makes the distinction from goods, services and experiences, and the 

concert is easily defined as an experience. For singularities however, the distinction between 

goods and services does not seems relevant as most singularities combine both and are thus 

hybrids (Karpik 2010 p. 16). 

Instead, the originality model and the personalization model is Karpik's way to distinguish 

singularities by their evaluation criteria. When singular products are subject to countless 

different interpretations and imply the use of aesthetic criteria they follow the originality 

model. This is traditionally works of art, but can also include more mass replicated products 

like movies and music. When singular products are personalized (not customized like e.g. 

cars), and are judged by professional criteria of excellence, like physicians, psychologists and 

lawyers, they follow the personalization model. Even though concerts can be judged by both 

aesthetic criteria and criteria of excellence, concerts are not made specifically for one person 

to enjoy. Therefore the focus will be on the originality model and the judgment devices and 

coordination regimes, which pertain to this model. While the concert is a singularity subject to 

aesthetic criteria, the experience surrounding the concert are often not judged in this way. 

These criteria have a tendency of being more physical and tangible, like “the line for the coat 

room is too long”, or “the bar personnel are rude”. However, when the entire evening or what 

entails the concert experience is judged it is usually not only by aesthetic criteria or only 

regarding the physical location and conditions of the concert, but by a wide range of criteria 

which together constitute the concert experience. 

3.3.1 Coordination Regimes for Concerts 

Coordination regimes signifies how different types of judgment devices are brought into play. 

The regimes of coordination follow particular logics between the judgment devices, the 

consumers and the products. They are built around particular qualifications of the singular 

products, which in turn are qualified by judgment devices. 

Given that concerts follow the originality model and are judged by aesthetics, the judgment 

devices are impersonal (Ibid p. 98-105). The impersonal devices can be substantial, formal, 

critical or commercial. Substantial in this regard means that it refers to specific knowledge 

about the concert, which could be criticism of a concert or a band. Furthermore, it is 

distinguished by the value given to originality and criteria of aesthetic aspects. The formal 

devices on the other hand deals with the relative positioning of the concert according to a 

certain metric e.g. based on charts or awards. The critical and commercial devices 
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corresponds to different sizes of the market. Although they are present in both markets, the 

ratio between them differs. 

The small market has a prevalence of critical devices while the large market has a prevalence 

of commercial devices. Although the border between the small and the large market is 

blurred, in reference to concerts it can be seen as the A-list/B-list property. Upcoming artists 

usually have to prove their artistic worth and gain critical recognition (critical devices) before 

they are signed to major labels who spend more on marketing and promotion (commercial 

devices). Karpik further makes the assumption, that: 

 "the larger the market, the higher the ratio of commercial devices to critical 

 devices and the stronger the orientation toward short- and middle-term profits." 

 (ibid., p. 101).  

In other words, the balance between art and commerce shifts heavily towards commerce the 

larger the market is. The regimes of coordination are seen as models, where each model is a:  

 "system of relations between particular qualified products, particular judgment 

 devices, and particular forms of consumer commitment." (ibid., p. 96) 

By combining the different impersonal judgment devices, four regimes of coordination 

emerges: the authenticity regime, the mega regime, the expert-opinion regime and the 

common-opinion regime. The authenticity regime corresponds to the small market with a high 

ratio of critical devices. The mega regime corresponds to the large market with a high ratio of 

commercial devices. These regimes combine the market with the specific knowledge exerted 

by the substantial judgment devices. The expert-opinion regime corresponds to the formal 

devices and the small market. This is typically when an expert within the field validates and 

qualifies the artist by giving awards, which are not based on sales. The common-opinion 

regime corresponds to ranking based on sales. Examples include top 10 bestseller lists and the 

top charts based on sales. In these regimes, the consumers are conforming either to expert 

critical positions or to common opinion. 

3.3.2 Consumer Commitment 

The regimes of coordination function as models and as such have models of consumer 

behavior embedded in them. Corresponding to the four different coordination regimes, four 

types of consumer commitment are identified. Karpik argues that the consequence of mass 

consumption in the 1960s and 1970s lead to passive and dependent consumers. With the 

increased customization of products in the past few decades (cf. section 3.2), the consumer 

became active and autonomous. When we are confronted with multiple choices of finding the 
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right concert to attend, we either make an active commitment to make a reasonable choice or 

we display passive commitment and make a purchase through a representative. Autonomy is 

the capability of defining and maintaining one's personal tastes, while heteronomous 

consumers accept the tastes exhibited by the products or devices. The different types of 

consumer commitment and their corresponding regimes of coordination and the most 

prevalent types of judgment devices are shown in figure 3.3.2. 

Figure 3.3.2: Consumer commitment and corresponding regimes of coordination 

Consumer Commitment Regimes of Coordination Judgment Devices 

Activity / Autonomy Authenticity regime Critical devices 

Activity / Heteronomy Mega regime Commercial devices 

Passivity / Autonomy Expert-opinion regime Formal devices (awards) 

Passivity / Heteronomy Common-opinion regime Ranking devices (charts) 

Source: Karpik (2010:96-105) 

3.4 Experiences as Singularities 

The experience economy model (Pine and Gilmore 2011) concerns the adaptation of the 

experience stagers' business model, and also provides a framework for organizations and 

businesses who are not necessarily involved with the cultural industries. Despite of this focus, 

the experience economy model is a valuable tool to comprehend and analyze the workings of 

the live music industry, and specifically in analyzing the experience products. 

Karpik's concepts of singularization and desingularization can be seen as corresponding to 

Pine and Gilmore's concepts of customization and commoditization in the sense that 

customization enhances the unique and distinguished qualities of the product, and that 

commoditization in turn desingularizes the products. The concert experiences offered by the 

venues encompasses all aspects of Karpik's definition of singularities, in that they are 

incommensurable, multidimensional and surrounded by uncertainty. 

Pine and Gilmore (2011) and Karpik (2010) also share the idea of price being less relevant to 

the experience. Like singularities, concert experiences are valued according to quality, but 

unlike the actual concert which is qualified according to e.g. the aesthetic criteria, the 

experience surrounding the concert is qualified on a lot of other criteria, e.g. the value of the 

social aspects related to attending a concert. The next chapter discusses the theory of science 

and the data collection. 
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4.0 METHODOLOGY 

Conducting social research can be a disillusioning task without proper knowledge about the 

theory of science, scientific paradigms and other philosophical concepts. In this chapter, the 

methodology applied throughout the thesis is introduced. The purpose of this chapter is to 

specify the scientific guidelines of how the research is conducted, the models used and how 

these are applied in the thesis. First, the theory of science is discussed and the fit between the 

theories, models and scientific method are identified (section 4.1). Second, the empiric data 

collection is explained (section 4.2) and third, the research method is outlined (section 4.3). 

4.1 Theory of Science 

To examine what paradigm resonates with the thesis' topic of experience economy and 

consumer valuation the methodological nature of the previously discussed theories are 

discussed in relation to the research question. The scientific paradigm is the unified view of 

how ontology, epistemology and methodology are related. Ontology is the nature of reality, 

epistemology is how to examine this reality and methodology is the tool or technique for 

doing research (Heldbjerg 1997). Given that the experience economy model (Pine and 

Gilmore 2011) is a qualitative tool for examining how to enrich experiences for the 

consumers, this suggests a qualitative and interpretive approach. Furthermore, the qualitative 

nature of Karpik's framework and the incommensurability of both products and consumers 

suggests an interpretive approach. In social research, both the researchers and the subjects are 

human beings capable of expressing themselves in a multitude of ways, and unlike the natural 

phenomena experienced in physics or chemistry, human beings are everything but constant 

(Esterberg, 2002). As a researcher I am also affected by my presuppositions of how the world 

functions and base this on my own values and emotions (Darmer & Nygaard 2006). This 

subjectivity inherent in qualitative research implies a constructivist approach. 

 

Constructivists oppose positivism in the sense that they do not think there is an objective truth 

to be found because reality is constructed by people and especially from interaction (ibid.). In 

other words, reality is our interpretation of it, and we constantly make interpretations to 

understand the world. Thereby interpretation is central, since our reality and our theories 

about our reality are interpretations. This makes knowledge about the world rather subjective 

since a constructivist researcher cannot examine anything without interacting and affecting 

the researched. The constructivists have taken on a relativist ontology meaning that reality 

exists in the form of multiple mental constructions. When adopting a relativist ontology the 
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goal of the researcher is to identify patterns in human behaviour. Therefore the relativists 

claim that truth or knowledge is not universal or absolute but rather the truth is limited to the 

specific frame of reference from which the scientists conduct their research. In other words, 

they recognize the biases that researchers are faced with when trying to produce knowledge or 

truth. Even though reality is constructed and interpreted continually, the actors in the social 

world perceive their interpretation of the world as real and acts in accordance with this view. 

In order to understand the qualitative nature of how the venues supply experience products 

and how consumers evaluate and decide to attend live music experiences, it is thus prudent to 

utilize a constructivist paradigm. 

4.2 Acquiring primary empiric data 

In this thesis I will utilize qualitative interviews with venues who are offering the experience 

products and consumers who are attending these experiences. I realize that when conducting 

research, that both where, when and how the research is conducted influence both the results 

from the research e.g. the subject in one interview situation may be affected by this mornings' 

newspaper, or an increase in consumer awareness regarding a specific topic relevant for the 

research. Although this is clarified in the research, it is not always examined as a correlation 

or causation between the newspaper and the research, but might be examined as a meaning 

which is socially constructed in some way or another, whether it is due to an increase in 

consumer awareness or the front page of the newspaper on the day of the research. 

The reason for doing qualitative interviews is because of the nature of concert experiences. 

The focus is on the incommensurable and qualifying aspects of concert as singular goods and 

not the commensurable and quantifying aspects of standard economic goods. Even though it 

would be possible to ask questions about decision making and different judgment devices in a 

survey, there are potentially endless possibilities of deciding to attend a concert. The term 

'experience' is in itself very symbolic and open to interpretation and if survey respondents all 

have different interpretations of the term, the interview situation provides the opportunity for 

explaining this interpretation. There is also such a wide array of judgment devices that, even 

though it is possible to divide them into main groups, it would be impossible to list all the 

different kinds of judgment devices in a survey. For example if a respondent was asked what 

magazine he would confer when deciding to buy a ticket, the possibility is that the respondent 

subscribes to a specific music magazine which is publicly unknown and therefore irrelevant 

for all the other respondents. 
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Even though a structure is outlined in the interview guide, the interviews are conducted in an 

informal manner in order to ensure that the respondent's genuine beliefs and values shine 

through. These semi-structured interviews are used to ensure maximum flexibility in the 

interview process depending on the answers given by the interviewee and the general course 

of the conversation. This gives the interviewer a chance to ask follow-up and specifying 

questions and it gives the interviewee a chance to elaborate on his/her statements. At the same 

time the multiple interviews are comparable because the interview guide is used to ensure that 

the questions are asked in a similar fashion (Blumberg et al. p. 387). Although this thesis is 

written in English, the interviews are conducted in Danish (cf. appendices 10.3 and 10.5 for 

translated versions of these interview guides). Furthermore, it is important that the interview 

respondent is not trying to please the interviewer by giving the answers he/she thinks the 

researcher is looking for. In order to ensure that the interviewee is relaxed, the interviewer 

gives a short presentation of the thesis' subject matter. The following questions are then asked 

in a semi-structured fashion. This also allows the interviewer to skip already answered 

questions or to ask for elaborations on previous answers. 

4.2 Research Method 

The interpretive nature of the constructivist paradigm means that the analysis is based on an 

interaction between the theoretical context and what is observed and interpreted social 

constructions. A sociological phenomenological approach is used in order to understand the 

social phenomena from the interviewees' perspectives (Kvale 1997). In order to gain this 

phenomenological understanding, several semi-structured qualitative interviews have been 

conducted. The qualitative interviews facilitate a thematic analysis (Boyatzis, 1998; 

Kristensen, 2007:278-295). The thematic analysis is used to make sense of the qualitative data 

gathered (Boyatzis, 1998:4). The analysis of the qualitative data is based on themes either 

identified during the coding of these qualitative interviews or through more deductive theory 

based themes. The thematic analysis consists of four phases; 1) coding and categorization; 2) 

condensing meaning; 3) comparing and contrasting answers; and 4) final analysis (Kristensen, 

2007:290). The interview guides (appendix 10.4, and 10.6) reflect the theory driven questions, 

which thus in advance give an insinuation of which themes emerge. The theory-driven 

questions in the interview guides pertain to the work of Pine and Gilmore (2011) and Karpik 

(2010). During the coding process, however, other themes may emerge and thus be 

implemented in the analysis. The interviews with the venue representatives have been 

transcribed as these interviews were both longer in duration and contained more elaborate 
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answers (appendices 10.10, 10.11, and 10.12). The consumer interviews have been listened to 

several times in order to confirm the relevance of the theory-driven themes as well as to 

potentially discover inductively emerging themes. In order to have an overview of the 

different interview respondents' a table was constructed to aid in the discovery of various 

themes and the respondents' emphasis on these potential themes (appendix 10.13). In the 

phase of condensing meaning, the interviewees' statements are divided into the corresponding 

themes pertaining to the questions where the themes emerged (appendices 10.4, and 10.6). 

These condensations are done in a non-interpretive manner to focus on what the data shows 

and not how these elaborations correspond to the models used. In the analysis these 

statements are compared and contrasted in the respective themes. The discussion draws upon 

the thematic analysis to interpret the data with the utilized theories and models. By making 

use of the theory-driven questions and themes the utilized models are logically relevant, while 

for the inductive themes, other relevant theories and models have been employed. 

4.3 Sampling and Data Collection 

The sampling and the data collection is described in the following sections. First how data has 

been gathered from the venues (section 4.3.1), and second, how data has been gathered from 

the consumers (section 4.3.2). 

4.3.1 Gathering Data from the Venues 

To gain an understanding of what the concert experiences offered by the venues are, three 

case venues have been visited and key personnel have been interviewed. The three venues 

presented have been selected due to their different capacities, geographical locations and 

nature of their experience offering. Each venue has different capacities and this reflects the 

size of the names they present. One smaller venue, one middle size and one with a large 

capacity has been visited and key personnel interviewed. The interviews were conducted in a 

semi-structured fashion and 12 questions were asked (appendix 10.3) which amounted to an 

interview duration of 40-50 minutes. The interviews took place at the different venues, so as 

to ensure that the venue representatives' time spent on the interview were kept to a minimum 

and gave me the added benefit of getting a perspective on the physical setting of the venue as 

well. The three venue representatives interviewed are presented in the following subsections 

and the venues are briefly presented in order to get an understanding of their characteristics.  
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4.3.1.1 Presenting the Upcoming Artists 

The interviewee at Rust was Thomas Jepsen, Head of Music. When I arrived at the venue, 

Thomas explained that he had a lot to do, and I promised to keep the interview short and to 

the point. This meant that the interview was a little frantic in the beginning, and also explains 

why this interview is shorter in duration than the interview with the other venue 

representatives. 

Rust is a venue in Copenhagen that both functions as a concert venue and a night club. The 

place is oblong and at the end of the room is a stage with a small dance floor in front. In the 

main room the total capacity is 375 people but in reality only about 150 people will be able to 

fully enjoy the concert (Appendix 10.11). Rust sometimes have 12 concerts a week even 

though they are only open 4 days a week. This is because they feature upcoming bands, who 

usually play fewer songs per concert and often Rust have both early concerts and late night 

concerts. Additionally Rust functions as a night club where prominent national and 

international Djs play. This can both add to the value of going to a concert at Rust, because 

you can stay at the venue after a concert and socialize. Adversely, it can add confusion, as the 

concert can be of a different genre than what the DJ plays after the concert (Ibid). 

4.3.1.2 Presenting the Established Artists 

The interviewee at Vega was Magnus Restofte, Head of Communications. Vega is a unique 

venue in itself, given its decor and cultural history (Vega 2012). Venues that resemble Vega 

in either concert offerings or capacity are scarce around the country, though more likely to be 

present in larger cities like e.g. Train in Aarhus. Vega is divided into several venues, Ideal 

Bar, which has a capacity for 275 people, Lille Vega (Little Vega) which has a capacity for 

500 people and Store Vega (Big Vega) which has a capacity for 1.500 people (ibid). They are 

host to around 250 concerts a year, and have the mission to feature both upcoming 

Scandinavian talents and more established international artists. 

4.3.1.3 Presenting the Mega Stars 

The interviewee at Aalborg Kunst og Kultur Center (AKKC) (Aalborg Art and Culture 

Center) was Ernst Trillingsgaard, CEO. AKKC is located in Northern Jutland and presents 

both established artists and mega stars. AKKC, like Vega, has several different venues at their 

disposal. Given the fact that they are located next to a park there is also the possibility of 

using this area, which has a capacity for around 9.000 concertgoers. This is e.g. the case of the 

Leonard Cohen concert in August 2012 (AKKC, 2012). The indoor venues have a capacity 

for 2.400, 625 and 224 seated members of the audience (AKKC, 2012b). AKKC presents 
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concerts, theatre, musicals, opera, boxing, comedy shows, exhibitions and conventions. Their 

concert profile is split between having world famous classical music ensembles and 

presenting A-list Danish performers, as well as A-list international acts and mega stars like 

e.g. Sting and Stevie Wonder. AKKC is also host to a variety of other events like revues, 

comedy shows, but also different trade fairs and exhibitions. This makes AKKC an untypical 

venue compared to the other case venues, but many venues with the same capacities are 

equally focused on a wide range of activities outside the entertainment domain, like e.g. 

Forum, Copenhagen or Jyske Bank Boxen, Herning. 

4.3.2 Gathering Consumer Data 

In order to examine how consumers qualify their decision to attend a concert, 12 interviews 

were conducted with consumers who had planned to go to a concert. The reason for asking 

about the consumers' next concert is mainly because of the quality uncertainty aspect of 

Karpik's framework. Although these consumers were not attending the same concert, the 

focus is on how consumers come to the decision of going to a concert regardless of their 

music preferences or devotion to a specific band or genre. The common activity of attending 

live concerts affects the way the empiric data is collected and who can be included in the 

research. Stratified sampling was done by ensuring that both music aficionados (high 

consumer commitment) and consumers who are not as fanatic (low commitment) were 

interviewed. Furthermore, it was ensured that interview respondents were going to concerts 

with different types of artists playing different genres of music. In order to have these 

preconditions satisfied, the interviewees stem from my personal network, where friends and 

colleagues were asked if people in their network would be willing to participate in the 

interview. This had three consequences; first, that the majority of the interview respondents 

were geographically located around Copenhagen; second, that the majority of the respondents 

were male; and third, that some of the interviews were conducted over the phone. The 

interview respondents had already planned their next concert and obtained their tickets, so 

before they were interviewed, they were asked which concert they were attending in order to 

justify the representativeness of their next concert's genre. The interviewees were all in the 

age-group of 18-35 years, which the venues are also trying to attract, and all share the 

characteristics of having the leisure time to go out, as well as the financial means for doing so. 

The interviews were conducted in an informal manner and had the duration of 10-20 minutes, 

where they answered 14 questions (cf. appendix 10.5). 
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4.4 Delimitation 

Only Danish venues and Danish consumers have been interviewed. This has been done 

because it is easier for me to gain empiric data of the Danish live music industry and of more 

academic relevance since little qualitative research has been conducted in this domain. Even 

though the three venues represent different capacities, there are other distinctions between 

venues than their audience capacity. These factors include the venue's image and reputation, 

which are built through time. The three venues have been around for decades and had time to 

build up this reputation, whereas other newer venues have not. Because of this, it can be 

argued that the venues are not representative, but given the total amount of venues in 

Denmark the task of analyzing venues of all distinctions would be excessive for this thesis. In 

relation to this delimitation, the 12 consumer respondents are hardly representative of the 

several hundred thousand Danish consumers who attend concerts. However, the qualitative 

nature of the analysis may be able to discover potentially interesting topics of further 

research. Although steps have been made in order to ensure that the interview respondents 

were going to different types of concerts and in different genres, not all genres and sub-genres 

are represented. Due to the multiplicity of concerts taking place in a myriad of genres, rough 

distinctions are made between the different concerts, that the interviewees are attending. 
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5.0 ANALYSIS I - CONCERTS AS AN EXPERIENCE PRODUCT 

This chapter focuses on the themes identified in the venue interviews. First, how the different 

venues get market information. Second, how the concert experience is promoted. Third, how 

the venues enhance and enrich the experience offered. Fourth, how the venues perceive the 

importance of critics and finally, how the venues perceive consumer motivations. 

5.1 Market information 

The way the venues get market information depends on the size of the audience they want to 

attract. Rust is the smallest venue, so they find market information through various music 

media. They mostly book upcoming artists, so they have to listen to what people in music 

community are moving on. Their mission is to book the upcoming bands before they explode 

and move to bigger venues. Usually different musicians play in different ensembles, and the 

venue knows the musicians from previous collaborations, which means that they are 

guaranteed a certain standard. For the occasional international artist performing at Rust, they 

look at the distribution companies and what labels are releasing them. 

AKKC is the biggest venue, and therefore they book bigger names. These artists are usually 

signed to major labels, which means that they are in cooperation with the big booking 

agencies: Live Nation, ICO Concerts or CSB. If AKKC desires a specific artist, they contact 

their booking agents, but more often they are contacted by booking agents who are selling 

shows for a European or World tour. Occasionally other event stagers who want to rent the 

venue for a show contact them, but they are wary of doing this, because of potentially low 

quality show affecting their image and reputation. 

Vega has three stages, and the smallest has the same capacity as Rust. Therefore, they also 

need to "catch the trends" out there and be a step ahead, so it is presented before it explodes. 

One way Vega does this is by their facebook page, where users can submit artists requests. 

Vega usually listens to their users' recommendations unless it is a complete mismatch with 

their music profile. With the international and established Danish artists, it is a matter of 

whether or not the bands are on tour. As Restofte from Vega states:  

 "If it's a big international artists, you can wish for them, but they are 

 fundamentally not coming to Denmark, unless they are touring" 

(Appendix 10.12). 

Restofte makes the point that it is not enough to look at the sales figures to see if there is a 

demand for an artist, and as an example, he references Lucas Graham who has four sold out 

concerts at Store Vega, while having just barely released the band's debut album.  
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5.2 Promotion of Concert Experiences 

The artists display tour dates on their respective websites and social media profiles (Twitter, 

MySpace, Facebook etc.), but the venues are also engaged in promoting and selling out the 

concerts. Each venue employ different marketing tactics, but the increasing use of social 

media is recognized and utilized by all three case venues. AKKC just recently joined 

facebook (AKKC 2012) and considers it a good approach, especially in reaching the younger 

age groups (Appendix 10.10). AKKC, however, recognize that there is a very wide media 

market and AKKC additionally implements more traditional promotional marketing like 

printed ads in papers and magazines, TV and radio spots as well as banners and posters 

around the city. AKKC claim that facebook cannot be the only way to reach people, but do 

embrace the opportunities that come with it:  

 "facebook is a cheap way of reaching people. Instead of getting expensive and 

 big ads. We are already feeling an effect now [...] we can feel a reduction in our 

 ad spending." (Appendix 10.10).  

Vega has embraced the digital communication on another level than the other case venues. 

When explaining their promotion efforts Restofte states that: 

 "...the degree of social media can also include blog-communities or the like, 

 who we fundamentally use our energy to service. That means, making sure they 

 have the information, the way they want it, giving the possibility of having the 

 photos in a format that makes it easy to post on blogs or the like. So we make it 

 very convenient to bring our concert news..." (Appendix 10.12).  

There is also a street team who does everything from spreading flyers and posters on their 

educational institutions to promoting concerts on facebook. In this regard, Vega is trying to 

make the information as bite-size as possible in order to make it easy both for cultural editors 

of the press but also for the bloggers and facebook users (Ibid). Vega also has an app for 

smartphones that both has a calendar function where you can buy tickets and an additional 

function that browses the user's music content and suggests concerts based on that info (Vega 

2012). What separates Vega from the other venues is really their focus on how to utilize the 

social media. Instead of spreading their ads through this media, they are focused on making 

their information shareable and thus to make the consumer owner of the content and able to 

comment, like and share. 

At Rust, the marketing differs depending on the event. For the nightclub, they have a street 

team of young people who roam the streets and tell their friends and acquaintances on 

facebook about the event (appendix 10.11). This is a kind of pyramid scheme that utilizes 
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word-of-mouth marketing, but it is mostly used to promote the nightclub, and less often to 

their concerts. Rust has certain theme-nights 3 days a week where other promoters use Rust as 

the location of their events, so they do their own promotion. The only night Rust promotes is 

friday, where there usually is a night concert. They do use social media, but they are afraid of 

drowning people in information:  

 "The concert part is sometimes a bit harder because if we're open Thursday, 

 Friday, Saturday, and we have three shows a night. That's 12 bands a week. 

 That's around 40 bands in a month, right? So if we had to promote every single 

 event, then people would get sick of us. Sometimes we do it for the early 

 concerts, if we can see it's not selling enough, or if we've paid some money for 

 an international act or something like that. Then we set sail to something more 

 and add extra promotion on facebook or make an event and have some boys 

 promote it." (ibid). 

Given Rust's music profile, they put more emphasis on the band's abilities to promote their 

own shows than the other case venues: 

 "The bands are really the best promotion tool we have here, because we are 

 doing the underground thing, which means we have much smaller names and 

 upcoming names." (ibid).  

The way they promote these upcoming names are by giving the artists huge guest lists. This 

enables Rust to have the venue filled without promoting each separate event. For Rust one of 

the purposes to do this is to have people hanging around once the night club starts, because 

they mainly make their money on the night club. 

In general, the venues use traditional marketing methods like posters, flyers, printed ads, but 

to a high degree, there is a high tendency of embracing digital communication possibilities, 

with Vega being at the forefront with its vision of making information easily shareable and 

with their embracement of mobile technology e.g. through their app for smartphones. 

5.3 Enriching the Concert Experience 

The concert experience can be seen as an intertemporal experience. Therefore, this analysis is 

divided into three sections, examining what is being done before, during and after the concert. 

Subsequently, the venues' perceptions of consumer motivations for attending concerts are 

addressed. 
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5.3.1 Before the Concert 

Magnus Restofte from Vega states that,  

 "I have no doubt that the good concert experience is of course not just the core 

 product. It's exactly the experience you've had up until you've arrived and 

 during the support acts and so on. We are very attentive in that regard. We have 

 a high degree of focus on what we term, before, during and after the concert." 

 (Appendix 10.12).  

This is why Vega focuses on things like transportation to the venue and Vega is also 

considering collaboration with partners who can provide different eating and accommodation 

options for the consumers, possibly as add-on services in the ticket selling process. AKKC 

has culture packages, which includes a dinner before the show, and a hotel room close to the 

venue. When contemplating the concert as a product, the advance purchase creates consumer 

anticipation, which is somewhat similar to that of a vacation. This is also why AKKC is 

focused on creating package deals, a concept popularized by the travel industry: 

 "The more you can make a finished experience, the better. It's like when you go 

 on holidays. [...] The more you package it the easier it is, and the more is 

 inclusive and included, the better it is for a certain clientele. And these are of 

 course what I call the mature over 50." (Appendix 10.10).  

AKKC acknowledges that this is a product suited for the mature audience, and states that, 

 "The younger people aren't interested in stuff like that, they buy a ticket and you 

 just have to make sure you can serve some beer." (Ibid). 

This is also evident in the travel industry where countless flight and hotel service sites have 

sprung to life online, with the possibility of creating your own itinerary. This can be seen as 

an increasing desire for autonomy and control over your vacation, and this may trend may be 

similar in the live music industry, especially for younger people. Vega claims that their target 

group has shifted to include a more mature audience who also have children, which possibly 

makes certain package deals more appealing given the time and effort required by consumers 

to discover these things by themselves. Given Rust's many concerts with the smaller names, 

they are not selling tickets several months before, so they are not expected to focus on 

building anticipation for each unique event. There are however endless possibilities of 

engaging the consumer from the point of purchase up until the actual event. All the venues are 

present on social media, and all the venues post specific concert related information e.g. on 

their respective facebook fan pages. As Restofte states:  
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 "Before the concert, if we give them enough information, and prepare them for 

 this concert - and this can also be by sending special emails to those who have 

 bought the ticket, about tonight's programme and when what goes on, and stuff 

 like that - then that gives you 10 percent more energy to cope with a line at the 

 cloakroom, a line at the bar or something like that. And our hypothesis is, that 

 this gives the concert one more star than what the concert actually deserved" 

 (appendix 10.12).  

If consumers have to wait in line for 40 minutes in order to check their coats or to buy a drink 

this of course subtracts from the overall experience. 

5.3.2 During the Concert 

The venues have little to do with the actual performance of the concerts other than providing 

the frame. The only thing they can do is really to provide the best conditions for the audience 

to have a good experience by e.g. having good restroom facilities, enough bar personnel to 

service the audience etc. Vega has a history both culturally and architecturally which makes 

the venue in itself an interesting place to be (Vega, 2012). Thus, two aspects of displaying the 

concert are important; first of all, since the venues cannot control how and what the bands 

play, which bands are playing are obviously important, and second of all, the place and 

ambience is important. Each venue has their own opinion on why they are the right venue for 

experiencing live music. 

Rust is a place where the view of the stage is limited, but given the low ticket prices, Rust 

does not consider this a problem. Jepsen from Rust says that:  

 "Rust is a venue where you can go see a concert, and it's only the first 150 

 people who can see the concert, the rest are standing in the back [...] if you're 

 standing and not able to really see anything, then it's irritating to have paid 200 

 kroner for a ticket. So when you've paid 60 kroner and you get to see something, 

 like Trentemøller playing on stage, then that's okay. Or if it's an international 

 act you think 'okay, that's fine'. Then it's just a crazy good party, which you've 

 paid 60 kroner for." (appendix 10.11).  

The focus of Rust is the party and the ambience, and not specifically that everybody can see 

what is going on at the stage. This is a consequence of Rust also being a night club, and 

perhaps the focus is due to the night club being the profitable part of the venue. For the 

concerts the premise is that you get to see the stars of tomorrow for a low price:  
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 "When they get to the size where they are playing Vega, then there's another 

 reason that people go to concerts with them, and that's because people 

 eventually know who they are. But here, when “When The Saints Go Machine” 

 and “Turboweekend” played here, nobody knew them. At that time when nobody 

 knew them, we were going on and on about how cool these bands were." (Ibid.). 

When the bands become well known to the public they are too big for Rust and then start 

playing at bigger venues. Vega's Ideal Bar has the same mission as Rust in presenting the 

'right' upcoming artists: 

 "These are bands who are usually just appreciating the opportunity to play. And 

 there it's a question of an in advance quality check, so we can see who needs 

 some experience before we can make them "a link in our chain", which means 

 that they can create a fan base which then qualifies them to play at Lille Vega 

 for example. And hopefully in a few years they'll be able to play at Store Vega. 

 And that's where we make our money, that's Store Vega." (Appendix 10.12).  

Vega's booking process for the bigger international names is more like that of AKKC, where 

it is a matter of finding the right dates for the names to play. With the bigger international 

names, it is not a question of whether or not there is a demand, because the A-list property 

implies that there is a demand (Ibid.). There it's a matter of finding the right date:  

 "Right now I'm negotiating about Leonard Cohen, but I don't know if it will be 

 OK. I've always wanted him, but it never succeeded because we have so many 

 bookings we can't fit him in. We get a certain date, but then we might have a 

 conference going on, and then we have to say no." (Appendix 10.10).  

Leonard Cohen is now playing at AKKC in August 2012 (AKKC 2012b), so in that case they 

came to an agreement. As previously mentioned government and corporate funding allows the 

venues to book some of these artists that otherwise would result in a deficit. Trillinsgaard 

from AKKC ponders over the numbers:  

 "Let's see what this guy Leonard Cohen gives. 1.3 million in deficit, even though 

 we take 1.200 kr. for the most expensive tickets. So there's no profit in making 

 the big concerts." (Appendix 10.10).  

5.3.3 After the Concert 

As previously mentioned the venues realize that, what happens before and after a concert are 

important aspects of the overall experience. Thomas Jepsen from Rust describes the 

importance of ending the concert in the right way: 
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 "previously we did something with an indie band, and people were crazy about 

 this band, then afterwards an electronic DJ played. The first thing he put on was 

 something with a pumping bass and some house stuff. And the people who have 

 been to this concert they get very confused by this, they feel thrown out, you 

 know. It's very important to have that thing afterwards, where you give people 

 3-4 songs to finish their beers and to get their jackets, and then out." 

 (Appendix 10.11).  

When a concert at Vega ends, they used to put on the light at once, because the band had to 

leave to the next venue, but the audience complained about this, and as a result the lights are 

now dimmed for 30 minutes instead. This gives the audience an opportunity to stay in the 

experience and cool down. Vega also hosts concert photos, so people can revisit the 

experience after the concert. As Restofte states: 

"the consumer also wants to spend time on looking at concert photos, which is 

extremely popular. And it's just to confirm which clothes people had on, or how 

it looked when you get a little closer" (appendix 10.12). 

With AKKC's culture packages there is a natural flow to the entire concert experience. After 

the concert, you can either go to your hotel room or explore the city with the supplied map 

and vouchers for drinks in the city's bar street. By creating a bundled package with the 

concert, this naturally extends the concert experience. 

5.3.4 Perception of Consumer motivations 

Rust is primarily making their revenue on the nightclub and therefore the focus is often on the 

party. For Rust, it is a question of bringing people into the venue, so they can fill up the 

nightclub with people who like hanging out there. As Jepsen explains, the consumers are 

going to Rust because it gives them a chance to see either a band with musicians they know 

personally or it a band, which might "explode" and become too famous or big to play there 

again. 

Vega embraces that live music is an important part of the audience-members' identity. 

Additionally Vega has conducted research on what constraints people have for attending 

concerts. These constraints range from not knowing where to eat dinner before a concert to 

things like transportation and accommodation. This also signals that the concert experience is 

not solely about the actual concert, but also the events surrounding it. As Restofte states:  

 "For a lot of people, it's more than just the 90-100 minutes that the concert 

 takes. It's as much the opportunity to have a beer with a good old friend or that 
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 you can be standing and enjoying a support act without thinking that you had 

 better stand in line because it takes 40 minutes to get a beer." (Appendix 10.12). 

The focus is therefore to make consumers receptive and provide excellent conditions for 

artists and consumers alike. Restofte elaborates:  

 "We also know that something like stage lighting, air quality and being able to 

 get to the bar and the restrooms quickly, this also means a great deal to the 

 experience." (ibid.).  

These physical qualities are important, but the artists' concert performances are obviously 

important too. Restofte claims that the things people are paying attention to is that the right 

songs are played, something old, and something new, and that the sound quality is good. The 

artist's attitude is obviously important, but is evidently not something the venue can control. 

Restofte explains:  

 "Then there's the tricky part, and that's a question of when you have the right 

 attitude when you're playing. When is something supposed to be fragile and 

 intense where you almost have to be shy, withdrawn, or almost too introverted 

 in order to create some mystery, and when doesn't that fit at all? And there you 

 could say, it's the artistic aspect, and deeply dependant on what kind of person 

 is on stage." (ibid.). 

At AKKC, the focus is on the financial crisis' effect on consumer spending. Trillingsgaard 

states that: 

 "If they usually go four times a year, they might only go three times a year. So 

 they are more conscious about what they attend." (Appendix 10.10).  

The perception is that people are increasingly going to shows of a certain quality and that they 

are going for lighter entertainment. Trillingsgaard states that there is a tendency for people to 

go for the more accessible music, and to some extent, make the safer choice. This makes the 

booking process harder for AKKC because they do not know exactly which artists will sell. 

Trillinsgaard gives two examples of artists who he is wary about booking because of lack of 

consumer knowledge. The first example is Liza Minelli, where on the one hand the consumers 

might say that she is too old, and on the other hand they might want to go so they can say that 

they got to see her live. This balance also plays into the example of the world's fastest 

violinist David Garrett, who Trillingsgaard is afraid people will not know. This may be 

related to the fact that AKKC mostly attracts a regional audience, and Trillingsgaard suspects 

that this kind of concert would sell better in Copenhagen. 
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5.4 Importance of Critics 

The amount of artists who get the critics' attention is limited at Rust. However, when they do 

get the occasional mention it is often concerning the ambience and mood at Rust. In this way, 

the reviews are more thought of as free publicity. As Jepsen states: 

 "I don't think the review is that important to us, because we're used to it not 

 being there." (Appendix 10.11). 

AKKC considers the reviews important to both the artists and the venue. When the events get 

good reviews, it increases the reputation of the venue, which is considered to be very 

important. As Trillinsgaard states: 

 "If you have some bad events in a row, it quickly gets diffused, much faster than 

 if you have some good shows in a row. And in some way or another, people like 

 talking about if something wasn't as good. That's human nature." 

 (appendix 10.10).  

The reviews are thus important whether they are good or bad, because they fundamentally 

affect the image and renown of the venue. 

Vega has the size names that usually attract the critics' attention, but here the importance is 

downplayed. Restofte claims that the consumers are the new critics, and attributes this to the 

increasing use of social media:  

 "the word-of-mouth, or posts, after or during a concert, is the new form of 

 reviewing." (Appendix 10.12).  

The importance of critics is much lower than the importance of what the consumer's friends 

think. As Restofte states: 

 "if 4 friends of yours are saying: 'this was a fantastic experience' and then a 

 reviewer gives them 2 or 3 stars, then who do you trust? Possibly your friends, 

 because you know you share their taste in music." (ibid). 

Restofte believes that the reviews are still important to the consumers, because they are using 

them in retrospect to confirm that they had a good experience. 

5.5 Price 

Ticket sales are mostly handled by the two ticket selling agencies BilletNet and Billetlugen. 

The venues are more or less required to use these outlets because of user convenience and 

artist affiliation. From each venue's website, you are redirected to one of these ticket-selling 

agents when you click 'buy tickets'. In other words, the venues leave it to the ticket-selling 
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agents to handle the ticket selling experience. The venues, however, have a role in 

determining the ticket prices. 

At Rust they often handle the ticket selling process at the door, because of their focus on 

upcoming and smaller names. Often the concerts are very cheap, and occasionally there is no 

entrance fee. As Jepsen states:  

 "The small names, they would much rather have a list with a 100 people, so they 

 can have all their friends, girlfriends and family inside, rather than getting 

 3.000 kroner and making people pay 40 kroner to listen to their music, which 

 they have never played [live] before. So in that way, it makes more sense to say, 

 "Yes, we would rather have a lot of people down here", so they might drag 80 

 friends down here to listen to their band, and they have a great night."  

 (appendix 10.10).  

There are two reasons for this approach; the first is that these upcoming bands might not have 

the fan base to charge 40 kroner, so Rust will get fewer people inside. The second reason is 

that if a club only has a few people hanging around, Rust will not get people into the club 

because the place looks 'dead'. Rust also have low ticket prices because of the limited view of 

the stage and as Jepsen explains, people in the local area do not have the kind of money that 

they have in other places. 

Vega has more established artists and has to make a careful judgment on where to set the 

ticket price:  

 "we often reach a ticket price at Store Vega which is somewhere between 150 

 and 300 kroner.  But there's a huge difference in whether it's 150 or 300 kroner 

 for how many people we can expect to come." (Appendix 10.l2) 

As stated in section 2.6, artists' fees as well as ticket prices have risen since the 1990's. Vega 

also acknowledges this: 

 "An important thing to remember, is that the artists fee have exploded, because 

 the live concerts have become their primary business" (ibid). The biggest 

concern is not that people will not go to the more expensive concerts with the big names; 

rather it is a fear of the big names cannibalizing the tickets for smaller, upcoming names 

(Ibid). Determining the ticket price can be a delicate matter, because of this fear of 

cannibalization and because of the intuitive process of estimating demand. 

At AKKC this calculation is also a problem to figure out:  

 "Now for example with [Leonard] Cohen, we're trying to set it at […] 1200 kr. 

 But God only knows if people will pay that. They might say that's too expensive. 
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 It's impossible. [...] With [Niels] Hausgaard we could easily take a 100 kr. more 

 per ticket if necessary. And with another show it's a 100 kr. too expensive. So it's 

 hard. We play it by ear." (Appendix 10.10).  

5.7 Sub-conclusion 

Getting market information about the upcoming bands is about staying in touch with what 

moves on the music scene. Regarding the more established and international artists, they have 

to be touring in order to play concerts at the venues. The bigger names are often affiliated 

with major labels and huge booking agents like Live Nation. The promotion of concerts are 

done on several types of media from the more traditional of printed ads, radio and TV, to the 

more interactive in the form of blogs, facebook and apps for smartphones. There is an 

increased focus on social media and making information shareable for people to like and 

comment. Much is being done in terms of enriching the concert experience. There is a focus 

on the concert not being the only part of the overall concert experience. This means that the 

bigger venues cooperate with services like dining, transportation and accommodation or 

integrate this into finalized package deals. There is also a wide focus on providing the right 

frame for the concerts although the nature of the experience offering differs. For the small 

venues it is the opportunity to see the stars of tomorrow and for the larger venues it is a 

chance to see the A-list international artists. Vega is especially focused on the consumer 

experience in their focus on sound- and air quality, keeping lines short and letting the 

experience linger in the consumers' minds. The critic review is not as important as previously 

and is now more seen as a tool for publicity for the venues and for the consumers to confirm 

that they had a good experience. The reviews are important for the venues because of their 

impact on the venues' image. The price for concert tickets is determined through an estimation 

of demand and the artist's fee. The artists fees have increased immensely and through 

corporate sponsorship and government funding the ticket prices are kept down to a level that 

people can pay. For Vega, which presents both upcoming artists and international artists there 

is a fear of cannibalization of the upcoming artists because of the increase in artists fees. 

All in all the three venues are focused on matching their specific target audiences 

expectations. Rust is catering to the consumers who appreciate the upcoming names and given 

their double function as a nightclub they are trying to attract the consumers by giving 

upcoming bands huge guest-lists. Rust possesses great knowledge about the Danish music 

scene and this gives the consumers a chance to experience the artists at a low price before 

they are too well known. The only problem is that Rust presents around 12 concerts each 
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week, which makes it harder for the consumers to determine which concerts to attend. This is 

increasingly difficult because the amount of information about upcoming bands is limited and 

further, that the consumers the venue attracts are on the bands' guest lists. 

Vega is catering to both consumers seeking upcoming bands and those who are seeking more 

established and international artists. Given Vega's focus on digital media, they are successful 

in making their information easily shareable, which increases the chances that consumers will 

see Vega's concert offerings on online media. 

AKKC caters to the consumers who are seeking international artists who are highly ranked on 

the charts as well as the more mature consumers who are devoted to classical music and 

opera. AKKC does not have the same online strategy as Vega, but are focused on using 

facebook and are seeing the opportunities that digital media can provide. 

The next chapter examines how consumers perceive the concert offerings of different venues 

and how they choose to attend a concert. 
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6.0 ANALYSIS II - CONSUMING LIVE MUSIC 

This second part of the analysis focuses on consumption of live music and the decision 

making involved with this. This analysis is divided into four parts, each corresponding to the 

themes and sub-themes identified (appendix 10.6-10.7). First, what the market size of the 

forthcoming concerts are. Second, the rationalization of the consumer's decision to attend the 

concerts and how information about the concert has been gathered. Third, the consumer 

expectations and how different devices influence these expectations. Fourth, what constitutes 

the good and bad concert experience and finally how important authenticity is to the 

consumer's experience. 

6.1 Market Size 

The market size constitutes both the size of the artist, the audience capacity of the venue, and 

the ratio of critical to commercial devices. For niche genres, the amount of critical devices is 

higher as the profit orientation is moderate. For more popular genres like rock and pop music, 

the amount of commercial devices increases, as the artists gain more widespread recognition 

and gain a larger fan-base. A larger fan base facilitates being signed to the major labels, who 

in turn utilize commercial devices. In this way, the combination of the genre, the label and the 

capacity of the venue determines the market size (cf. appendix 10.8). 

Seen in this light, one third of the concerts relates to the small market (respondents 1-4) and 

two-thirds to the large market (respondents 5-12). These two groups will be referred to as the 

small market group and the large market group in the remainder of the analysis. 

6.2 Choosing Concert Experiences 

When a consumer decides to attend a concert it is mostly based on a mix of various elements. 

As one respondent states:  

 "I like their music, and I've heard that they play insanely good concerts, and I 

 have read some reviews online." (respondent 6).  

When asked to indicate what made the strongest impression he stated:  

 "First of all, it's because I like the music, but it's important to me, that my 

 friends though it had been a cool concert. So word-of-mouth probably affected 

 me the most" (respondent 6). 

All the consumers interviewed were obviously going to the concerts, because these artists 

played music they liked. All the respondents are also going to the concerts with friends or 

family, so a factor of the concert experience regardless of genre and market size is the social 
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aspect. There were, however, slight differences in how they came to this decision. In the small 

market group, none of the interviewees put emphasis on the social aspect as a deciding factor, 

but referred to the aesthetic and musical qualities instead. As one respondent states:  

 "From the clips I saw on youtube, there was really this kind of vigour when she 

 performs live" (respondent 4). 

For the large market group, the musical and aesthetics aspects were also a deciding factor but 

the social aspect played a role for the majority's decision to attend the concert (r5, r8, r9, r11, 

r12). These were attending concerts with friends and the concerts were seen as a shared and 

social experience. As one respondent explains:  

 "We're a gang of 21 guys who've been to a lot of these kinds of concerts, and 

 when we saw that these guys were playing we thought, let's make an event out of 

 this" (respondent 12). 

Friends recommending an artist or a concert were generally considered of high importance 

when deciding to go to a concert. The majority of respondents would go to a concert if their 

friends suggested it. Friends' recommendations or information about a concert accounted for 

half of the interviewees' decision to attend the specific concerts across both groups, while the 

other half found the concerts themselves. The small market group was generally more 

autonomous in their information search leading to the decision. As one respondent states:  

 "The reason I checked her out, was because my friend recommended her, but 

 the reason I bought the ticket was definitely due to my own investigation" 

 (respondent 4).  

To some degree, this is explained by the size of the artists pertaining to the small market 

group, and thus the amount of information available. The large market group's concerts were 

in this sense already laden with information because of the sheer amount of information, both 

critical and commercial, that already existed. When consumers search for extra information, 

this is mostly on music culture related websites like Gaffa.dk, Soundvenue.dk and 

Pitchfork.com as well as the artists' and venue's websites. The motivations for searching for 

information can be to gain a better knowledge of the artist, the artist's music and back 

catalogue. Alternatively, one respondent explained that it is better to go without being: 

"spoiled by too much information" (respondent 4). 

Some respondents considered the venue as a decisive factor, while the other respondents did 

not mention it as part of their decision-making, although nearly all acknowledged its 

importance to the overall experience. One respondent touched upon the geographical location 

of the venue as a deciding factor (respondent 8), while two other respondents emphasized the 
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venue as the reason they were going (respondents 1 and 3). One such concert was produced 

specifically for the atypical location of the palm house of the botanical gardens in 

Copenhagen (respondent 1). The other respondent was simply browsing the venue's website 

because he wanted to experience a concert in that specific venue (respondent 3). Furthermore, 

another respondent explained that with the bigger artists, you never know when you will get 

the chance to see them again, thus attaching some importance to the scarcity of the concert 

(respondent 5). 

6.3 The Consumers' Expectations 

The majority of respondents had high to very high expectations of the concert. The few who 

did not have high expectations did not choose the concerts themselves, but either received or 

gave tickets as presents (respondents 9 and 11). This suggests that when we get to decide on 

our own, we raise the bar for our expectations. For the majority of respondents their 

expectations were a matter of having a good night out with friends or family. For the small 

market group there was an increased focus of the aesthetic and emotional experience of the 

concert and for an intimate mood and ambience. The part of the small market group who were 

going to lower energy concerts were also going with a significant other, and the expectations 

were relating to the emotional aspects of the romantic date (respondent 1,3, and 4). 

 "I think it will a great musical experience - very emotional. It's very emotional 

 music, so I think it's going to be a great emotional experience" (respondent 3). 

For the respondents from the large market group who were going to rock concerts there was a 

tendency to have expectations for a party, and the expectations especially concerned the 

energetic experience. 

 "My expectations are that it's going to be a good concert, where things are 

 lively, and you can jump and dance around. The best concerts are the ones 

 where you can't keep still" (respondent 6). 

The expectations for the concerts can also be seen as relating to the genre of the music and not 

solely, to whether it is a small or large market. As one respondent states: 

 "I don't know if it has to do with the band's popularity or the band itself, but I'm 

 expecting a more party-like expression" (respondent 8). 

Some respondents also had certain expectations regarding the set-list and had the desire to 

hear the songs, which they already knew (respondents 3, 5, 9 and 11). These were also 

respondents more likely to search for additional information on the band, suggesting that they 
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had a desire to heighten their familiarity with the band, and thus a greater chance of meeting 

their expectations. 

 

Critics generally have no influence on the majority of the respondents' expectations, mainly 

because they are perceived to be too subjective or too technical: 

 "They look at it from an artistic viewpoint, the purely musical aspect, where I 

 look at it in terms of whether I really like listening to this or not. Those are two 

 totally different angles, so I never listen to critics" (respondent 12). 

Another cause is that access to reviews of previous shows can be limited or requiring a more 

elaborate information search. Those who do try to read reviews of past shows attribute a more 

significant importance to the critics: 

  "You can read a negative review and because of that be pleasantly surprised 

 because you lower your expectations. But at the same time, you might go to the 

 concert with a negative frame of mind and because of that think it was worse 

 than it actually was. So that definitely affects me." (respondent 5) 

The importance of the critics' reviews are also depending on who writes them. The daily 

newspaper's reviews are considered inferior to those of the specialized music culture media, 

and especially Gaffa (Gaffa 2012) and Soundvenue (Soundvenue 2012) are popular 

destinations for live music reviews (respondents 5,8,9, and 11). 

 

Almost all respondents signified that friends' recommendations had a higher impact on 

expectations than the critic reviews, even for the respondents who attributed some importance 

to the critic's reviews. The importance of the social aspect contributing to the concert 

experience (cf. section 6.4), necessarily leads the consumers to take friends and family's 

opinions into consideration. Most of the respondents thus attributed a high impression on their 

expectations if a friend recommended a concert, depending on the friend's musical tastes. 

 "My friends know what I pursue, and what I consider to be good. And if they 

 think it's good, then there's a big chance that I will like it too." (respondent 10). 

Consumers also listen to the same music at social gatherings as they do at concerts: 

 "It's the same kind of music we play when we're together, so to have the 

 possibility of experiencing it live at the same time as we're having a good time 

 together, without being squashed together at a nightclub." (respondent 12). 
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The price of the concert ticket mostly corresponds to the respondents' expected value of the 

concert experience. If the price increases so does their expectations and if the price is lower, 

the expectations decrease. 

 "I have high expectations because of the ticket price, even though 140 kr. may 

 not be that much, but it's a pretty small name, and a narrow music genre. I 

 would expect half as much if the ticket was half the price, and I would've altered 

 my expectations accordingly. Now, it better be good." (respondent 1). 

Some respondents signified low meaning to the price or correlation between the price and the 

expectations for the concerts (respondents 8 and 10). Only one respondent compared the price 

of the experience to the price of a CD (respondent 2), and this may be due to the abundant 

free internet alternatives to buying CD's. When contemplating the effect of the ticket price on 

the expectations for the concert, most respondents evaluated the price according to fairness. 

 "you pay almost double that of a CD, and in some way I think that's pretty fair." 

 (respondent 2) 

Regardless of how high the price was, the respondents thought of the price as fair, though a 

few respondents pointed out that concerts were generally becoming increasingly expensive. 

Price was also determined in terms of the social aspect, and several respondents considered it 

a fair price for a good night out with friends. 

The size and popularity of the artists could also have a positive effect on the consumer's 

expectations (respondents 5 and 12).  

 "If they are internationally well known, then it's bound to be because their music 

 is good" (respondent 5) 

These respondents consider it a quality sign that they have reached a wide an international 

audience, while other respondents considered popularity to have a negative coherence with 

quality (respondents 7 and 9).  

 

Overall, expectations are high when the consumers themselves decide which concert to 

attend. Expectations were generally of a more aesthetic and emotional nature in the small 

group.  The majority of the respondents in the large group were emphasizing expectations of 

the social aspects either in form of a good, shared experience or in terms of having a party. 

Critic's reviews were typically not considered important. The respondents who expressed 

importance of the critic's review were more likely to search for extra information about the 

concert and expected to hear familiar material at the concerts. The price of the ticket generally 

correlates with the expected value of the concert experience. 



 
56 

6.4 Enhancing the Consumers' Experience 

What constitutes the good concert experience is a combination of a mix of elements. The 

respondents mentioned both positive aspects that could improve the concert experience and 

negative aspects that could subtract to the overall concert experience. 

The respondents' expectations of the concert experience were closely related to having their 

expectations met. Thus the respondents, who expected an aesthetic concert experience, 

considered the musicians and their ability to reach the audience to be constitutive of the good 

concert experience. The most common aspect was consequently pertaining to the actual 

performance of the artists, and their ability to reach and engage the audience. Specifically, the 

respondents wanted the artists to do something more than simply playing their music; they 

wanted the artists to express their passion for playing that specific concert. This desire closely 

relates to the consumer's perception of the artists' authenticity. The majority of the 

respondents considered the artists authentic, and expressed great importance to this concept. 

Authenticity is seen as closely related to the artist's personality and that it is evident that the 

artist loves to play the music (respondents 1, 2, 3, 5, 6, 7, 9). One respondent claimed that this 

was even more important for the live experience than when listening to CD's (respondent 9). 

Authenticity is also seen as relating to the balance between art and commerce: 

 "it's not a pop-recording that's totally thoroughly produced, or thoroughly 

 thought through by a label, it's like the pure product" (respondent 1). 

 "Preferably, you should be able to feel, that they like what they do, and mean 

 what they do - that it's not some kind of show to make money or sell records" 

 (respondent 8) 

Authenticity was additionally seen in a more aesthetic light in regards to the small market 

group (and respondent 9).  

 "Especially for this kind of music, that it can be cut to the bone and be played 

 with a vocal and a guitar and still sound bloody fantastic. So that makes it 

 authentic for me." (respondent 4). 

For the large market group, authenticity was more surrounding the artist's personality 

(respondents 5-12). 

 "On the face of it I think they are authentic, precisely because they are 

 provocateurs - and whether it's fake, that's harder to say" (respondent 12).  

The venue is also considered an important aspect of the concert experience, especially as part 

of the place-specific concert (respondent 1), but also because of the venue's aesthetic appeal 

in itself (respondent 5).  
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 "The surroundings amplify the mood, instead of just watching something in a 

 sports centre" (respondent 5) 

The venue is obviously also connected with the quality of the sound, which for most 

respondents can make or break a concert experience (respondents 1, 3, 5, 6, 8, 9, 10 and 11). 

The expectations of the social dimension also played a role in what constituted the good 

concert experience. Several respondents described friends as a prerequisite for letting loose 

and enjoying the experience (respondents 2, 5, 6, 7, 9 and 12). The spread across groups 

likely concerns the genres of the concerts, and thus if the music entails jumping and dancing. 

For a part of the respondents, the concert experience was not just about the core product. 

Instead they focused on the social and intertemporal aspects (respondents 1, 3, 5, 7, 11, 12): 

 "That's a big part of it. Not just sharing the music, but sharing the experience of 

 having a beer before and after the concert. There is a lot surrounding the event 

 as well." (respondent 5) 

The memorability of the concert experience is also part of the social experience: 

 "The social aspect is very important, also in terms of having something to 

 reminisce about. I often talk about the previous concerts with my friends, and 

 it's something you share" (respondent 7).   

One respondent further mentioned how prestige was obtained through the consumption of live 

music experiences (respondent 5), and that the concerts are constitutive in building the 

consumer's identity. 

6.5 Sub-conclusion 

Two different consumer groups have been identified in the analysis corresponding to the 

concert's genre, artist's label and the venue's capacity. These respective consumer groups are 

termed the small market group and the large market group corresponding to the market size. 

Various elements drive the decision for attending a concert, with the appreciation of the 

artist's music being at the forefront. Whereas the small market group justifies their decision 

with examples of an aesthetic quality, a proportion of the large market group tends to focus on 

the social aspect. 

As with the decisive factors, the expectations to a concert are altered in concordance with 

various factors. The small group generally had expectations for a more aesthetic and 

emotional experience whereas more respondents in the large group had focus on the social 

aspects. The respondents who were going to higher energy genres, was expecting more of a 

party. Critical reviews generally have no effect on expectations, while friend's 
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recommendations have a high effect on the respondents' expectations. This is primarily seen 

as relating to the social nature of the concert experience. Some respondents had specific 

wishes to hear the songs they already knew, and these were more interested in searching for 

additional information and additionally considered critics' opinions important. For the 

majority, price correlates with their expectations of the concert and are judged according to 

perceived fairness. The popularity of the artists are seen in both a positive and negative light, 

where the former concerns the correlation between quality and popularity and the latter 

disregards this notion. 

The good concert experience is constituted by a mix of elements, where the most important is 

considered the artist's interaction with the audience. The good concert is additionally 

comprised of good company and high quality sound. The sound quality obviously differs from 

venue to venue and the venue's sound system is therefore central to the consumers' concert 

experience. All the respondents perceived the artists as authentic regardless of genre and 

market size. The small group attributed authenticity to consist of aesthetic criteria, while the 

large group considered authenticity to regard the artists' personality. Half the respondents 

across both groups considered authenticity to be centered around the fact that it was not about 

making money but purely for the art. 

The concert experience is also seen as intertemporal and not just about the concert. This also 

testifies to the importance of the social aspect of sharing the experience and being able to 

reminisce about the concert experience in the future. 

In general the consumers do not explicitly wish for specific enriched experiences, but this 

may be due to what the consumers are preconditioned to expect from a general concert. Some 

respondents were positive towards what was perceived as being unique experiences, and the 

venues must do their part in order to successfully meet this aspiration. 

The next chapter examines the relationship between what the venues offer and what the 

consumers expect of the concert experience. 
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7.0 DISCUSSION 

The discussion is split into three parts. The first part deals with the concert experience, the 

second part focuses on the consumer's decision-making and the third part compares the 

venues offerings with the consumers' expectations. This is done by drawing on the different 

models of the literature review and the data obtained through the analyses. 

7.1 The Concert Experience 

This section will discuss the nature of the experience offering in relation to how the venues 

may enrich and create memorable experiences and how this relates to the consumers 

perception of the experience. 

The venue is in part of general high importance to the consumers, especially due to the sound 

quality criteria, which is specifically associated with the venues. Vega was especially 

accentuated as having exceptional sound quality as well as an aesthetically pleasing interior 

(respondent 5). Aside from the physical aspects of the venue and the technical equipment 

available it is possible to enhance the concert experience. 

In a sense the venues are already trying to enrich the concert experience by focusing on what 

can be done in terms of before, during and after the concert. Both venues and consumers 

acknowledge that the concert experience is intertemporal and that it is equally concentrated 

around the social aspect surrounding the actual concert. The way venues are trying to 

accommodate this consumer need is to collaborate with partners and offer dinner before the 

show, accommodation or even transportation. According to Pine and Gilmore (2011) one way 

to enrich the experience is to blur the boundaries between the different experience realms. The 

consumers are passively engaged at seated concerts and either absorbing the experience, 

characterized as entertainment, or immersed in the experience, which is characterized as an 

esthetic experience. Especially the small market group, which is characterized by lower 

energy genres, is prone to fall into the latter category, whereas the large group is more prone 

to fall into the active category. Depending on the artist’s ability to engage the audience, the 

degree of immersion differs. When the consumers who are attending rock concerts are 

expecting to dance and jump around, they are expecting to be immersed in the experience. 

When the consumers are not as active (e.g. a classical concert or a singer-songwriter 

performance), their activity declines and they become passive and the experience takes form 

as either an aesthetic or entertainment experience. The educational realm is the only realm not 

identified by either the venues or the consumers. The educational experience happens when 

consumers are active and absorbing the experience, as opposed to having a more passive and 
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immersive experience. By combining elements of all four realms, the venues are in effect 

creating transforming experiences (Pine and Gilmore 2011). One example of combining 

elements of all four realms, is the collaborative effort of Frost Festival and Vega. Frost 

Festival is not a typical festival per say, but rather a series of different events at different 

locations during the course of a month (Frost Festival 2012a). In their collaboration with 

Vega, the event stagers had the popular Danish band WhoMadeWho play a concert where the 

audience was on stage with them (Frost Festival 2012b). When the audience arrived they had 

to go through the artist’s entrance at the venue’s back door and through the backstage 

hallways in order to get to the stage. In this way, the audience learned about what goes on 

backstage, where the bands hang out before a show and got to experience what it is like to be 

on stage. At the same time they got to experience a very intimate and up close encounter with 

the band, as the space for the audience on stage is limited. This gives the audience members a 

chance to either passively or actively become immersed in the experience or alternatively 

simply absorb the experience. Restofte from Vega explains that it is:  

 “equally about creating an atypical experience in our frame but to a high degree 

 also to a flock of dedicated fans, there were only about a 100 tickets for sale.” 

 (Appendix 10.12).  

From Vega’s point of view, this is not an economically sustainable way to display concerts, 

and the novelty would of course wear off, if every concert was conducted in this manner. This 

specific concert is thus seen as a promotional tool, and by having recorded the concert, Vega 

makes sure that all their users will be able to see this kind of unique concert and potentially 

become interested in going to a normal concert with the band. This kind of event is an 

example of an enriched experience, which is bound to have been a transforming experience 

for the audience. 

7.1.1 Customizing Concert Experiences 

The challenge for the venues is to ensure that their experience offerings avoid the pitfall of 

commoditization and to customize the experience for the consumer. Customization of the 

concert experience is mainly done by offering different acts, but customization is not the same 

as offering a variety (Pine and Gilmore 2011:117). Specifically customization is to be used in 

order to create customer-unique value. Pine and Gilmore argue, that this value is created by 

the offering being: ”Specific to individual customers”, ”Designed to meet this customer's 

individual needs”, and ”Singular in its purpose to benefit this consumer” (Ibid p. 108). One 

could argue that it is impossible to make a concert totally customizable to the consumer, as 
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that would entail that the consumer was the only member of the audience who had the option 

to decide which songs to play etc. Previously, the only way to meet consumer demand for 

concerts was to offer different genres and different bands at different times. Customization of 

the experience product is mainly exhibited by the venues in two ways; by offering package 

deals and through their use of social media and mobile technology. Package deals have a 

greater chance of incorporating elements from all four experience realms, as in the example of 

AKKC’s offering; the culture package (appendix 10.10). Package deals are undoubtedly 

popular in the travel industry, but the increase of search engines pertaining to different parts 

of the trip ranging from selecting the flight, booking the hotel, to renting the car also suggests 

that consumers are increasingly autonomous in how they choose to travel. As Karpik suggests 

the perception of the consumer has changed from the passive mass consumers of the 1970’s to 

the active and autonomous individual consumers of today (Karpik 2010:104). The 

individualization of the consumer is also what drives the experience economy model and Pine 

and Gilmore’s terminology of customization. Not in offering different mass produced 

commodities, but by offering unique tailor-made experiences pleasing to the individual 

consumers. 

With today’s advances in social media and mobile technology the experience stagers have a 

better chance at customizing and individualizing the experience product for the consumer. 

Social media is primarily utilized by the venues as a marketing tool and while AKKC sees an 

opportunity in decreasing their ad spending, Rust is more skeptic and afraid of overloading 

consumers with information. The overload of today’s information superhighway that the 

Internet is facilitates the need for judgment devices which guide us to the ‘right’ choices. As 

the venues stages experiences, the next step is to guide the consumers. Vega especially 

embraces to guide the consumers through their mobile app, which matches the consumer’s 

music library to upcoming concerts. This judgment device acts as the friend who knows your 

music taste and suggests concerts based on that. In this way Vega’s app for smart phones is 

specific to individual consumers, designed to meet the consumer’s individual needs and 

singular in its purpose to benefit the consumers (Pine and Gilmore 2011:108). A report from 

Statistics Denmark in May 2011 (DST 2011) shows that a third of the Danish families have at 

least one family member with a smartphone, but different sources suggest that more people 

had smartphones in December 2011 (HTC, 2011) and that sales of smartphones are increasing 

(Politiken, 2011). Apps that combine knowledge of the consumer with suggestions of 

experience products thus seem as viable solutions for customizing the concert experience as 

well as acting as trustworthy judgment devices. The website Songkick, does the same as 
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Vega’s app, but without affiliation to a specific venue and on several platforms (Songkick 

2012). 

7.1.2 Increasing Memorability of the Experience 

Some consumer respondents confessed to the importance of having memorable experiences, 

and the defining property of creating successful experiences is according to Pine and Gilmore 

precisely the memorability. 

Most music loving people probably have an old ticket stub from the time they went to see 

Michael Jackson or a T-shirt from an amazing new band they saw. These artifacts are not only 

items, they are representations of the memory of the experience. This is a way to make the 

memory tangible, and also serves the purpose of portraying to ones' peers that ”I was there!”. 

The reason we hold on to these items; ticket stubs, T-shirts and caps, is because we do not 

want to risk that the memory of the experience fades away (Pine and Gilmore, 2011). When 

other people see your T-shirt, they are enticed to ask about the concert or your knowledge of 

the band, and in this way, this kind of memorabilia facilitates word-of-mouth. A T-shirt from 

a concert typically sells for more than a regular T-shirt, because the price reflects the value 

that people put on the memory of the experience (Ibid p. 86). It is further suggested that some 

kind of memorabilia is connected with the experience, so people get complimentary tangible 

goods to remember their experience by. As Frith (2007) states: 

"something more is at stake in rock merchandise: what is being sold is a memento 

of being there, a product unique to the event". 

In the case of the Grateful Dead, the fans were allowed and even encouraged to film their 

performance. This had a two-fold effect: first of all, the band knew that people were probably 

going to do this anyway, and second of all it was a great way of increasing word-of-mouth 

knowledge about the band (Kranker 2012). There are countless examples of how attached and 

complimentary memorabilia can be a great source for word-of-mouth and a physical 

manifestation of the concert experience, yet many venues do not offer this. With AKKC’s 

culture package the consumer receives a gift box in a hotel room upon arrival (appendix 

10.10). The box contains a small bottle of aquavit, tickets for drinks and a map of the city, but 

not something tangible or something made specifically to facilitate the memory recall of the 

concert experience. As previously described, adding experience elements stretches the 

intertemporal experience, but tangible items may enhance the experience even further. 
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7.1.3 Creating Transformative Experiences 

The final step in the progression of economic value is what Pine and Gilmore term 

Transformation (cf. figure 3.1.1). Pine and Gilmore state, that when consumers have the same 

experience over and over again, the consumers desire something more than the experience. 

This desire is that the experience will somehow change or move the consumer, by making the 

consumer grow, learn or improve (ibid., p. 242). This final step in the progression of 

economic value goes from making experiences memorable to making these transformations 

effectual (Ibid p. 252). Although not a very frequent phenomenon, there are examples of this 

in the field of live music. One such example is of the Canadian electronic music producer Joel 

Zimmerman, who goes by the name Deadmau5 (pronounced dead mouse). At this year's 

Winter Music Conference in Miami, he is providing upcoming music producers and fans a 

tent full of music production equipment and a range of teachers, including himself, to let 

participants learn about music production and let them create music themselves (Deadmau5, 

2011). This kind of experience goes way beyond any regular concert and thus truly creates 

both a lasting and memorable experience which moves the participants. It is unlikely, that this 

will become a global phenomenon that takes over the more traditional live music experience 

in the form of a concert. This is due to the fact that it is very costly to set up this kind of music 

production facility, and even though demand is very high, the capacity is very low. Another 

requirement that has to be fulfilled in order to facilitate transformations is to know how far 

from the transformation the consumers are and to use this knowledge to better suit the 

consumers' wishes: 

“There's no sense even starting down the transformation path in these cases 

unless some other preformation activities first fortify aspirants in those areas in 

which they are too weak to proceed.” (Pine and Gilmore 2011:263). 

This means that ticket vendors and event stagers should ensure that the consumer's know 

exactly what kind of transformation they want to get out of attending the concert, and 

additionally know how to build on their current knowledge. As it is today, ticket vendors and 

concert venues know too little about the individual consumer to provide the opportunity of a 

full transformation. With consumers becoming more willing to share details about 

themselves, e.g. on facebook, it may become possible to connect this account with the unique 

experience offerings of the venues in order to offer more transformative experiences to the 

consumers. 
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7.2 Consumer Decision Making 

Karpik (2010) distinguishes between the active and the passive consumer, and between the 

autonomous and heteronomous consumer. In Karpik’s terminology, autonomy means the 

ability to identify and maintain one’s personal tastes, while heteronomy is an indication of 

accepting the preferences of the judgment devices (ibid., p. 104). The consumer respondents’ 

expectations of the concert combined with the genre, label and size of the market corresponds 

to the classification of the consumer respondents as shown in figure 7.2. 

Figure 7.2: Classification of Consumer Respondents 

 Small Market Large Market 

Autonomy 

 

Authenticity Regime 

Respondents 1,2,3,4 

Mega Regime 

Respondents 5-12 

Heteronomy Expert-opinion Regime 

(venues) 

Common-opinion Regime 

Respondents 5-12 

Source: Karpik 2010:96-105 & Appendix 10.8. 

The social element is by far the most important to the consumer respondents, especially for 

the larger group, but in part also for the small group, as none of the consumer respondents 

were going to a concert by themselves. Where the focus was on the party for the majority of 

the large group, the focus was on the aesthetic valuation of the music in the small group. This 

matches Karpik’s distinction between criteria based on originality and criteria based on 

conformity. For the large market it is not as much the ability to find the hidden gems, like 

consumers going for the upcoming artists at Rust or Vega, but rather it is about the larger 

artists, who the consumers need to have an opinion on and where conformity prevails. 

7.2.1 The Small Market 

The consumer respondents pertaining to the authenticity regime have actively sought out the 

specific concert and are mainly judging the concert based on aesthetic criteria. One aspect of 

the unique products pertaining to the authenticity regime is that these symbolic products are 

open to countless interpretations and quality uncertainty is therefore prevalent (Ibid, p. 134). 

The uncertainty regarding the aesthetic value is even stronger for more contemporary art-

forms, like the upcoming artists’ concerts. For classical music the judgment of what 

constitutes the ‘exceptional’ art has been institutionalized due to centuries of criticism and 

appraisal of the masterpieces (Ibid.). This is also one of the reasons why a venue like AKKC 

or Koncerthuset still stages symphony concerts of composers like Mozart or Strauss. 

Authenticity in regard to the small market is considered to encompass self-determined 
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freedom and self-realization which also match the individualized autonomy and activity 

purveyed by the consumer respondents. These consumers are trying to make sense of the 

information overload and takes on the task of filtering the ‘good’ selections within their 

particular genre. The judgment devices are increasingly spread out and mixed together in a 

hotchpotch of places. As one consumer respondent explains, he usually follows an artist and 

finds similar music via music magazine sites and from there it is a string of ramifications 

which lead to a potential discovery of a new artist adhering to a completely different genre 

(respondent 1). With the staggering amount of new music released every day, judgment 

devices are increasingly relied on, but the specific information search leading to the decision 

to attend a concert with said artist is often much too complex to fully comprehend. Therefore 

the consumer respondents in the small market often adhere to suggestions from friends, which 

is the dominating cause of both finding new music but also a factor in the decision-making 

process involved with selecting concerts. 

None of the consumer respondents adhere to the laws of the expert-opinion regime, which is 

classified by passive and autonomous consumers. The apparent paradox between being 

passive at the same time as being autonomous is conflicting in the case of music listening. In 

the case of concerts, it is important to distinguish between what the consumers’ options are, 

and who determines these options. The venues also rely on judgment devices, and while the 

venues look to other industry professionals about which artists to keep an eye on, both Rust 

and Vega also employ people whose job it is to scout for these upcoming talents. These talent 

scouts can be seen as experts who choose the ‘best’ artists to play at the different venues and 

thus adhere to the expert-opinion regime. The venues are thus both relying on judgment 

devices in order to decide which artists to present, and additionally the venues function as a 

judgment device for the consumers. The point being that the consumers can only choose 

between the already chosen. 

Authenticity is naturally an important factor to the consumer respondents adhering to the 

authenticity regime. Authenticity for the small market is seen by the respondents to be about 

the aesthetic qualities of the music and less concerned about the artist’s economic motives. 

However, authenticity is also derived from the institutionalization of a particular genre over a 

given period of time, and therefore it is harder to authenticate the contemporary upcoming 

artist than the likes of Mozart. Evaluating authenticity is also an inherently internal process 

and what one person experiences as completely authentic, another may view as completely 

inauthentic, and a third may be somewhere in between (Pine and Gilmore 2007:92). 
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7.2.2 The Large Market 

The autonomy-heteromony dimension is harder to define for the large market than for the 

small market. Even though most consumer respondents reported having chosen the concert 

themselves, they also reported being highly influenced by friends, who share their music taste. 

This suggests that most consumers are in fact a combination of autonomous and 

heteronomous because they put great value in determining and choosing their own 

experience, but on the other hand are very influenced by the judgment device that is ‘friends’ 

suggestions’. The large market can be discussed in terms of both the mega regime and the 

common-opinion regime. 

According to Karpik (2010), the Mega regime is characterized by the balance between art and 

commerce, with more tension between the aesthetics and profit-orientation than in the 

authenticity regime. The major labels are prevalent in the consumer respondents’ selection of 

artists, and the sheer connotation between the view of profit-oriented major label executives 

and the artist can be hurtful in judging the artist according to aesthetic criteria. When 

determining the artist’s authenticity in the large market, several consumer respondents 

emphasized the fact that the artist did not seem to be in it for the money, and while the 

consumer respondents in the small market emphasized the qualities of the music, the majority 

of consumer respondents in the large market emphasized the artist’s personality. When the 

artists reach a certain size, they become a brand under the domain of the major label’s brand. 

While still pertaining to a logic of originality and aesthetic evaluation, the brands compete for 

the most social validity (Karpik 2010:160). The different symbolic meanings attributed to 

these bands and brands are also part of the consumer’s identity whether they approve of or 

oppose these symbols. As Karpik states, the market of the megabrands in all its heterogeneity 

cannot be explained by just one regime of coordination, but are usually elucidated by a 

combination of two or three (Ibid., p. 166). The combining regime of the large market is that 

of the common-opinion regime. This regime relies on the charts, whether they are the most 

played tracks on the Danish radio station P3 (Graulund, 2012) or the top sold tracks in 

Apple’s music outlet: iTunes (Apple, 2012). Given that the iTunes store (and other music 

outlets) offer a variety of several million artists and songs, the information overload of the 

large market is reduced to what knowledge is circulated through radio, television and 

increasingly on the internet. In this regime, sales volume is assimilated to aesthetic value by 

the consumers. When the venues select the top-charting artists, they tap into a common 

musical culture, where the popular international artists are chosen because of consumer 

conformity to the charts. The prevalence of commercial devices in these regimes impacts the 

http://andyg.dk/p3trends/
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individual consumers, and when the individual choices are aggregated into sales charts, the 

rankings are reinforced by the authority of the collective choices. 

7.2.3 Commoditization and Desingularization 

Commoditization as well as desingularization is more probable with the larger markets 

(Karpik p. 242) and especially the Popular music markets are prone to this. Karpik explains 

this tendency by referring to the everlasting dispute on what constitutes good music, which 

inherently is an evaluation done on a subjective foundation. This may also explain why most 

consumer respondents do not grant the critic’s opinion much consideration, as they perceive 

the critic to precisely be too subjective. With classical music, there is a long tradition of what 

constitutes good art and thus this market is shaped by authenticity and expert-opinion. For the 

newer music genres, what is a fad and what will become glorious and great art in retrospect is 

harder to determine. Reliance on individual judgment, especially of one’s friends, who shape 

and share our taste, is given much more power in our perception of the ‘right’ or the ‘good’ 

concert to attend. As Restofte of Vega explains:  

“the recording industry’s crisis, and lack of action in relation to the digital development, 

really put us in a position where the concert experience is unique. It has become an important 

part of the concertgoer’s identity, that you can show that you have a taste and you have a 

certain identity through your choice of live concerts.“ (Appendix 10.12). 

When the venues control which bands should play, they immediately cut down the 

consumer’s options to a select few. These are selected on merits of aesthetics and of 

profitability. The venues are of course businesses and most consumers demand the large 

artists who they know from music radio, TV-shows and the internet. Some consumers limit 

themselves to charts, and others make their own choices, but the majority of the consumers 

adhere to a combination of genre and ranking (Karpik, 2010:250). This is mainly due to the 

overabundant supply of new music and the most effective judgment devices are often the 

rankings and charts. This refers to the logic of conformity and the idiom, that if a lot of people 

like something, I probably will too. 

7.3 Synthesis 

This section summarizes the key findings of the first two parts of the discussion and further 

discusses the match between the venues' experience offerings and the consumers' 

expectations. 

The venues are trying to enrich the consumer’s concert experience by adding intertemporal 

elements as well as by incorporating elements from the different experience realms. Vega is at 
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the forefront of creating unique experiences and uses these experiences as a promotional tool. 

Social media is increasingly used as a promotion tool by all venues, but in order to customize 

the experience offering the venues need to focus on the consumer’s individual needs. Social 

media may in the future be able to aid the venues towards a better understanding of the 

consumers’ needs. One way to create value for the individual consumer is by the release of 

apps, which function as a judgment device that shares the consumer’s taste. Transformative 

experiences can be created through the venues’ use of more personal data potentially obtained 

from social media. This is a necessity to fully embrace the next step in the progression from 

experiences to transformative experiences.  

Karpik’s consumer typology is accurate in its depiction of the small market according to the 

consumer respondents. The consumer respondents are autonomous and actively seeking out 

the specific concerts. The concerts are evaluated according to aesthetic criteria and 

authenticity is important, and especially important in regard to the aesthetic qualities of the 

music. The venues can also be seen as exhibiting behavior as an expert in their selection 

process of bands. In determining which bands can play, the venues rely on different judgment 

devices themselves, while they simultaneously function as judgment devices for the 

consumers.  

The multiplicity of both individual consumers and the output of new artists make it difficult to 

pin down the large market. The large market can be seen as an intense balance between 

aesthetic values and commerce, where consumers conform to charts and where sales-rankings 

equal quality. The balance in the common-opinion regime shifts towards commerce especially 

due to the short-term profit orientation of the major labels. Consumer respondents in the large 

market are harder to determine as strictly autonomous or heteronomous, since they are proud 

to having selected the band themselves, but at the same time highly influenced by their 

friends’ recommendations. This suggests that consumers appreciate the ability to choose, but 

often accept that which is suggested. Authenticity is also important to the consumer 

respondents in the large market, but their perception of authenticity is increasingly regarding 

the artist’s personality and not on the aesthetics qualities. The individual evaluation of 

authenticity shifting away from the aesthetic qualities can be a sign of the threat of the 

commoditization and desingularization inherent in the large market. 

The concert market can thus be seen as a hybrid pertaining to all four of the identified regimes 

of coordination, and consumers decide based on a mixture of autonomous information 

searches and recommendations within the individual’s network. The same procedure can be 

seen in the venue’s selection process of booking bands, although other regimes of 
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coordination are also inherent in the form of a professional discourse as to who is the next big 

hit. 

The venues are generally good at meeting the different consumer expectations. The 

consumers who wants to see the upcoming artists generally focus on the aesthetics and the 

authenticity of the concert experience. Rust is a venue, which fills this need, but given that 

Rust's main profit stems from the nightclub, they are not just focused on the concert 

experience. Due to the sheer amount of concerts at Rust it can be hard for consumers to 

choose, and Rust could learn from Vega in being able to catch the consumers' eyes by making 

their concert information easily shareable. Another option is to offer a mobile app, which 

guides the consumers to choose the right concerts. From both the venue interviews and the 

consumer interviews, it is clear that consumers sometimes do not realize that a concert was 

happening until after the event. These solutions might aid in that regard although the supply 

of concerts are abundant. Both the venues and the majority of consumer respondents regard 

the professional critic's influence as declining in importance. The explanation may be that 

consumers are increasingly becoming critics themselves. This also pertains to the increasing 

use of smartphones and social media where consumer reviews and comments on the concert 

can be disseminated swiftly. 

Most consumers expect a memorable experience, and the venues are generally focused on the 

intertemporal aspects of the concert experience. Where Rust focuses on the brief period of 

time after the concert, Vega and AKKC are focusing on making a better experience both 

before and after. Vega does not yet supply recommendations for dining or accommodation, 

but are researching different possibilities in this domain. AKKC offers culture packages, 

which include both dinner and accommodation, which stretches the intertemporal experience 

for the consumers. AKKC claims that the younger age-group do not want this, but 

alternatively AKKC could function as a judgment device in guiding the consumers to the 

good dining experiences before a show. The consumers are more satisfied with choices they 

made themselves, which is why the venues must focus on guiding the consumers to the 'right' 

experience offerings. The memorability of the concert can be increased by the venues if they 

provide some physical artifacts to the consumers. Given that consumers are spending an 

increasing amount of time online, these artifacts are increasingly becoming digital, either in 

the form of sharing photos of the concerts after the experience or possibly even allowing the 

consumers to stream audio or video from the concert. The Danish company Next2Live 

(Next2live 2012) provides the venues with this option, given that the artists are willing to 
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participate. So far, only Vega has participated in this coproduction of extending the 

consumer's experience in this way. 

The consumers want a transformative and unique concert experience, but given the costly 

nature of these kinds of productions, the venues are not always pursuing this. Vega is the only 

venue who had provided this kind of transformative experience, but suggested that this was 

more of a promotional effort. This could be a sign of commoditization and desingularization 

of the market, but given the increase in artists' fees and ticket prices, the venues provide the 

consumers with safer choices. These safer offerings are often based on the ranking and the 

common-opinion on what is popular. The perceived scarcity of the bigger acts also influences 

consumers to buy tickets for these concerts. These concerts are pertaining to the live music 

market inclined to be desingularized and commoditized. Therefore, the venues should focus 

on enriching the experiences instead of only offering variety in terms of the different artists 

performing. 
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8.0 CONCLUSION 

This thesis has approached the live music industry with particular focus on the distribution 

and reception of concert experiences. By combining literature on providing the consumers 

with enriched experiences and qualitative interviews with key players of the venues, the 

current state of the concert experience offering has been analyzed. In general the venues are 

taking different steps in order to provide enriched experiences, but more can be done in this 

field. Utilization of social media is a step in the right direction, by existing where the 

consumers find information. Furthermore, adding educational elements to the experience 

would facilitate the consumer's perception of the experiences as transformative. 

In order to analyze and understand how consumers decide to attend concerts, qualitative 

interviews with multiple consumers have been conducted and combined with literature on 

judging singular concerts. The consumers rely heavily on friend's suggestions, which makes 

the venues' strategy of utilizing the social network viable.  

The consumers are preconditioned to expect that the current format of the concert remains the 

same, but if venues enhances the experience by focusing on the unique, this could help ensure 

that the live music industry will not suffer from commoditization and desingularization. 

The experience economy model can be useful as a practical tool for experience stagers to 

examine their own experience offerings and potentially try to enhance these offerings. The 

next step in the progression of economic value is that of transformation, and with consumer’s 

increasingly sharing knowledge about themselves on social media, the venue’s may be able to 

better utilize this to offer more customized experiences, which are singular in their purpose to 

meet the consumer’s needs. 

Karpik’s consumer typology and the regimes of coordination pertaining to the different 

classes of consumers are a useful tool for classifying consumers, but there is one judgment 

device which is downplayed in the work. The internet combines a myriad of influences and 

social pressures to determine our behavior not only online but also in ‘the real world’. It is 

increasingly difficult to determine precisely where we as consumers find specific information, 

because the search engines lead us to one point of entry and from there to a vast amount of 

data. Judgment devices tell us what to choose and what the ‘right’ or ‘good’ singular products 

are, but on the internet a tool is necessary for evaluating the different evaluators. Therefore, it 

is suggested that venues should examine even more possibilities of guiding the individual 

consumer's to the 'right' concerts. 
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10.0 APPENDICES 

Appendix 10.1 Revenue Streams for Recording Artists 

 

source: McCandless (2010) 
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Appendix 10.2 Major vs. Indie (Independent) 

There are two typical paths from the artist's music to the consumers' ears. The major way and 

the indie way. 

 

The Major Way 

An artist or band has been practicing and maybe even played a few gigs before a demo is 

recorded. The demo is handed to a manager or is spread through the internet via sites like 

myspace.com. If the demo is good the manager will try to get a label involved. The label will, 

if they like the demo, give the band some money to record more songs. The money is 

typically spent on management fee, recording equipment, sound studio rental, professional 

sound mixers and possibly remixers. The new and improved songs are then published, 

distributed and promoted both physically and digitally by the label and the label's partners. If 

the consumers like the music there will be a demand for more and larger live concerts. The 

advantages of the major way is that the artist can focus on the music and let the business side 

handle itself through management and labels. The disadvantage is that the label might insist 

on artistic changes to the music and in turn giving the artist less creative freedom. On the one 

hand the major way more often leads to successful artists because of the promotion and 

marketing budgets of the major labels. The major labels take a big cut of the artists' earnings 

because they have to recoup the expenses involved with recording the album. On the other 

hand a lot of artists do not become successful and the label phases them out of their budgets 

before the artists actually was payed more than the initial payment for music production. In 

this way, some of the artists on a major label effectively become indies. 

 

The Indie Way 

An artist or band records, mixes, publishes and distributes their own songs. This gives 

complete creative control and still gives the possibility of sourcing publishing, distribution 

and promotion. If there is a demand for concerts, these are typically arranged by the band or 

through a promoter. The advantages of the indie way is that the band and artists have 

complete creative freedom and get to keep all profits. The disadvantage of course is that it is 

difficult to effectively promote the band's music without any funds and knowledge of the 

major labels. Most artists taking the indie way often get signed by either independent do-it-

yourself labels or alternatively if the artists have proven themselves successful they get signed 

on a major label. Again other artists start their own label to release their music, but this 

requires the artist to become a business owner, leaving less time to producing music. 
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Appendix 10.3 Venue Interview Guide 

How did you get involved with the live music industry?  

How do you get market information? 

How do you promote your events?  

How do you consider the importance of word of mouth? 

Are you doing any specific tasks to utilize this power? 

How do you perceive the importance of critics? 

How important is critical acclaim compared to making a profit? 

Why do you think people go to live events? 

How do you think the audience evaluates live events? 

Do you do anything out of the ordinary to enhance the concert experience for your audience? 

How do you determine the price for tickets? 

How do you strike a balance between the unique and the niche? 
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Appendix 10.4 Thematic Venue Interview Guide 

Themes Questions 

Market information How do you get market information? Which 

bands to book, which people want to see what? 

Promotion of experience products How do you promote your events? Why?  

How do you consider the importance of word of 

mouth? 

Are you doing any specific tasks to utilize this 

power? 

Judgment device: Cicerones How do you perceive the importance of critics? 

How important is critical acclaim compared to 

making a profit? 

 

Motivations of the consumer Why do you think people go to live events? 

How do you think the audience evaluates live 

events? 

How do you strike a balance between the unique 

and the niche? 

 

Enriching the experience Are you doing anything extraordinary to enhance 

the experience for your audience? 

 

Price How do you determine the ticket prices? 
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Appendix 10.5 Consumer Interview Guide 

 

1. What is the next concert you are going to? 

2. What made you decide to go to this band's concert? 

3. What specifically about this made the strongest impression on you? 

4. What are your expectations for the concert? 

5. Why are you expecting this? 

6. What would make this concert a good experience? 

7. What would make it a bad experience? 

8. What other information did you find out about this band's concert? 

9. How does this influence your expectations? 

10. Do you think this band is authentic? What does authenticity mean for you? 

11. How much is the ticket (price)? 

12. Does the ticket price reflect your expected value of the concert experience? 

13. Is this specific situation typical of your decision to go to a concert? 

14. Are your expectations for this concert similar to what you expect for other concerts? 

 

Possible additional questions about specific judgment devices: 

How does a bad or good review influence your expectations for this concert? 

How does a friend's recommendation influence your expectations for this concert? 

How does the band's popularity influence your expectations for this concert? 
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Appendix 10.6 Thematic Consumer Interview Guide 

Themes/Sub-themes Questions 

Market Size What is the next concert you are going to? 

Decision Driver 

- Aesthetics/Music 

- Social aspect 

- Friends recommendation 

- Information search 

 

What made you decide to go to this band's concert? 

What specifically made the strongest impression on you? 

Is this specific situation typical of your decision to go to a concert? 

What other information did you find out about this band's concert? 

Consumer Expectations 

-  Social aspect 

- Aesthetics 

- Price 

What are your expectations for the concert? 

Why are you expecting this? 

Are your expectations for this concert similar to what you expect 

for other concerts? 

How much is the ticket? 

Does the ticket price reflect your expected value of the concert 

experience? 

Concert Experience  

- Social aspect 

- Aesthetic 

- Venue 

- Authenticity 

 

What would make this concert a good experience? 

What would make this concert a bad experience?` 

Do you think this band is authentic? What does authenticity mean 

for you? 
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Appendix 10.7 Thematic Table of Venue Interviews 

Theme Questions AKKC Rust Vega 

Market 

information 

 

How do you get 

market 

information? 

 

Which bands to 

book, which 

people want to 

see what? 

Usually contacts 

impressarios, 

booking agents, 

who supply 

artists. The size of 

the artists (A-list) 

means that they 

are signed to 

major labels, 

which means that 

they are in 

cooperation with 

the big booking 

agencies: Live 

Nation, ICO 

Concerts and 

CSB. 

 

Sometimes people 

want to rent the 

venue, but people 

associate the 

events with the 

specific venue, so 

they are wary of 

low quality events 

hurting their 

image. 

 

Huge puzzle 

finding dates. 

Combination of 

being contacted 

by artists/booking 

agents and 

contacting 

artists/booking 

agents. 

 

Increasing amount 

of gear. Beyonce 

has 13 trollies of 

gear. 

 

No metal, hard 

rock or jazz. Very 

versatile music 

profile. Mixes 

indie with 

electronic things. 

 

Find market 

information 

through music 

media, and 

"listening to what 

people are 

moving on". Want 

to book bands 

before they 

explode, but don't 

know why they 

explode. 

 

If well known, 

and experienced 

musicians are 

playing then 

there's a guarantee 

for a certain 

standard. 

 

Pretty much know 

all Danish bands. 

 

International acts, 

they look at the 

distribution 

companies and 

what labels are 

releasing them. 

Depends on size 

of the names: 

 

Established and 

international 

artists: 

are only coming if 

they are touring. 

They are not 

coming to 

Denmark unless 

they are touring. 

 

Danish artists: 

New album 

release, or they 

simply feel the 

time is right. The 

bookers' job to 

catch the trends 

out there, and 

being a step ahead, 

so they can 

present it before 

it's too big. 

 

Upcoming bands: 

Appreciating the 

opportunity to 

play, not on tour, 

advance quality 

check. Checking 

youtube, social 

media and 

facebook. 

Consumers 

suggest on 

facebook, and they 

usually listen to 

the music. 

 

It's a question of 

keeping your ears 

open. 

 

You can't just look 

at sales figures, 

i.e. Lucas Graham 

who just released 

debut album. 
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Promotion of 

experiences 

How do you 

promote your 

events? Why?  

How do you 

consider the 

importance of 

word of mouth? 

Are you doing 

any specific tasks 

to utilize this 

power? 

Very wide media 

market today. 

Previously an ad 

in the local paper 

was enough. Now 

they use all kinds 

of media: 

newspapers, 

magazines, radio, 

TV-stations, 

banners, and 

posters. They 

segment their ads 

to feature in genre 

specific 

magazines, e.g. 

Opera ads in 

Opera magazines 

etc. 

They are also 

making a lot of 

competitions. 

 

Increasing 

importance of 

social networks: 

facebook. Cheap 

way of reaching 

people. 

Increasing focus 

on mobile 

technology. 

Depends on if it's 

promotion of 

early concerts, 

late night concerts 

or club. 

 

Have different 

teams running 

theme nights, so 

they promote on 

their own 

networks. 

 

Club: Street 

promotion team. 

Pyramid scheme 

with 10 friends 

below them, who 

each tell 10 

friends etc. 

 

Early concerts: 

Writing to papers 

and blogs. 

Sometimes 

competitions. 

 

Late night 

concerts:  The 

only ones that are 

promoted by Rust 

on social media 

etc. 

 

40 events a 

month, so they are 

afraid of 

drowning people 

with promoting 

every single 

event. 

Digital 

communication. 

Blog communities. 

Making 

information, news 

and photos easily 

shareable. 

 

Small team of 

music aficionados 

help things get on 

facebook. 

 

App for 

smartphones. 

 

Posters, but also as 

a part of venue 

branding. 

 

Vega magazine 

with presentations 

of the programme 

and interviews 

with artists. 

 

Collaboration with 

Spotify. 

 

Generating press, 

presence on social 

media and the 

website. 

 

Frost concert, as a 

promotion tool. 

Importance of 

critics 

How do you 

perceive the 

importance of 

critics? 

How important is 

critical acclaim 

compared to 

making a profit? 

 

They want good 

reviews because 

they want to have 

high quality 

things. The review 

sends signals that 

they are a venue 

that delivers high 

quality. 

If you have bad 

events in a row it 

quickly gets 

diffused to the 

public. 

Not important, 

because they don't 

have that size 

names. 

 

More about the 

venue and the 

ambience than the 

artists. 

 

 

Not important in 

relation to live 

music as 

previously. The 

users are the new 

critics. 

 

People use 

reviews in 

retrospect to 

confirm that it was 

a good concert. 
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Venue's 

perception of 

consumer 

motivations 

Why do you think 

people go to live 

events? 

How do you think 

the audience 

evaluates live 

events? 

How do you 

strike a balance 

between the 

unique and the 

niche? 

 

Discusses the 

nobody knows 

principle by using 

Liza Minelli as an 

example. It is 

unclear if she can 

still sing, and if 

people really want 

to experience her 

live. 

 

Focus on high 

quality because of 

the financial 

crisis. People are 

not going out as 

much and people 

are becoming 

more conscious 

about what they 

attend: they are 

willing to pay 

more, but they 

want higher 

quality. People go 

for the 

safe/popular 

choice. 

Small venue 

means you get to 

see the upcoming 

artists before they 

get too big and 

play at Vega. 

 

At Rust the focus 

is on the party. 

You pay less and 

might not see as 

much of the 

concert, but the 

next time you see 

the artist it is 

more expensive 

and a different 

experience. 

 

People want to 

hang out. Great 

sound down here 

and an intimate 

atmosphere. 

Good concert 

experience is not 

just about the core 

product. 

 

Live music is an 

important part of 

the concertgoer's 

identity. 

 

Every concert is 

unique as opposed 

to physical music. 

 

Embrace both the 

niche and the 

mainstream. 

 

Evaluate 

according to 

different criteria 

pertaining to the 

set-list, sound 

quality, band's 

attitude and visual 

appearance.  

Enriching the 

experience 

Are you doing 

anything 

extraordinary to 

enhance the 

experience for 

your audience? 

 

They are making 

package deals, 

and bundles with 

dinner and hotel.  

 

Younger age 

groups are not 

interested in 

package deals: 

"they buy a ticket 

and you just have 

to make sure you 

can serve some 

beer." 

Support acts that 

build up to the 

concert. Focus on 

not mixing genres 

between bands, 

and allow people 

to take some time 

after the concert. 

 

Making place-

specific events 

outside the 

building in 

cooperation with 

the street festival 

Distortion and 

with hotels. 

Focus on physical 

things: Stage 

lighting, air 

quality, good 

sound, short 

waiting time at the 

cloakroom, at the 

bar, and the 

restrooms. 

 

Focus on what 

they term before, 

during and after 

the concert. The 

important part is 

the concert, and 

they want to make 

sure that people 

are in a good 

mood before they 

arrive. 

 

Concert photos 

lets the experience 

linger. 
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Listening to users, 

30 minute muted 

lights. 

 

Consumers want 

concert photos, 

and this is a way 

to extend the 

experience. 

 

Price How do you 

determine the 

ticket prices? 

 

Supply and 

demand. 

They have the 

sponsor model 

widely used. All 

major shows lead 

to a deficit around 

a million kr. 

 

With one act they 

could easily take a 

100 kr. more, but 

with another act is 

a 100 kr. too 

expensive. They 

play it by ear. 

People don't have 

the money at 

Nørrebro as other 

places, so ticket 

prices are cheap 

(usually below 

100 kr.). Keeping 

low ticket prices 

because only the 

first 150 people 

out of 250 can see 

the concert.  

 

They give artists 

huge guest lists so 

they can bring 

their friends and 

family. 

Artists fees and 

demand 

estimation. 

 

Artists fees have 

exploded. 

 

Say no to thanks 

to artists who have 

to big a fee. Try to 

have as low ticket 

prices as possible 

to avoid 

cannibalization of 

the smaller stages. 
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Appendix 10.8 Market size for interviewed consumer's next concert 

Interview 

Respondent 

Band Genre Label Audience 

Capacity 

Market 

Size 

Participation 

1 Frisk Frugt Experimental 

Electronica 

Indie <200 Small Passive 

2 Jedi Mind 

Tricks 

Hip-hop Indie 450 Small Active 

3 Arvo Pärt Classical N/A 1800 Small Passive 

4 Lianne La 

Havas 

Indie/Singer-

songwriter 

Indie 540 Small Passive 

5 The Black 

Keys 

Rock Major 6000 Large Active 

6 The Black 

Keys 

Rock Major 6000 Large Active 

7 Turboweekend Rock Major 1500 Large Active 

8 Malk De Koijn Hip-hop Major 1500 Large Active 

9 John Fogerty Rock Major 5500 Large Active 

10 Kings of 

Convenience 

Indie/Singer-

songwriter 

Major 1500 Large Active 

11 Mike Sheridan Electronica Major 1800 Large Passive 

12 Jay-Z and 

Kanye West 

Popular Hip 

hop 

Major 15000 Large Active 

source: Artists and venue websites. 
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Appendix 10.9 Thematic Consumer Interviews 

Appendix 10.9.1 Interviews 1-4 

Theme Questions Respondent 1 Respondent 2 Respondent 3 Respondent 4 

Market size What is the 

next concert 

you are going 

to? 

Frisk Frugt at 

the botanical 

gardens, 

Copenhagen 

Jedi Mind 

Tricks at 

Studenterhuset 

Aalborg. 

Arvo Pärt at 

Koncerthuset, 

Copenhagen. 

Lianne La 

Havas at 

Koncerthuset, 

Copenhagen. 

Decision 

driver 

How did you 

decide to 

attend the 

concert? 

 

What made 

the strongest 

impression on 

you? 

 

Is this specific 

situation 

typical of your 

decision to go 

to a concert? 

Wanted to buy 

tickets for one 

band that 

played during 

Frost festival, 

which was 

sold out, then 

I saw that 

Frisk Frugt 

was playing. 

 

Untraditional 

locations of 

concerts. 

 

Exploratory 

searching: 

Bump into 

stuff, friends 

talking about 

it, posts on 

facebook, 

article. Most 

often the 

internet, 

music 

websites, 

Pitchfork. 

Big fan of the 

band. Never 

experienced 

them live.  

 

Was told by 

friends, that the 

concert was 

happening. 

 

If a friend has 

heard about 

something he 

calls me, if I 

stumble upon 

something on 

Hip hop 

websites, I call 

them. 

It's an artist 

that means a 

lot to me. It's 

not himself, 

but his music. 

A really 

talented 

conductor. 

 

I wanted to see 

a classical 

concert, so I 

went to the 

Koncerthuset 

website. They 

made it sound 

like it was 

something 

special, 

something 

unique. Once 

in a lifetime. 

 

It's my first 

time at 

Koncerthuset. 

I heard from a 

colleague she 

was fantastic 

live, and then 

watched clips 

on youtube 

with a lot of 

vigor. 

 

Strongest 

impression 

was from own 

information 

search. 

 

Usually: 

Through 

recommen-

dations from 

friends. If I 

hear about an 

artist I check it 

out. 

Consumer 

expectations 

What are your 

expectations 

for this 

concert? 

 

Are your 

expectations 

for this 

concert 

similar to 

what you 

expect for 

other 

concerts? 

Special, 

experimental, 

and new. It's 

an experience. 

Cool with the 

setting. 

Music is place 

specific and 

composed for 

the event. 

 

 

A cool 

experience. A 

good night out 

with friends 

with good 

music. 

 

A cool stage 

show, which 

makes it 

something else 

than listening 

to the record at 

home. 

Being with 

friends. Know 

their catalogue 

of music. 

A great 

emotional 

experience, 

very romantic. 

 

I'm going with 

my girlfriend, 

and it's going 

to be an 

emotional and 

special night. 

 

A good night 

out with a 

musically 

moving 

experience. A 

very romantic 

Intimate 

ambience. 

Open-mouthed 

appreciaten. 

 

Some concerts 

are for the 

party, and 

other concerts 

are for the 

"wow" 

experience. I'm 

just there to 

enjoy - 

pleasure.  
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In spite of 

having been to 

a lot of hip-hop 

I expect: that 

the band is late. 

experience. 

 

 

Concert 

Experience 

What would 

make this 

concert a good 

experience? 

 

What would 

make this 

concert a bad 

experience? 

To be caught 

by the whole 

mood and 

ambience. 

Invited wife, 

and hoping for 

immersion in 

the 

experience. 

 

Bad 

experience if: 

the sound is 

bad, the 

acoustic 

image is 

falling apart, 

or if it's too 

pretentious 

and 

introspective. 

 

 

Goes beyond 

the stage, so 

you feel like 

you're not just 

listening to a 

record.  

 

Getting 

through to the 

audience, by 

speaking or 

involving the 

audience. 

 

If they are 

happy to be 

there, instead 

of checking 

their watches. 

 

Bad: bad 

sound, 

spending a 

fortune on 

something you 

might as well 

have heard on 

the record. 

That the music 

is beautiful. 

 

If I'm moved 

to the bone. 

 

I'm hoping to 

be introduced 

to new pieces 

and be 

surprised. 

 

That it's going 

to  be a nice 

evening with 

the girlfriend. 

That the entire 

evening will be 

memorable. 

 

Bad: If the 

music doesn't 

reach me. Bad 

acoustics. If I 

don't know any 

of the songs.  

Good: Intimate 

mood and that 

people are 

blown away by 

her voice. 

 

Bad: If the 

venue is too 

big, this might 

hurt the 

intimacy. If 

there's too big 

a band, and it's 

too crazy. 

Information 

search 

What other 

information 

did you find 

out about the 

bands 

concert? 

 

How does this 

influence you 

expectations? 

 

Been to a 

concert with 

the artist 

before playing 

in another 

constellation. 

Following the 

artists on their 

website. 

 

 

 

 

Checked their 

website. 

 

Knows their 

catalogue of 

songs 

beforehand. 

No 

information 

besides 

Koncerthuset's 

website. 

 

A modern, 

popular 

conductor. 

 

I wish I was 

doing this for 

other concert 

venues as well. 

I want to go 

and not be 

spoiled by too 

much 

information. 

 

"Ugens 

uundgåelige" 

Authenticity Do you think 

this band is 

authentic?  

 

What does 

Yes. 

 

Something 

honest. 

Researching 

Yes. 

 

Very 

passionate 

about what 

Yes. 

 

Because the 

conductor 

knew the 

Yes, very 

authentic. 

 

Just a guitar 

and vocals. A 
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authenticity 

mean for you? 

what music 

can do. It's not 

a media stunt, 

a pop-

recording 

that's 

thoroughly 

produced. 

 

The pure 

product. 

they do. Their 

records are 

very 

distinguished, 

they are not 

concerned 

about business. 

Put heart and 

soul into it. 

composer. 

That ignited 

me somehow, 

that it was this 

conductor, 

who was 

interpreting his 

music. 

 

Very 

important, I 

probably 

wouldn't have 

bought the 

ticket if it was 

a Danish 

conductor. 

girl who is 

crazy talented. 

Doesn't require 

big bands, 

backtrack, etc. 

 

That it can be 

played with 

just guitar and 

vocals makes it 

authentic.  

Price How much is 

the ticket? 

 

Does the 

ticket price 

reflect you 

expected 

value of the 

concert 

experience? 

 

140 kr. 

 

High 

expectations 

due to ticket 

price, because 

of the small 

name and 

niche music 

genre. Half 

the price, half 

the 

expectations. 

Around 240 kr.  

 

It probably 

would have 

been 400 at 

Vega. 

 

You pay a 

fortune for 

tickets, so it's 

often 400-500 

kr. for an hour's 

experience. 

 

Twice as much 

as CD, so that's 

fair. But I think 

tickets are too 

expensive. 

250 kr. (with 

student 

discount) 

 

Yes. 500 

would have 

been too 

expensive. 

 

I think it will 

be a super cool 

evening, and 

then it's fair to 

pay for it. 

Around 200 kr. 

 

Yes, if it was 

more 

expensive, I 

wouldn't have 

gone. But a 

fair price, 

because she's 

on the verge of 

a 

breakthrough. 

 

 

*Importance 

of critics 

   No effect. I 

never read 

reviews before, 

only after. 

Low influence. 

Easier to 

identify from 

friends tastes, 

and the critic's 

taste is 

unknown. 

Subjectivity. 

*Importance 

of word-of-

mouth 

   Huge 

influence. 

You pick the 

concerts 

you've heard 

about from 

friends and 

colleagues. 
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Appendix 10.9.2 Interviews 5-8 

Theme Questions Respondent 

5 

Respondent 

6 

Respondent 7 Repondent 8 

Market size What is the next 

concert you are 

going to? 

The Black 

Keys at Tap 

1, 

Copenhagen. 

(large market) 

The Black 

Keys at Tap 

1, 

Copenhagen. 

(large market) 

Turboweekend 

at Tivoli, 

Copenhagen 

(Outdoors). 

(large market) 

Malk De 

Koijn, Store 

Vega, 

Copenhagen. 

(large 

market) 

Decision 

driver 

How did you 

decide to attend 

the concert? 

 

What made the 

strongest 

impression on 

you? 

 

Is this specific 

situation typical 

of your decision 

to go to a 

concert? 

I really like 

the band's 

music. A 

friend 

introduced 

me to a music 

video on 

youtube. 

Video and 

music fit 

together 

really well. 

 

Typically 

because I like 

the music, 

and find out 

about the 

shows. 

 

If I go to 

concerts with 

band's I've 

already seen, 

I'm not as 

excited. 

 

Prestige of 

having been 

there. 

Identity. 

I've heard 

from friends, 

that they play 

crazy 

concerts. And 

I've read a 

review of 

their concerts 

online. 

 

Primarily, 

because I like 

the music, but 

also because 

my friends 

endorse it. 

 

Previous 

experiences. 

I've seen them 

two times 

before.  

 

I first stumbled 

upon them at 

Skanderborg 

Festival. Big 

fan. 

 

Seen them at 

Tap 1, and at a 

more intimate 

setting. 

Looking 

forward to 

seing them on 

a bigger stage. 

 

Sometimes 

friends tell me 

about bands, 

and I will try 

that, but 

usually I never 

take the 

initiative to go 

to concerts. 

Saw on 

Gaffa.dk that 

they played 

an extra 

concerts. Few 

tickets left. 

Bought 

before 

friends. 

Afterwards 

friends 

bought. 

 

Heard from 

friends and 

read reviews 

on the 

internet that 

they play 

good live 

shows. 

 

Gaffa, 

soundvenue, 

politiken. 

 

Typically a 

social thing, 

and typically 

me, who 

finds the 

concerts. 

Consumer 

expectations 

What are your 

expectations for 

this concert? 

 

Are your 

expectations for 

this concert 

similar to what 

you expect for 

other concerts? 

It's rock 

music, so I'm 

expecting a 

good rock 

sound. 

 

To hear the 

songs I know 

and like. 

 

The band is 

hyped. 

 

That we're 

jumping and 

dancing. 

Where you 

can't stay still, 

but just want 

to jump 

around. 

 

Higher 

expectations 

than for other 

concerts, 

I have very 

high 

expectations 

because I've 

been to their 

concerts 

before. 

 

Social aspect is 

very important. 

In order to let 

loose, 

necessitates 

Expects a 

party.  

 

It's an extra 

concert, so 

I'm hoping 

they're not 

saving their 

energy. 

 

Social 

element is 

important, 
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Social 

gathering 

with several 

friends. 

 

I'm excited to 

see them, 

because I 

have never 

heard them 

live before. 

because I've 

heard they 

were a good 

live band. 

the social 

aspect. Not 

possible to be 

standing alone 

and have a 

blast. 

 

Memory of the 

experience is a 

social thing. 

 

I have lower 

expectations 

because of 

previous 

experiences. A 

special bond. 

but would 

have gone 

alone if 

necessary. 

 

Expectations 

higher than 

for a concert 

for 70 kr. at 

Huset. 

Concert 

Experience 

What would 

make this 

concert a good 

experience? 

 

What would 

make this 

concert a bad 

experience? 

The sound is 

good. That 

they are a 

good live 

band. 

 

How they 

interact with 

the audience. 

 

If it's a good 

venue. 

 

Cool 

atmosphere, 

like Vega. 

 

The social 

interaction 

with friends. 

 

Bad: If the 

sound is bad, 

either because 

of the band or 

the venue. 

 

 

If the band is 

in the mood 

to play. 

 

Bad: If the 

sound is bad. 

If the band is 

not in the 

mood. 

 

The venue is 

important, 

because I've 

been hurt by 

bad sound 

before. 

The weather, 

the view, the 

mood. 

Engaged 

audience and 

energetic 

performance. 

 

Place is very 

important. 

Personal and 

impersonal. 

Tivoli a bit 

more 

impersonal, 

but not like 

Parken. 

 

Bad: Bad 

weather, one's 

own mood can 

be influential. 

 

If they are 

happy to 

play, and 

plays material 

they like and 

if they're 

energetic. 

 

Bad: if they 

don't give it 

all. If it 

seems that 

they didn't 

want to play. 

 

The venue 

and the sound 

is important. 

and the mood 

among the 

audience. 

 

The venue is 

not too 

important, 

more the 

location. 

Information 

search 

What other 

information did 

you find out 

about the bands 

concert? 

 

How does this 

influence you 

expectations? 

 

Checked 

Wikipedia to 

find out about 

previous 

albums. 

 

From a link 

on youtube or 

facebook,  

I read that 

No additional 

information, 

besides the 

reviews, from 

a link on 

facebook. 

No 

information, 

besides 

listening to the 

music. Just 

interested in 

the music, not 

about the 

musicians. 

No additional 

information, 

because I 

know them 

pretty well. 
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they were a 

good live 

band - good 

chemistry 

with the 

audience. 

Authenticity Do you think this 

band is 

authentic?  

 

What does 

authenticity 

mean for you? 

I think they 

are, but I 

don't know. 

 

I like them 

because of 

their music 

videos. 

 

Authenticity 

is very 

important to 

me. If you 

feel that they 

love to make 

music and 

love their 

audience. 

 

TV-

promotion 

hurts 

authenticity. 

Yes. 

 

That they are 

present and in 

the mood. 

They are not 

just playing 

and moving 

on to the next 

place. You 

can sense 

that. 

Yes. 

 

Unlike X-

factor where 

it's too much 

of a concept. 

They love to 

be on stage 

and you can 

feel their 

personality. 

I don't know. 

It's a show, 

play and fun. 

I think it's 

authentic that 

they do what 

they think is 

fun. 

 

If you can  

feel if the 

artists like it 

or not. That 

they mean 

what they do. 

it's not a 

show to make 

money. 

Price How much is the 

ticket? 

 

Does the ticket 

price reflect you 

expected value 

of the concert 

experience? 

 

Around 350 

kr. 

 

Yes, a bit 

more than I 

would 

otherwise 

pay. They just 

got big, and 

with the 

"new" it's 

okay to 

charge a bit 

more. 

 

If they just 

released an 

"ok" album, 

then it 

wouldn't be 

fair. 

 

320 kr. 

 

Yes, it's a fair 

price. In fact 

it's cheap, I 

would've paid 

more. My 

expectations 

exceed the 

price. 

Around 100 kr. 

(entry fee to 

Tivoli). 

 

100 kr. is 

cheap. if 300 

kr. I would 

really consider 

if I would go at 

all, and my 

expectations 

would be 

higher. Price 

correlates with 

being more 

critical and 

higher 

expectations. 

300 kr. 

 

To a certain 

degree. I 

wouldn't pay 

300 kr. to see 

just any artist. 

 

A 300 kr. 

concert won't 

be 3 times 

better than a 

100 kr. 

concert. 

 

Evaluate in 

retrospect if it 

was worth it. 

*Importance 

of critics 

How does a bad 

or good review 

influence your 

High 

influence. If 

several 

Low 

influence, but 

matters for 

No influence, I 

don't read 

them. 

Depends on 

who writes 

the review. 
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expectations for 

this concert? 

reviewers say 

it's a bad 

concert, I 

would not 

buy a ticket, 

because I 

might as well 

listen to it at 

home. 

my 

expectations. 

 

If ticket price 

was higher, it 

would have a 

higher 

influence.  

Often they 

are very 

subjective. 

*Importance 

of word-of-

mouth 

How does a 

friend's 

recommendation 

influence your 

expectations? 

High 

influence, 

depending on 

the friend's 

musical taste. 

Higher 

influence than 

reviews. 

Higher 

influence. If a 

friend 

recommends 

something I 

would see it. 

High 

influence on 

expectations. 

*Importance 

of ranking 

How does the 

popularity 

influence your 

expectations? 

If they reach 

an 

international 

audience, 

then they 

have a certain 

level of 

quality. 

Increases 

scarcity.  

 Not important 

in regards to 

the concert, 

but if it's 

played too 

much on the 

radio this has a 

negative effect. 

Loses the 

charm. 

Not 

important, 

but alters 

concert 

expectations 

to more of a 

party. 
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Appendix 10.9.3 Interviews 9-12 

Theme Questions Respondent 

9 

Respondent 

10 

Repondent 11 Repondent 

12 

Market size What is the next 

concert you are 

going to? 

John Fogerty 

at Skovdalen, 

Aalborg. 

(Outdoors) 

Kings of 

Convenience, 

Store Vega, 

Copenhagen. 

Mike Sheridan 

at 

Koncerthuset, 

Copenhagen. 

(semi-large 

market) 

Jay-Z and 

Kanye West, 

Jyske Bank 

Boxen, 

Herning. 

Decision 

driver 

How did you 

decide to attend 

the concert? 

 

What made the 

strongest 

impression on 

you? 

 

Is this specific 

situation typical 

of your decision 

to go to a 

concert? 

Has wanted to 

see him live 

for a long 

time. Fond of 

Creedence 

Clearwater 

Revival. 

 

Going with 

girlfriend and 

family. A 

present for 

family 

member. 

 

Atypical 

decision: 

normally, I 

find and buy 

tickets. 

Invites 

friends. Reads 

more 

information: 

soundvenue, 

gaffa, 

pitchfork. 

Listens to 

newer 

albums. 

Increases the 

experience. 

 

Heard the 

lead singer in 

another 

constellation 

three years 

ago, and have 

been 

following his 

projects since. 

 

A friend told 

me they 

played two 

concerts at 

Vega, A&B. 

chose A 

because I 

want to hear 

the songs I 

know. 

 

Usually: I 

pick stuff I 

like.  

I'm primarily 

going because 

my friend 

invited me. 

 

I almost never 

buy a ticket to 

a concert, 

because a 

certain artist is 

playing. It's 

often through 

friends. 

 

It's too 

expensive just 

for the music, 

it's at least as 

much the 

social aspect. 

21 guys have 

been to 

concerts of 

the same 

genre. Part of 

an all night 

experience. 

 

Social aspect 

is important. 

We listen to 

the music 

when we're 

together, and 

great to see it 

live. 

 

Usually: 

Often this 

kind of 

concerts and 

the social 

aspects. Other 

than that, 

often with 

family, 

mostly A-list. 

Consumer 

expectations 

What are your 

expectations for 

this concert? 

 

Are your 

expectations for 

this concert 

similar to what 

you expect for 

other concerts? 

Not so high 

expectations. 

Good 

ambience, 

and that he 

plays the 

classics. 

 

Not, a 

musically 

good concert. 

A memorable 

concert, a 

nice 

ambience, 

"cozyness". 

 

Transitions 

between 

songs are 

important. 

 

Expectations 

Low 

expectations. 

Because if I 

have too high 

expectations I 

often get 

dissapointed. 

If I have 

no/low 

expectations it 

will be a 

better concert. 

A giant party. 

They are 

provocateurs 

and I'm 

excited to see 

what they will 

do. 

 

A really good 

night out with 

the friends. 

 



 
95 

depend on 

which kind of 

concert  it is.  

 

 

 

 

 

 

 

Concert 

Experience 

What would 

make this 

concert a good 

experience? 

 

What would 

make this 

concert a bad 

experience? 

Good: play 

the classics, 

good weather, 

that the 

backup band 

is good. 

 

Musicians are 

attentive and 

present. 

 

Bad: rain, if 

he's in low 

spirits. 

 

Often people 

talk a lot, and 

are 

unengaged. 

A good 

Interaction 

with the 

audience, that 

they are not 

just playing 

their music. 

 

Nice 

transition 

from one 

song to 

another. 

 

If the sound is 

good, if the 

audience is 

not pushing, 

if people are 

not talking. 

 

Bad: no 

interaction 

with 

audience. If it 

doesn't matter 

for them. 

  

The audience 

and how 

enthusiastic 

they are. 

 

The sound 

levels and the 

quality of the 

sound. 

 

The company 

one is in. 

 

Bad: 

Too many 

people, if it's 

too packed, or 

hot, and the 

sound is bad. 

Good: If they 

are engaged. 

Good energy 

from the 

stage. 

 

Bad: If it's 

routine. If it's 

playback, and 

they're just 

there for the 

money. 

 

Heard that it 

was routine 

for the artists, 

but on the 

other hand 

some say it 

was the best 

concert ever. 

Information 

search 

What other 

information did 

you find out 

about the bands 

concert? 

 

How does this 

influence you 

expectations? 

 

Not yet. And 

probably 

won't. Know 

their back 

catalogue. 

Not interested 

in his solo 

career. 

 

If another 

artist: usually 

checks 

information 

of previous 

concerts. 

Myspace and 

wikipedia. 

 

Found out 

that there was 

no support 

act, better 

because this 

is the band I 

came to see. 

 

Usually: 

Pitchfork. 

Not much, but 

I will. Going 

from google, 

to 

Soundvenue. 

Primarily 

reviews of 

both records 

and live. 

 

Determines 

my frame of 

mind for the 

concert, but 

not for my 

expectations. 

Listen to the 

music daily, 

and follow 

them on 

twitter, blogs, 

and other 

places on the 

internet. 

 

Authenticity Do you think this 

band is 

Yes to a high 

degree. That's 

Yes. 

 

Maybe. 

 

That's tricky, 

but yes, 
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authentic?  

 

What does 

authenticity 

mean for you? 

very good 

about him. 

 

This means a 

lot. Being 

attentive. 

That the 

artists are 

passionate 

about their 

music. The 

concerts and 

bands I like 

are authentic 

and attentive. 

Even more 

important 

live, than on 

CD. 

That they are 

genuine and 

reliable. 

If he's playing 

what he thinks 

is right, not 

trying to live 

up to 

consumer 

expectations. 

 

 

because they 

are 

provocateurs. 

 

Kanye West 

interrupted 

the MTV 

video awards. 

 

If he wasn't 

authentic that 

wouldn't 

matter. 

Price How much is the 

ticket? 

 

Does the ticket 

price reflect you 

expected value 

of the concert 

experience? 

 

380 kr. 

 

Yes, 

compared to 

other 

concerts. It's 

at least half 

price of 

Leonard 

Cohen. A lot 

of Danish 

names also 

take high 

prices. 

 

No system in 

the prices, but 

this is fair. 

250-260 kr. 

 

Price doesn't 

matter. If it 

was 50 or 100 

kr. 

expectations 

would be the 

same. 

 

 

I don't know. 

 

If I pay 400-

500 kr. to go 

to a bad 

concert, where 

the sound is 

bad,   

550 kr. 

 

It's not too 

expensive 

compared to 

others, but 

550 kr. for a 

show 

increases 

expectations. 

 

World renown 

increases 

expectations. 

*Importance 

of critics 

How does a bad 

or good review 

influence your 

expectations for 

this concert? 

High 

influence. 

Live reviews 

rarely 

available 

before 

concerts. 

Used in 

retrospect. 

Often they are 

correct. 

Not at all. It's 

too 

subjective. I 

don't read 

them. 

Has a big 

effect. Record 

reviews, no, 

but live 

reviews, yes. 

 

Low 

influence, 

because they 

judge the 

aesthetics, 

and I judge 

whether I like 

it or not. 

*Importance 

of word-of-

mouth 

How does a 

friend's 

recommendation 

influence your 

expectations? 

High 

influence, if I 

share their 

musical taste. 

Higher 

influence than 

reviewers, 

because my 

friends know 

my musical 

Pretty huge 

influence. 

Because you 

share music 

taste. More 

important than 

High 

influence if 

we share 

similar taste. 
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tastes. experts. 

*Importance 

of ranking 

How does the 

popularity 

influence your 

expectations? 

Often a 

negative 

effect. Not a 

sign of 

quality that a 

lot of people 

like it. 

Increased 

skepticism. 

  Huge effect 

that they have 

been at it for 

so many 

years. 

Increases 

expectations. 
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Appendix 10.10 Transcribed Interview with Ernst Trillingsgaard – Aalborg 
Kongres- og Kulturcenter 

How did you get involved with the live music industry? 

That's an old story. When I was a soldier, we made movies and theatre for the soldiers. Then I 

was hired by a private company where we also did a lot of entertainment shows. Then I 

became CEO of Holstebro Hallen, which was a new arena with a big stage. This was the first 

time and place, except for this place, where we received funds to build a great big stage with 

lighting, and so on and so forth. When I was 25 I became CEO and had shows from all over 

the world, especially Eastern Europe. There was a wall at the time, but especially the soviet 

union and poland – I was the one who imported the most Polish operas, and got a cross and all 

that. But of course also a lot from the western part of Europe, England and France and such. 

We made a lot of concerts. Henning Stærk started at my place, where he used to stack chairs 

at night, he started playing and wanted to play on stage. So he built his band up at that place. 

And this is where I started to do the revues, it started in 1969. Two years with Dirch Passer, 

and they were a huge success, being the biggest revues outside of Copenhagen. And then in 

1985 I was offered the position here in Aalborg, all the while I was hired as a consultant for 

the Circus Revue in Copenhagen. The guy who was in charge in Copenhagen, Torben 

Petersen, called Torben Træsko, didn't know anything about revues, so that's why they called 

in me, and we did the first revue with Lisbeth Dahl in 85, and then the next year we got Ulf 

Pilgaard and Klaus Ryskjær in on it, and now I'm still affiliated at that place, as a consultant 

aiding in hiring actors, editing text up until the opening night. 

Here [in Aalborg] I've been for 26 years, and pretty much had all of the world's biggest artists, 

besides Danish artists. Also guest performace, opera, ballet, musicals, and soloists, Elton 

John, Tom Jones, Miles Davis, Rod Stewart, and so on and so on. A lot of the world's biggest 

artists here. And now we also have some of the biggest names in Gigantium and cooperate 

with Skråen [small concert venue in Aalborg], and ourselves we have three stages. We have 

the biggest stage, which is a copy of the Royal Theatre's stage, it's as high as the round tower 

the stage. Then we have the Europe Hall stage, and the smaller stage. All of them with theatre 

tower and cord drives for lighting. With the Symphony Orchestra, we have over 100 theatre 

and music performances every year. Tonight we have [Niels] Hausgaard (Danish entertainer) 

sold out in the Europe Hall, and we have Casper Christensen and Frank Hvam (Danish 

entertainers) sould out in the big hall. Yesterday we had the Symphony Orchestra in the big 

hall, and Niels Hausgaard in the small hall. And that is an example of what's going on. On 

sunday we have a guest play from Vienna, playing Strauss, and the sunday after that we have 
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the Wiener Philharmoniker, and then we have a big fire show from Russia, as the only venue 

in Denmark, so this is how it is all the time, besides our conferences and exhibitions. But the 

most joyful is of course the concerts and the theatre performances, that's for sure. […] 

 

How do you find out which concerts, and theatre performances for that matter, to book and 

there's a demand for? 

Well, it's a huge puzzle. It's not really as complicated as one should think, but it is a big 

puzzle. Because, there's a lot of different ways to book someone. In the past, we had to 

contact the embassies in Eastern Europe, but not today. Previously they didn't have 

impresarios, but today they do. But sometimes we get contacted by countries' embassies if 

they are making a tour. Then we use our foreign connections in London and New York. 

Besides that we have an agent in Berlin, and one in Munich, the one is for the big guest 

performances, and the other is for musicals and also the huge plays from Eastern Europe. 

There are two, well actually three, big Danish impresarios. The biggest is Live Nation, which 

is global, and who has 60-70 percent of the world's big names, and those we have a 

cooperation with. Now Herning has a great new venue, so they take some of them, the names 

we used to get, but we don't have as big a capacity. But in spite of that we will get some 

anyway. The other is Arne Worsøe at ICO [concerts] who we are also in business with, and 

then there's one called Carsten Swollgård from Fanø, who started his own [company]. These 

three also come to us with offers. Then we do business with them. Right now I'm negotiating 

about Leonard Cohen, but I don't know if it will be OK. I've always wanted him, but it never 

succeeded because we have so many bookings we can't fit him in. We get a certain date, but 

then we might have a conference going on, and then we have to say no. We have done that 

twice with Leonard Cohen. And then there is the possibility that we contact the artists 

directly. This rarely happens anymore, because almost all the theatre companies have agents, 

and the artists as well, but there are a few single artists we contact directly. Roger Whitaker 

was my old friend for instance, I don't know if you remember him, and Nana Mouskouri, 

those names? 

 

Yes, I know them. 

And also Kiri Te Kanawa. We got in contact with her the first time through a British 

impresario, and then we got to know her. Then you can make a deal directly with the artists. 

But this rarely happens, because even a soloist like her, normally has an agent. In fact, 

everybody, has an agent nowadays. There are also agents, who only have one artist, you 
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know, they only take one. The others they have a lot. Take Kiri, now I also know her, but she 

has her own agent, and normally they do everything. Of course the artist has to approve that 

they are going to Aalborg, Oslo or Copenhagen, but it's the agent's job to do all the 

negotiating, finances and all the practical stuff. So these are the different approaches. 

[…] 

Sometimes people come who want to rent the location, but we have to be careful, because 

some are serious and some are not, and it is all connected, so we have to watch out for low 

quality. […] Because in people's awareness, they feel like it is us who are planning these 

events. If people come and make something that hits bottom, we have to be careful who to 

rent it to. Those who come and say they can do it all, usually can't do anything. 

 

Is it usually artists you want to book, i.e. you contact Live Nation or another Impresario and 

say we would like this, can this work? 

It is a combination. We have some people we want, we were just negotiating about Mariah 

Carey, and we have some wishes, and other hand we have those who approach us who say, 

now this and that is going on tour, are you interested. So this is another way of interacting, 

there's not a special code or way of doing it. Perhaps we say, now we want this or that, can 

you check if it's doable, and then there's two possibilities, either to buy someone solo, and this 

is very hard, because today there's a unprecedented levy, technicians and so on. Previously the 

singers came only with a guitar, performed and went on the road again. For Beyonce, and 

Shakira, there were thirteen lorries with trailers, lorries with trailers of technology, and they 

are not easily moved. So if it's not an opera star like Kiri Te Kanawa who plays with our own 

symphony orchestra, then it's hard. But the others, they are on tour, then you are offered a 

specific date, so you can't just get them. 

 

So you are in a bidding war with some of the others? 

Yes, then we have to see if it fits in with our schedule, they are on a European tour or a world 

tour even. But then we have to participate in a European tour. 

 

How do you promote your events? 

The media market is so wide today, so it's totally tremendous. Previously we could just put an 

ad in the local paper and we would have the entire region covered. That is not possible 

anymore, so you have to use the wide media market. So of course we use the papers, local 

papers, and more national newspapers if it's the bigger names, it depends on who the artist is, 
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and which clientele you are trying to reach. Then we have the local radio, we also use, and 

two local TV-stations, TV-NORD and TV-Aalborg, or what it's called. And then we have, 

depending on the clientele we are trying to reach, if it's young people we sometimes use the 

youth magazines. If it's opera, we use magazines that only revolve around opera and put ads 

in them. And then we have our homepages where people really are buying tickets, and then 

we got on facebook a month or two ago, which also gives... well this means, that you have a 

media market so vast, that it's pretty much impossible to frame it correctly. And the social 

networks, facebook and youtube are highly increasing. And this is a good approach, because 

it's mouth to mouth, and this is probably more especially younger people who say 'are you 

going to that concert with Sanne Salemonsen', ' yes I am, what are you wearing?'... etc. etc. 

then it spreads on its own. And that's really good. You can't be certain that you only need to 

do that, and you can't yet, because facebook is a cheap way of reaching people. Instead of 

getting expensive and big ads. We are already feeling an effect now, and it's only, it was 

probably in September or October [2011] we started, we can feel a reduction in our ad 

spending, at least in these areas we are talking about; Casper and Frank, Anders Mattesen, and 

in part [Niels] Hausgaard, Nik & Jay, DAD, Sanne Salomonsen, these concerts that are more 

or less directed at younger people. There we can feel the effect of not having to spend as 

much money on ads. We do use the traditional methods of banners on the street, and posters 

around the city, but it is surely on the decline. 

 

So you are focusing more on the other [forms of advertising], like word of mouth? 

Yes, and it's of course increasing the more and more people get used to this. The next 

generation is used to doing this and using their phone, you can buy tickets on the phone, and 

it's a question of 10 years, I mean, it is really increasing. And I don't know how many people 

is on facebook, it's probably a third of the country.[…] 

 

What about critics, reviews and such, does this have an effect and are you using this in your 

marketing? 

It has two effects, because, and we have touched upon this, but you want to make high 

quality, and in that way something the reviewers like. The actors want good reviews, and we 

of course also want the good reviews. But it also has a connection to the reputation of the 

venue. By having good reviews, sending signals that this is a venue that delivers events that 

are of a certain quality. And there it has another significance than just a review of the event, it 

has a general significance that, 'well now there's another thing in there that got a good review'. 
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So there you are increasing your reputation and your renown, so people can say 'we can go in 

there, because we know, that the things they put on in there have a certain level of quality, so 

in fact it has two meanings. And that's important. That is as important. You always have to 

take care of your reputation. If you have some bad events in a row, it quickly gets diffused, 

much faster than if you have some good shows in a row. And in some way or another, people 

like talking about if something wasn't as good [as expected]. That's human nature. 

 

Do you sometimes bring something in, where you're thinking, this is probably not gonna get 

good reviews, […] where you know a lot of people are going to buy the ticket, but at the same 

time you might wonder if this artist can meet the expectations? 

You hit the nail right on the head. I'm sitting with this thing now, Liza Minelli, and you're 

hitting the nail right on the head, because nobody knows. I'll probably buy it, but you take the 

risk that you'll sell a hundred tickets or you'll sell two thousand tickets. I don't know, and 

nobody knows. Will people come to see her, because they wanna be able to say that they've 

experienced seeing her once in their life, or will they say, 'well, now she's too old, and we 

don't know if she can sing anymore'. This is a typical example, and we're battling this now, 

the girls [in the marketing department] don't believe in it, but I believe in it. So we are battling 

and now we've made an offer for a specific date, and if she says yes, then we're in for it. And 

there you can say, nobody knows. First of all, you don't know how well she sings, I know 

she's engaged with Las Vegas now, and that's a sign that she can sing, but nobody knows how 

well she sings, and how the reviews are, and nobody knows, and that's even worse, you don't 

know if you'll sell. You risk that people say, 'no, she's too old, we don't wanna see her'. So 

you risk that there's only a hundred people. You risk that people in my age [in the early 

seventies] say, 'I wanna see her, so I can say, I've seen her live', who knows? You don't know 

it, I don't know it, no one knows it. You might as well ask someone on the street, he knows as 

much about it as I do [laughs]. You can't know it. Of course those who are a hit right now, 

that's self explanatory, but as soon as you get under those 20 or 30 acts, or how many it is, 

then it's problematic. I saw the violinist David Garrett, do you know him? He's huge! In 

America as well. We made an offer for him as well. The world's fastest violinist, plays 

classical and rock together. Fantastic. And I could get him, but do people know him? I don't 

know. Maybe, and it's of course better in Copenhagen, maybe more people know him there, 

because it's a bigger city. And because they get more publicity. For example Sting, Sting has 

just been in Copenhagen and got page after page, and TV. He was here in June. 
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Yes, I went to that concert. 

And nobody wrote anything. No TV. No nothing. That's the problem with being in Aalborg, 

that they wont even write about it. The local paper of course, but not the national papers. And 

there is […] as far as I know, only a third or about that, 40 percent of the city's population 

which subscribe to Nordjyske [seminational paper based in Aalborg]. I don't want to be 

quoted for that, but there are a lot. And this means, that you can't even target them. And who 

are the people who subscribe? What is their age-group? They are from 40 and up. There are 

not very many young people who subscribe or even read it, and that's the next problem. Our 

own newspaper will not be able to cover what is needed. Because those in your age and 

around that age, will... do you read it? 

 

No, but I live in Copenhagen, so... 

OK, but there is the problem. Who reads the paper? Which segments do it, which age-groups 

reads the paper. Thereby we are back to the other form of marketing. Those who read 

Politiken  and Berlingske [national newspapers] they are also old fogeys, right? (laughs). At 

least Berlingske. With Politiken it's a little bit different, because they have more cultural stuff 

and so on. And who reads Ekstra Bladet? That's another clientele. That's those who go to 

football and handball, it's sportspeople. 

 

I'll say there's a greater chance that I'll read about it on facebook than in Nordjyske. 

If we are talking about that type, of youth concerts, then it's true. 

 

What about price, how do you determine what the price is? 

Well, that's like any kind of business acumen, supply and demand, right. The big names, 

which we've discussed a little bit, the names we just talked about, there we are losing money. 

We don't make any money on them. And how can we do that? We can do that by having 

sponsors. I have created this model with sponsors, which runs in all venues, in 1987. […] 

That's the model they use in Herning, and at the Royal theatre, that was invented here in this 

office. And now we have 112 sponsors, and I've just been calculating a little [gets papers]. 

These are the ones that I now know will result in a deficit. Melodi Grandprix, that's a million, 

Ice Show is a million, Wiener Philharmoniker is a million, Abba, that might work, “Den glade 

enke”... These are those, that's 5 millions. […] It's the sponsors who are paying for them. 

Then you might say, why are we doing these events if they are not making a profit, when we 

are businessmen. We do it because something has to happen in the city, in what is now known 
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as the outskirts of Denmark, that we have to... We have the venue, which has the facilities 

required, then we also have to do something. And we are aiding in keeping and attracting, 

maybe especially highly educated people, because there is a cultural life in this venue. But we 

are also trying, a lot is being done to attract younger people, to study here. Aalborg university, 

but also commercial college, technical school. And there we are a part of the picture. It has to 

be, that there are something like us, for the younger people, event houses, the theatre and so 

on and so forth. So you need some hits once in a while. And we have to get these. And these 

result in a deficit. Let's see what this guy Leonard Cohen gives. 1.3 million in deficit, even 

though we take 1.200 kr. for the most expensive tickets. So there's no profit in making the big 

concerts. There are of course, in those I've mentioned, DAD, Sanne Salemonsen, Nik and Jay, 

Hausgaard, and Casper and Frank. There we are making a profit, but with the big names, we 

are losing money. 

 

Are you doing anything extraordinary to enhance the concert experience for the audience? 

Well, we are doing a lot. We have cultural package deals, for a lot of the international stuff. 

And that means that this package consists of a dinner, a ticket and an overnight 

accommodation,  and then you get a small case, on the bed when you arrive, now I have a few 

examples here. Here's a small bottle of aquavit, and there's tickets to get a free cocktail or a 

free beer in the Jomfru Ane street, here's a map of the city, and candy and all sorts of things. 

And there is one per couple, and it's very popular. Especially with the older people, because 

younger people they are not too into this. But those who come here, and those who have the 

money, aged plus fifty, they have their pensions. They are heavy consumers of this. 

And then we do other stuff. I've just made something called 'the one-club', they are coming 

tonight I think. The one-club I think it's called. And then you can probably figure out what it 

is. It's something we just started. Meeting with other singles, but it's not a dating club. And 

there's not that many people, around 14. And this was to do something different. […] 

And then we make a lot of competitions. In magazines, in papers, on the radio, here and there.  

Competitions, competitions, competitions... In Billed Bladet [a national family magazine] we 

just had a competition, and Familie Journalen, again that's depending on what the clientele is. 

Here you can see [… showing competition]. This we are doing all the time, also on the radio, 

'win two tickets'. 
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Something like making these package deals, or trying to offer something more than the 

concert, can you sense that, you have a good and long experience in the business, can you 

sense that there is increasing focus on the events being unique? 

Yes, you are totally right. The more you can make a finished experience, the better. It's like 

when you go on holidays. Now I'm not talking about your age, but others.The more you 

package it the easier it is, and the more is inclusive and included, the better it is for a certain 

clientele. And these are of course what I call the mature over 50. They want that. 'well, there 

is a package, there's a dinner, there are tickets and we're living there' bang. Everything is 

complete. But it all depends on the age. It's not the same clientele that goes to both this and 

that. Yesterday we had a symphony concert and Hausgaard. You could stand by the entrance 

and see who were going to the symphony concert and who were going to Hausgaard. You 

could sort them very precisely. And that's a typical example of how the audience differs. You 

could very precisely see who were going for the classical and for Hausgaard. Both in age, and 

attire, and manners, their attitude. The younger people aren't interested in stuff like that, they 

buy a ticket and you just have to make sure you can serve some beer. [...] 

 

So you have to get some of the revenue from selling beer? 

There's two things. You should get as many people in as possible, but you have a maximum 

capacity. Now for example with Cohen, we're trying to set it at […] 1200 kr. But God only 

knows if people will pay that. They might say that's too expensive. It's impossible. Everytime 

we have to sit and figure out where... With Hausgaard we could easily take a 100 kr. more per 

ticket if necessary. And with another show it's a 100 kr. too expensive. So it's hard. We play it 

by ear. 

 

What do you think people get out of going to concerts? 

The way the picture is shaping out right now, with the financial crisis, then it seems it's 

always been entertainment which has sold the most tickets, but that's a bit more in times of 

crisis – the lighter part of entertainment. […] The more expensive classical part is a little 

tougher to sell. And it's also about you have to have good stuff. You always have to have that, 

but in times of crisis, where people are sorting, and aren't going out as much. If they usually 

go four times a year, they might only go three times a year. So they are more conscious about 

what they attend. […] The way we're seing it right now, and that can change next year, then 

it's the lighter form of entertainment they are going for. And then they are willing to pay a bit 

more, but they want a good quality. They've always wanted that, but it's more distinguished 
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now. Where people say 'if we are going, then... we have lesser means than we're used to, so.' 

And the Melodi Grandprix we sold like that. So people wanted to go to that. And the 

childrens grandprix we sold out before the real grandprix. I thought it would have been the 

other way around. Which is another proof that you'll never learn, even though you've been at 

it for so many years. You don't know. 

 

There's no formula? 

No. The Cirkus Revue and our own revue, we are selling. We have the Cirkus Revue in the 

summer and our own revue in the winter. They are selling, and they are also lighter 

entainment. That's also being sold. When you move to the heavier stuff, ballet and opera, then 

it's tougher. But if you take the old stuff, then you'll sell them, but when you start with 

something new, with opera and ballet, then it's difficult. Our emphasis now is on the lighter 

entertainment, we also have the other stuff, we have a lot of opera, five operas, but the 

emphasis is on the lighter entertainment, until if and when the economy is taking off again. 

 

When you say people are going to the familiar and popular stuff, is it the same way with 

music concerts? That people are listening to stuff they've heard several times before? 

Let's take an example. We have the thing from Vienna on sunday with Strauss melodies, and 

it's sold out. We have the Wiener Philharmoniker the week after that. The greatest orchestra in 

the world. They are playing Sibelius. That's not sold out. There you have two huge 

companies, where I think the Wiener Philharmoniker is up here, compared to the other 

company. But it's the other company who sells the tickets, because they play Strauss 

melodies, while the others play the classical Sibelius. Then people say 'if we are going, we 

want the easily accessible music'. Of course, there's a base clientele who are going, but that's 

it. That's as far as you can go. Then you can advertise from here to Skagen and to Gedser, but 

you won't sell any more tickets for the Wiener Philharmoniker. Those who want to listen to 

Sibelius they pursue that. But the others, it has sold way more tickets than the Wiener 

Philharmoniker, it should be other way around for God's sake. But it's not! That's the way it 

is. 

 

Okay, thank you very much. 
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Appendix 10.11 Transcribed Interview with Thomas Jepsen - Rust 

How do you get market information about what band's people want to hear? What bands to 

book? 

Rust is very versatile. We stay away from metal and hard rock. And jazz. Other than that we 

have all genres. One our greatest advantages is that we have a very versatile music profile. It 

can be a bit confusing for people because they can be attending an indie concert and then right 

after there's a night club or an electronic thing. Then we have globally, with the world music 

center close by and Stengade [a venue close by], who do have the metal and rock part. It's 

very cool that we're not competing like that. Of course sometimes there are indie bands, 

which we have here, that they would also like at Stengade. Then it's a matter of who is the 

highest bidder or provide the best conditions. We are trying to represent all the genres we can, 

but also both big names and small names. 

 

How do you find out what the big names are and what the small names are? 

That's through music media, or listening to what people are moving on. Some bands are 

exploding. And the cool thing is to book a band before they explode. Like Danish names like 

Dig og Mig, and Ulige Numre 6 months ago. If you had booked that, that would be a cool 

thing to do, because they suddenly explode. And Kidd was a story. Many of these bands 

suddenly explode, and you don't konw why. Those are the funny stories, but the others bands 

are, that you can see maybe some well known people, some experienced musicians, are in the 

band and you know they have a certain standard. It's not always a guarantee for quality, but 

it's getting there, you know that they play well on stage. That's very important. We pretty 

much know all the Danish bands, because we have so many bands going through the house 

during a week. The International acts we are of course looking at what distribution companies 

they are in and what labels are releasing them. 

 

How do you promote your events? 

Rust is divided in two ways. We have our early concerts, like other venues, but Rust also has a 

night club. Compared to other venues in the area we are the only ones. Vega has almost shut 

down their night club, and Stengade doesn't have a night club, Pumpehuset has sometimes, 

Loppen doesn't have, they close at 1am. So we are the only ones who have a night club, and 

we are differentiated in that way, that we have the early concerts and then our night concerts. 

The way we promote our night club is through our street promotion team. Young people 

roaming the streets who are shouting out about the club, telling their friends and other 
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acquaintances and on facebook. It's a kind of pyramid scheme where you have someone 

responsible at the top and he may have 10 ambassadors, and those 10 may have 10 friends 

below them and then it's like a house of cards, going out like that. The earlier concerts we are 

using the media, if it's an indie concert we are collaborating with the management of the 

bands, and sometimes the labels are happy to help and then we make a poster or give away 

some free CDs in a competition. Stuff like that. So the early concerts are very, about writing 

to papers and blogs and that kind of stuff, the night club is very much about personal contact. 

 

How do you see the importance of word-of-mouth marketing? 

I think it has always been important. It has always been the thing that's worked best, that 

people have been talking about it. And it's probably the thing that is very important to get 

people into the club, both concerts and the night club; that you have people around you who 

are speaking up about these things. But instead of talking about it, people are logging on to 

facebook or twitter or something, and that's also a way of communicating, but at this time, 

we're drowning in stuff. It's been like that the past year, that we're drowning in all these events 

all the time and birthdays and stuff, sending birthday cards and shit like that on facebook. We 

are drowning in this media thing, so we should go back to speaking to each other, or having a 

poster, something you can relate to, something simple. […] 

But it's clear, that word-of-mouth has always been the thing that has worked the best. The 

bands are really the best promotion tool we have here, because we are doing the underground 

thing, which means we have much smaller names and upcoming names. And when they get 

bigger and bigger they go to other venues, and have a reference point to us, that's very cool. 

When they get to the size where they are playing Vega, then there's another reason that people 

go to concerts with them, and that's because people eventually know who they are. But here, 

when “When The Saints Go Machine” and “Turboweekend” played here, nobody knew them. 

At that time when nobody knew them, we were going on and on about how cool these bands 

were. 

 

Compared to what you do with the night club and street teams, are you doing that with 

concerts? 

Not in the same way. We are open 4 days a week: Wednesday, Thursday, Friday and Saturday. 

Rust are running a lot of clubs so to speak, we have a lot of different clubs that run for half a 

year at a time, and then it's fading out, because people are totally washed-out after half a year, 

but then a new one will come along. So we have clubs on Wednesdays, Thursdays and 
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Saturdays; 3 clubs out of 4 nights. They have their own way of promoting their things. 

Wednesdays we have the kids from Cheff Records, with Kidd and the others, who are doing 

their thing. Electronica is on thursdays, they have their own network, and Saturday is hip hop 

and urban stuff, and they have their own network. So we actually only have Friday we are 

promoting. It gives us credibility when Rust night club is presenting a night concert, we have 

our promoters who are only promoting that friday. The concert part is sometimes a bit harder 

because if we're open Thursday, Friday, Saturday, and we have three shows a night. That's 12 

bands a week. That's around 40 bands in a month, right? So if we had to promote every single 

event, then people would get sick of us. Sometimes we do it for the early concerts, if we can 

see it's not selling enough, or if we've paid some money for an international act or something 

like that. Then we set sail to something more and add extra promotion on facebook or make 

an event and have some boys promote it. Otherwise we only do that for the nightly concerts. 

 

How important is critical acclaim, reviews and that kind of thing? 

We don't have that size names down here that are getting reviewed every time. So when we 

get a review, then it's just cool to read, it's often the ambience that is being reviewed here. It's 

not so much the concert. We are a small venue, and you are paying 60 kr. to listen to a band, 

which you may see at Vega, or another place, six months later selling tickets for 200 kr. So the 

review is important for the ambience, but of course it's nice to get publicity, it gives 

something when people say, oh now you're in Soundvenue (Magazine on music and fashion) 

again or at ibyen (Cultural section of Politiken). That's totally cool, but I don't think the 

review is that important to us, because we're used to it not being there. But we had a review 

for something last week on our birthday celebration, and had some of the names that are 

getting reviewed. […] But it's nice to lean on, if we get an offer for a concert later that year 

that if last time they played this or that place they got 6 stars, would you like them to play 

here? And then you can see that they have actually gotten good reviews, so maybe you want 

to hire them. 

 

Are you doing anything extraordinary to give the concert attendees a unique experience? 

Yes. We always have some support acts when we have a concert. It's really important, and you 

know that from yourself, when you go to a concert it's cool to have something that builds up 

to that concert, and it's really important that after the show, that you have something of a 

smooth transition. And previously we did something with an indie band, and people were 

crazy about this band, then afterwards an electronic DJ played. The first thing he put on was 
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something with a pumping bass and some house stuff. And the people who have been to this 

concert they get very confused by this, they feel thrown out, you know. It's very important to 

have that thing afterwards, where you give people 3-4 songs to finish their beers and to get 

their jackets, and then out. Then they might hear the pumping bass, and think: “cool, now 

we're out”, but then they are on their way out anyway, so they've been through the wringer. So 

the thing after, and before, we have a lot of focus on. And also the transition DJ's between 

bands. So if you have two folk bands playing, you wouldn't have a rock song playing between 

the concerts, but maybe you'll play something more quiet, like Bon Iver, so people feel that 

there's a common thread. 

 

How do you determine the prices for your tickets? 

I think they are determined by the environment around us. When it's Nørrebro, people don't 

have the same kind of money that they have other places, people want things cheap. Also 

because Rust is a venue where you can go see a concert, and it's only the first 150 people who 

can see the concert, the rest are standing in the back, which you probably tried yourself. And 

if you're standing and not able to really see anything, then it's irritating to have paid 200 

kroner for a ticket. So when you've paid 60 kroner and you get to see something, like 

Trentemøller playing on stage, then that's okay. Or if it's an international act you think okay, 

that's fine. Then it's just a crazy good party, which you've paid 60 kroner for. The next time he 

plays in Denmark, then it's a bigger place, and you know you'll pay double as much, but then 

again you get to see the entire concert. But you've been at the party down here [at Rust]. 

Because it's a totally different party, when it's in a night club. And it's the same with the early 

concerts. We rarely charge more than 100 kr. for our early shows. But we're playing around 

with the idea - because we are offered a lot of stuff, that we would like to present, you know 

bigger stuff that is simply too expensive because we can't have more people than we can fit 

and we can't charge what they can at other venues. So we've often been cooperating with 

Pumpehuset, where we've rented their location and Rust sort of moved to Pumpehuset and 

made a show there. And that's something we would like to do again, after Pumpehuset 

reopened. I think that would be pretty fine. 

 

In relation to how many people are coming, how much do you have that under control - if it's 

gonna be sold out? 

We have a concert capacity for 250 people. And if it's presale tickets, then if it's sold out is 

simply says sold out. When we've sold 250 tickets, then it says sold out, and then you can join 
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a waiting list. At the door we have counters, so people are clicked in, and when there are 250 

people down there, then no more is allowed in. But of course there are people going after the 

concerts, and then it's up to the security to watch how many people are walking in and out. 

Then if it's sold out, we might open up for an additional room, and then we can have an 

additional 100 people. It might be centralized around the stage, so it's even more crowded 

around the stage, but in relation to the fire authorities and stuff like that, then we're allowed to 

do it here. It's clear, that in relation to a hip hop concert, then we're thinking a lot about the 

security, but at indie concerts, people are just a tad smaller and they don't mind standing close 

together and, you know, there's a different atmosphere. So there we don't mind if it's a bit 

more packed. But we never exceed our capacity, because you can get shut down and huge law 

suits and stuff like that. [...] 

 

But I'm also thinking about, when you're booking a band, do you have a feeling about how 

well this band sells?[...] 

It's pretty much only when we have international acts we do the presale. The Danish stuff it's 

very rare we have a presale, because they usually don't sell that well. [...] If we make an 

agreement with the band, that they get the [money from the] door, then they think it's nice that 

they can sell tickets, so they can see how many are sold and stuff like that. I think in 2012 we 

maybe had 15 things with presale, and maybe 4 of them sold out. The rest are selling 80-100 

tickets maximum. 

 

How do you know if something is a bit too niche, is that a problem you are dealing with? 

[...] 

Our nightclub often saves a lot of stuff, because it's there that people are coming down and 

spending money on going out. While the concert part is - we have a lot of volunteers down 

here, but it's not a voluntary operation here. So it's costly just to open the doors, people are 

getting paid for 4 hours minimum and there's a technician and there's production and all kinds 

of stuff. So it's costly just to open the doors. So we know that the concerts often result in 

deficit, and that's accepted. We also receive government funding, which gives us the money to 

do it. We present two thirds more music than we have the money for. Really we should be 

closed Wednesday and Thursday, and only be open on Friday and Saturdays. But a lot of 

bands want to play here, and we really love the music, so we want to make it possible, so we 

just present a lot of names. Often there are a lot of small, niche stuff. There are no genres we 

avoid, except metal and jazz. One could say, Mumbathon, small bleep blop genres, all sorts of 
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weird stuff, dubstep, we have it all down here. We have all genres. It's more the size of the 

name, which sometimes proposes the biggest challenges in relation to selling. If you have the 

small names, then they don't sell, but then they [the band] get a guest list, and that's pretty 

large, because then they can get all their friends to the concerts. We have been doing that to a 

degree.  

 

You can make some money on selling beer? 

Yes, then we make some money there. And you could say that it's very important - of course 

it's cool to make money from selling beer and from the bar, because it has to cover the deficit 

from the entrance. That is really important, because we have an early concert rush-in, and we 

have a later club rush-in. So when people arrive for the nightclub, if there are no people, like 

three people who've been at a concert, then you walk in and look around and there are no 

people at Rust, then you move on to a bar or find another place. But if you walk in and you 

can see, there's actually like a 100 people, then that's cool. They might leave after half an hour 

but they are there until they finished their drinks and they might smoke a cigarette. Then they 

keep hanging out and then there's this transition between the early concert and the night club. 

And therefore it's really important to us, that there are 100 to 150 people attending the 

concerts, because the effect is that the night club also is there. People want to hang out. So if 

you can see that these three bands, we're not doing presale, because nobody knows them 

'cause they're upcoming bands, you know. And they themselves can lure people to the concert, 

would we rather people pay 40 kroner at the entrance, or do we want people hanging out at 

the club, because of the good transition? Then of course, we choose the latter, because we 

would rather avoid the 40 kroner and have more people hanging out. Then you get in for free, 

and that's what we have. We have free artists. And we don't give away stuff for free, like free 

beer and drinks, that's very rare, but we give these guest lists in order to get people in. Of 

course the other venues have different opinions on this - is this fair to do? But that's what we 

do. 

 

What do you mean by fair to do that? 

There are other venues that are at the same level as we are, like Stengade has some of the 

names that we also would like to have, and the other way around, Beta at Amager also have 

some stuff. Loppen has some names, though far between, that we also could compete against 

sometimes. They perhaps don't have the same possibility of making these guest lists, because 

they may make other economic agreements than we do. So some bands may find it more 
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interesting to play at a venue where, we have a great sound down here, and we have an 

intimate atmosphere that a lot of bands think are cool. The small names, they would much 

rather have a list with a 100 people, so they can have all their friends, girlfriends and family 

inside, rather than getting 3.000 kroner and making people pay 40 kroner to listen to their 

music, which they have never played [live] before. So in that way, it makes more sense to say, 

"Yes, we would rather have a lot of people down here", so they might drag 80 friends down 

here to listen to their band, and they have a great night. Afterwards we talk to the band, and 

say: "okay, you had 80 people down here, well done. Let's make a deal that you come back in 

six months, then you can practice and you might get paid for it, and we might make a list of 

only 40 people". In that manner we are aiding in building these names up, and many of the 

bands get separated in the meantime, because they find other stuff to do, and they travel to 

Peru or something. But sometimes they also grow, and all of a sudden you can see that they 

jump together in different constellations, and all of a sudden they get to be a great band, who 

we share some history with. So in that way we are helping in building them up. But the guest 

lists did a lot for us, it meant that we could sustain the crisis period we were in, where Vega 

closed their night club, Pumpehuset shut down, Stengade shut down, that's when we decided 

to implement this thing with the guest lists. Because, when people didn't have any money, 

then they could get in for free, you know. But that also has the effect, that it could be fun now 

to go back a little and charge a little bit, like people could just pay 20 kroner. But that often 

scares people off, because they are not used to that here. So people easily get used to 

something, that it should be cheap to get in. 

 

It might also have to do with expectations, if people pay something, then they have other 

expectations than if they don't? 

Yes.[...] 

 

What do you see as the challenges for venues and the general live music business in the 

future? 

Well, generally or at Rust? 

Both, please. 

I think it's very important that you as a venue are not only thinking about presenting music. It 

also has to do with getting out from the venue and doing other events. For example, we are 

participating in a thing in Malmö called Øresundsfestivallen, where we are working together 

with Malmø to present some Danish names over there, and they present some Swedish names 
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here. Back and forth.We are doing some street parties at Distortion, and we do grilling and all 

kinds of stuff. And we're trying to get out of this building and do stuff at Pumpehuset. In the 

summer we are doing something at some of the hotels where we are doing a friday bar with 

them. So together with them we present some DJs and invite some of our guests to get a beer, 

and stuff like that. I think it's really important to do that, think outside the venue. And Vega 

does the same, they have this OD wagon that records different stuff, and they want Nano and 

Mega Vega. I think to have those visions is very important. And I think that in this time of 

crisis, it's hard for people to get paid for what they do. [...] 

Right now we're just super busy. One thing is that you can do the same thing over and over 

again. Like, you can get up in the morning and the first thing you do is, that you may have a 

habit, that you get a cup of coffee and then take a shower, and someone else takes a shower 

first, you know. And it's the same here. Every Wednesday you walk down and put posters up, 

but you might as well do it at another time. Maybe one could do it Monday, and more people 

see it, or something like that. I think getting people in, and there's this dynamic in the building 

is useful, in order to make people think in new ways. 
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Appendix 10.12 Transcribed Interview with Magnus Restofte - VEGA 

How did you get involved with the music business? 

Vega is my first job in the music business, I haven't been involved before. I have neither 

worked at a student job or as a volunteer, trainee or the like. I have played music in a band, 

and been a DJ, so that has been my way in, I've been a creative artist, not at all on a 

professional level, but despite that I've experienced some different elements. I have played at 

Vega and other places around the country. I've been here five and a half years now, and my 

approach was that Vega, when I started here, they were looking for a head of communications 

and I had some ideas, especially regarding which ways to move on that digitally. I've always 

been focused on the digital communication. I studied Cand.Comm. at RUC, and I've always 

dealt with, both academically and professionally, with digital communication. And that made 

it happen, that I got the job here, that I was offered the job here. So that's been pretty old 

school, and Vega was in many ways a dream job, because it united a huge interest for music 

on many levels and at the same time being able to see this from a scientific and professional 

perspective in relation to developing the communication platform which surrounds the core 

product - both night club and live music. So that has been my entrance to this. I haven't been 

born into the music business, I came in relatively early in my career, but it's not like 

something I have otherwise been seeking out, like I haven't been knocking on record labels 

doors in order to work there. I came from an advertising agency, a first-aid organization, and 

different production companies, where I've had focus on digital stuff and been managing 

digital productions or digital departments. So that's my background. 

 

How do you get market information about which bands to book, and what people want to 

hear? 

This is divided in many ways. The concerts that take place at Store Vega, they are artists of a 

certain size, so for the most part it's established artists. And that means that, it's a question of 

whether or not they are on tour. If it's a big international artists, you can wish for them, but 

they are fundamentally not coming to Denmark, unless they are touring. It's simply too 

expensive to launch otherwise. So you are very dependent on which artists are on tour, and 

are planning a tour.  You know that a year or a half before, and then you can book them to our 

frame. But we are also in competition with other venues, which are not necessarily music 

venues, but like a sports centre or an exhibition centre. So it's also a question of whether we 

have the right economy to get these bands here, which we can collect in one way or another. 

So it's very dependent on the tour activity of these artists. So if you move to the layer below 



 
116 

that, Lille Vega, there it's more 50/50, if it's international artists then it's the same, they have 

to be on some kind of European tour, otherwise they won't get close to us. If they aren't doing 

that, then you can still make an inquiry, and they might try to make something work, or we 

help them in some way to make it work, like helping them to get gigs around Europe or 

something like that, but that doesn't happen very often. So for the most part it's very 

dependent on whether or not they are already on a European tour. With the Danish artists, it 

can be a little different with Lille Vega. It can be because you feel like the time is right, that 

there are some who have released a new album and want to test their material, or that you 

simply think that there's an artist who is interesting to present for a smaller audience. And 

that's the job of our bookers; to have enough contacts in their network so they can catch the 

trends out there, and at the same time being a step ahead, so we can present it before it's 

something that gets too big for Lille Vega. So it's about proactive work. Then there's Ideal 

Bar, where we also have live bands. And that's mostly upcoming bands, and they are not 

necessarily on tour or something like that. These bands are usually just appreciating the 

opportunity to play. And there it's a question an in advance quality check, so we can see who 

needs some experience before we can make them "a link in our chain", which means that they 

can create a fan base which then qualifies them to play at Lille Vega for example. And 

hopefully in a few years they'll be able to play at Store Vega. And that's where we make our 

money, that's Store Vega. So that's more proactive working, it's more pioneering work, it's 

about taking chances and listening to what other people think and what your gut feeling is and 

also being updated on what the users like. And that can be done in a variety of ways, from 

seeing if someone is played a lot on youtube, or other digital services, social media like 

facebook. Through our facebook page people can recommend, which they tend to do a lot, 

"isn't it about time that these guys play?" or something like that. And unless it's a band which 

is a complete mismatch with our profile, then we usually listen to it or have a very good 

reason for them not coming, if they are not coming. So that's pretty much it. We don't really 

do consumer surveys where we say: "hey, what would you like to hear?", and then have 

people write something down on a piece of paper. We made a facebook poll on who people 

dreamed of seeing in Store Vega's frame, and Daft Punk won that one, followed by; I don't 

remember, Pearl Jam, Tom Waits, Radiohead. So it was huge international names, so you 

could say that, if they were to play in our frame at all, that would be a once in a lifetime 

experience, because they would at a minimum be able to fill up Forum, or in that 

neighborhood. Maybe not Tom Waits, but at least the others. So there we get an indication of 

what our mainstream audience fundamentally are looking for. But other than that it's a 
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question of keeping your ears open and being good at going out and getting the inspiration to 

book the right names compared to the profile we have, which ranges from electronic music to 

rock, hard rock, and all that's between. We also have world music, we don't have a lot of it, 

but we do have world music here. And sometimes we also have jazz, but it's very rare, since 

it's not our primary focus. Then it's more in order to provide a different frame from what it's 

usually in. [...] 

 

That was pretty much about the supply side, and you touched upon the demand at the end, but 

is there something you say no to, because you think, that nobody wants to see it or the demand 

is too low? 

Yes, very much. There is a lot we turn down, especially in Store Vega if we can see that the 

ticket price or the artists' fee, which is what fundamentally determines the ticket price, doesn't 

match our expectations about how many tickets we can sell. Then we nicely say no thanks. It's 

really a question of whether or not we believe that the artist have a big enough fan base for us 

to be able to draw them in given the ticket price they want in fee. Seen in the way that we 

often reach a ticket price at Store Vega which is somewhere between 150 and 300 kroner.  

But there's a huge difference in whether it's 150 or 300 kroner for how many people we can 

expect to come. So yes, to a high degree we say no to artists, and that goes for all the stages, if 

we think that either: that they don't have something which is strong enough artistically, 

compared to what we offer in our frame. What happens is, that we have such a strong cultural 

brand that what we show in our frame often is recognized as something to keep an eye on or, 

it's good enough to play at Vega, so they can get a lot of jobs based on that. And therefore we 

are also very aware that we don't just have high school bands that may have a lot of facebook 

friends, but fundamentally lacks the quality to be able to play in our frame, maybe they sound 

too much like a band from the USA or they haven't found their real identity or quality yet. So 

yes, we say no to a lot, but we have more than 300 concerts here pr. year, so it's also a 

question about us having the space and room in our calendar. We might as well say no 

because we don't have any room in our calendars for more concerts. After all, Copenhagen 

isn't that big, and there are other suppliers of concerts in the city than us. 

 

How do you promote your concerts? 

We have a huge focus, also in virtue of my background, on digital communication in general. 

We use a lot of energy on our website, on our online newsletters, our social media, twitter, 

facebook, and other social media. 
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What are those? 

We use... You could say, that the degree of social media can also include blog-communities 

or the like, who we fundamentally use our energy to service. That means, making sure they 

have the information, the way they want it, giving the possibility of having the photos in a 

format that makes it easy to post on blogs or the like. So we make it very convenient to bring 

our concert news, of course if they think of it as a piece of concert news. But also so they can 

use it, and don't have to spend too much time on it. And then you service a part of the people 

who listen to what each other think are right. So you make a kind of network communication 

in relation to that. We have our own promo team. A small dedicated team, who are very fond 

of music, which helps us spread it to different networks, both simple things like physical 

things, flyers and posters to their educational institutions, but who also help us to get things 

on especially facebook, and let it live out there, so people can "like" it, and all in all be aware 

of our events in here. Then we have an app for mobile phones, for smart phones, both android 

and iPhone. It functions both as a calendar, where you can buy tickets, but also has the 

function that you can trawl your music library, see what artists you have and make matches in 

relation to our concerts at Vega and in addition to that recommend concerts that are related by 

genre to what you are listening to the most, and what kind of music you have most of on your 

mobile phone. And that's an inspiration tool, because we know, a lot of people have said it 

and we did research, which said that a lot of people didn't know the concert was there until 

they read a review in a paper. So that means that they missed that the concert was taking place 

but they really wanted to see it. We are lucky that a lot of our concerts are sold out, but some 

are not sold out, for very good reasons. Therefore it is our task to make it easier for people to 

find that inspiration and that also has to do with getting the things out to the right scenes. This 

is also why we spend a lot of time on the press generating content. We try to make it easy for 

the different cultural editors to bring our news, and that's pretty much it. That's primarily what 

we use our energy on. Of course, we also have concert posters, but that's as much a part of our 

branding as it is a promotional marketing tool. We also have a Vega Magazine which is 

published twice a year, where we're doing this thing totally old school. We're focusing a lot 

on digital media, but a physical product can do something different, you can take it home, and 

hopefully more people will read it, and especially on the cafés it can be something you 

browse through. So it is published in April in order to make it for the season. In fact it was 

supposed to be out in March, but it is first published in April, and then again in September. 

And it follows our seasons, presents our programme but has equally many articles with 

interviews with some of the younger artists that we want to push forward in this magazine. 
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This is why our magazine has the focus where some of the other magazines don't. And 

hopefully during the next 6 months we will make an iPad version with the possibility of 

watching some of our recorded concerts in high quality and further give the possibility of 

keeping up to date with what's going on. There's going to be a collaboration with Spotify, and 

an integration in both our digital media and theirs, so it's easier to listen to the music and we 

can make us of that marketing channel it is for our concerts. So that's our primary tasks. 

 

Do you have a feeling about what works better, of these different marketing channels? 

Often it is a hotchpotch of all the elements. The most important thing is to be present where 

your target group is, so it's easy for people to discover you. A combination of the press 

generating things, and a presence on social media and our own website, that's very very 

important. Our communication to smart phones has also been well received, and therefore 

there is no doubt that with the digital universe, also in relation to which additional sales and 

services can be connected to the core product, that it's going to develop tremendously in the 

next couple of years. We are pretty confident in that, and are looking forward to it. It's 

exciting that we can be a part of developing exactly that thing. But these entities, the press 

generating and our digital communication cannot be separated, but often fit together so it's a 

unity. 

 

What are the possibilities for additional sales, you were talking about? 

We did some research on what constraints people  have about going to a concert, and that can 

range from small things like, they don't know where to eat dinner before the show, and that 

they aren't sure that the dinner is finished before the concert starts, and something about 

transportation; how do you get the easiest transport to the venue, and that's especially a 

problem for the people from afar. It can also be about accommodation. It can also be 

babysitting because the amount of families with children have exploded in Copenhagen 

during the past decade. And this makes our target group stretch. Where it used to be people 

without kids, who are in the age-group of 18-30 years, which it has been for a considerable 

time, then it's maybe more also families with children and stretching the age-group to 40 years 

and even more. Because we grew up with live music and experiences, and we are many in the 

age-group between 30 and 40 years. And we have permanent occupations and are able to 

afford to go to a concert, also without thinking too much about the ticket price; we can afford 

to buy a beer and so on and so forth. So this target group is placed on the same footing as the 

younger target groups, who are also students or the like. And this creates the need for 
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focusing on more elements, because you can make it easier for this group to go to a concert. 

Because they really want to go to concerts.  But there can be some small constraints that make 

this a little bit hard for them, so they can't cope with it. So there you can think about making 

services, in collaboration with a lot of partners, so you can be the mediating product, the one 

who guides the consumers. This can be through the ticket purchase, that you in that process 

guide the user to certain services, and it can also be selling merchandise or the like. So it is 

possible if for example you're in here, to make additional purchases, via mobile phone you 

can make subsequent purchases. So this is an example of something I predict is going to be 

happening more and more, and something we are going to be focusing on the next few years. 

 

That sounds interesting. How important do you see something like word-of-mouth? 

Well, social media, facebook, is the new word-of-mouth. It's very much a product that 

especially the younger target groups use to indicate that they are up to date, or you can 

indicate that you think something is cool, by this "like" principle. I see this, to a high degree, 

as being a modern and digital kind of the word-of-mouth method which is clearly important. 

From our point of view, it is also about identifying gatekeepers who are allowed to think 

things are cool, because maybe a lot of people are listening to them. And facebook - it can 

also be blogs - is a really good method for modern word-of-mouth marketing. 

 

Are you doing anything specifically to exploit this, for example on facebook? 

All in all, you try to identify who are dedicated and who have followers, so you can give them 

an extra opportunity to push our products. You might give them some kind of value, or give 

them some opportunities at the venue, it can be free entrance or a discount on  drinks, or 

something, so they feel they are valued for what they do. We also try to do it without that, 

because it also has to be honest communication, otherwise it's like paid advertising. But as I 

said earlier, it's pretty much a question about making the information as easily shareable as 

possible. So if it's easy for you to share, or like, or comment or share on your profile, then 

there's a bigger chance that you'll do it. Easier than if you had to find it by yourself all the 

time. 

 

What about the importance of critics, reviews and the like? 

I don't think it's that important in relation to live music, as it was previously, if that was even 

the case. What has happened is that everybody has become a critic. Everybody have the 

possibility of saying it was a good or bad experience, and you do that quite promptly on 
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facebook or the like. And if 4 friends of yours are saying: 'this was a fantastic experience' and 

then a review gives them 2 or 3 stars, then who do you trust? Possibly your friends, because 

you know you share their taste in music. And turned around, if it get's a 5 star rating in the 

paper, and it gets a 1 star rating by your friends, then you probably don't give the experience 

as much credit as the review in the paper. So I would say, that the word-of-mouth, or posts, 

after or during a concert, is the new form of reviewing. Of course, people would really like to 

read good reviews after a good experience in order to confirm that it really was a very good 

experience. In this way, for example if it was a sold out concert, they also get confirmed to 

their friends that they were one of the few people who got to see that awesome thing. And that 

means a lot to people, but it's very mixed with listening to your friends, if they were also 

there. But I think the critic review still has its legitimacy and is also important to the artists, 

and the ones behind the scenes. But after all, people are more independent and thinks about 

what they think is a good experience. And that's still the most important thing.  

 

How do you think people evaluate live concerts? 

You need to specify that. 

 

How they, rationalize after, or we've touched upon that a little bit. What criteria they judge a 

concert by, what constitutes the good concert experience? 

I have no doubt that the good concert experience is of course not just the core product. It's 

exactly the experience you've had up until you've arrived and during the support acts and so 

on. We are very attentive in that regards. We have a high degree of focus on what we term, 

before, during and after the concert. Before the concert, if we give them enough information, 

and prepare them for this concert - and this can also be by sending special emails to those who 

have bought the ticket, about tonight's programme and when what goes on, and stuff like that 

- then that gives you 10 percent more energy to cope with a line at the cloakroom, a line at the 

bar or something like that. And our hypothesis is, that this gives the concert one more star 

than what the concert actually deserved, simply because you've had a good experience 

surrounding the concert. Then you're more receptive, you're more open. On the other hand, if 

you on the contrary have had a bad experience all the way up to the concert, then it takes an 

exceptionally good concert to soften you up, if you already are starting out being a little bit 

negative, right from the first note is played. Our most important task is to have as happy and 

receptive consumers in the house as possible, so they can receive the music with fewer 

constraints and lower guards than what you would have been if you were in a bad mood to 



 
122 

begin with. So I think it's several elements. We also know that something like stage lighting, 

air quality and being able to get to the bar and the restrooms quickly, this also means a great 

deal to the experience. That you don't feel it's a huge problem, and also the cloackroom for 

that matter. Most of us who have been to a concert at the old KB Hallen or Falkoner Salen 

know how chaotic it can be to get a hold of your jacket after a concert, or even to put it in the 

cloakroom before a concert, how long you risk being in line, and at Parken for that matter. 

You risk having to stand in line for 40 minutes in order to get two beers, and that spoils a lot 

of the experience. Then you're already irritated and you don't get what you expected to get out 

of a concert evening. For a lot of people, it's more than just the 90-100 minutes that the 

concert takes. It's as much the opportunity to have a beer with a good old friend or that you 

can be standing and enjoying a support act without thinking that you had better stand in line 

because it takes 40 minutes to get a beer. So there are a lot of external factors which play a 

part in evaluating, or create criteria for an evaluation or a review of a concert from the 

consumers' point of view. Of course, the consumer also wants to spend time on looking at 

concert photos, which is extremely popular. And it's just to confirm which clothes people had 

on, or how it looked when you get a little closer, or the like. And we also try to mediate that, 

and let the experience linger a bit longer. Our hypothesis is that you are more receptive of 

going to concerts then and hopefully in our frame again and perhaps more often than you 

usually do. So there are a lot of criteria. And of course, there is the most important, if the 

artist in fact is delivering a good concert, both in terms of sound and a good sound technician, 

but also that they are playing what you had hoped they would play, and play it well. That it's 

professionally carried out, that means a lot. You can have as good beers as possible and as 

good restroom facilities, but if they play like crap, then they play like crap. But the audience 

knows that, luckily you can't fool them. 

 

But then it isn't your fault. 

No, exactly. We don't have anything to do with the core product when all is said and done. It's 

a product that the artists are responsible for, we don't decide whether they wear a red or a 

green dress, or what songs they play. So that's the product we let go of and don't have 

anything to do with, that's the artist's 100 percent. 

 

This is kind of in consonance with what we were just talking about, but are you doing 

anything extraordnary to enhance the concert experience? 
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This is some of the stuff that I've already gotten into I think. Some elements of it are that we 

use a good deal of our energy on listening to our users and take it in, so that they can be a part 

of generating an experience. Seen in the way that, for example, that they felt it was irritating 

that the lights were switched on after a concert. And we do that simply because the artists' 

tour management just wants to get out of there and on to Germany, or wherever they may go 

afterwards. But we listened to that, so now the lights are muted after the concert, so you can 

stay in the experience and cool down after a concert. You can go out and talk a bit about the 

concert, so you get down to your own tempo. And that causes the band's to leave 30 minutes 

later than usual, but on the other hand more of the audience leave with a better feeling of the 

concert. So that's an example of that. 

 

Can you talk a little bit about the thing you did with Frost Festival and WhoMadeWho? 

That's more of a special concert. And that's equally about creating an atypical experience in 

our frame but to a high degree also to a flock of dedicated fans, there were only about a 100 

tickets for sale. And by doing that, we may get a 100 people telling about how insanely cool 

that was to see WhoMadeWho. Of course, because it was a unique experience at Store Vega, 

you are standing and watching them from the stage together with the band that is also on the 

stage. Not on the floor like you are used to. That, in itself, gives people a good experience 

they can talk more about, but besides that it may inspire their friends and themselves, of 

course, to go to a normal concert with WhoMadeWho, because it all in all was a good concert. 

It's as much a way to test the boundaries of both the band and the venue to see what can we do 

which isn't normal, and could this be a product that more artists think would be an interesting 

promotion tool. We also record these concerts. We use a teaser video from that, which is 

super cool, and at the same time functions as an advertising spot for the real concert in April. 

And the entire concert will also be available online, so everybody can see what kind of 

experience it was to see them from the stage. Hopefully we will also be able to use it for 

talking other artists into doing this kind of thing eventually. But they are very expensive 

productions, so it's not something you just do, we don't have that kind of money 

unfortunately, to do this all the time. 

 

How do you decide the ticket prices? 

I also touched upon this earlier, but it's a question about what the artist fee is and what we 

estimate we can get in from that. So if a band has a fee of a certain thousand (kr.) then we say 

that we estimate we can sell 200 tickets for this concert. That's our break-even, or 300 tickets, 
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that's our break-even. So we have to sell that, otherwise there's a deficit for the concert. So 

you set a ticket price according to the fee and the 300 tickets you expect to sell. And if that 

ticket price, in the light of the artist's fee, for e.g. a concert in Lille Vega, is suddenly 250 

kroner, then it has to be a pretty big name, and that is often not the case in Lille Vega. Then 

you have to say no thanks. An important thing to remember, is that the artists fee have 

exploded, because the live concerts have become their primary business, or for a lot of them 

their primary business. The good thing about it is, the recording industry's crisis have been 

good to the live music, for the venues and so on, simply because there are more artists on 

tour. The bad thing about it, is that the artists'' fees have exploded, that's an everlasting 

struggle. Especially so the big, safe names will have so high ticket prices that you can't afford 

to see the small names. That can be a problem; that you kind of cannibalize a little, when 

you're a big name. You say, I can easily take 300 kr. because I know they will buy it. And that 

is true, but from our point of view, it can lead to you not going to see a concert for 120 kr. at 

Lille Vega, because you spent 350 or 400 kroner on a concert ticket, where if it had been only 

250, it would have been easier for you to go see some more music. Additionally, the 

recording industry's crisis, and lack of action in relation to the digital development, really put 

us in a position where the concert experience is unique. It has become an important part of the 

concertgoer's identity, that you can show that you have a taste and you have a certain identity 

through your choice of live concerts. Because the music has become public property, it's not 

something special anymore to own a CD or a vinyl that the friends are coming for a visit to 

listen to, or that you discovered and needs to be ordered so you can have it. No, you can just 

download it, both illegally or legally, stream it and so on, so that makes the product less 

unique. The value is probably the same, we use music to a much higher degree that we've ever 

done, so in that way the value is good. But it's not unique anymore. It's not unique to own or 

have access to a piece of music, and youtube also helped with that. This is also why many 

mainstream users are satisfied with listening to a somewhat wretched quality track on 

youtube, because they can always get that whenever they want to, that is, if they have internet 

access. So that's been quite a landslide which causes the experience of seeing something live 

is limited. There is only room for 1550 people at Store Vega, and 500 people at Lille Vega. 

So there's a limit! And that means, when that limit is reached, then you are an entity who is 

seeing a unique product. And all the other people who wanted to see it, it's just tough luck, 

because every concert is unique. It doesn't matter if that artist plays several different places; 

it's always a unique experience. It can always be different songs they play for an encore, and 

in fact there can be different songs in the set, and what kind of mood the artist is in also 
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means a great deal. So in that way, the product live concert has gained in value and to a 

higher degree has become identity creating or co-creating for a lot of users. Therefore it's also 

gotten easier for us to get things out on social networks and the like, because people want to 

push these experiences. Especially when they've already attended them; "that was a cool 

concert", or when they are on their way to the concert you check, who have checked in here; 

"It's the right people of my friends who checked in here, very cool". That means a lot. So the 

value has become pretty frantic, it has exploded a little. This also means that the live concert 

have favorable conditions, not that it's super easy, because the artists want to make more 

money than ever made on live concerts before, but all things equal it is easier to get it 

communicated. Then there's the main problem, that is increasingly becoming more and more 

expensive to go to a concert because the artists' fees are more and more expensive, especially 

the established artists. 

 

Is it possible to compare concerts? 

When you are as privileged to get to see as many concerts as me, then you get pretty good at 

identifying when someone is doing a professional piece of work, but there's also put some 

heart into it. Where they also move, maybe small boundaries, but move artistic boundaries for 

what's worth seeing and worth listening to. So at some level you can easily compare concerts, 

but that's seeing it from, well, what criteria are fulfilled? And the regular user can do this as 

well if they go to a lot of concert, so it's just about, what songs they played. So if you are 

somewhere between, of course they played a lot of songs from their new album, but they 

certainly also played a lot of their old hits, which I really wanted, and additionally they played 

some of the songs you very rarely hear. Okay, so a lot of criteria of the set-list have been 

fulfilled, and you can fundamentally use that on every single band who has released more 

than one album. Sound quality is also very important. Is it a proper sound technician who 

makes sure that the sound is distinguished, so you can hear the different instruments, so if for 

example there's a choir or something with them, that you can hear the different voices in the 

song and so on? So you can easily compare those things, you can easily assess whether there's 

a sound where you can distinguish the instruments or not, and you can do that across different 

concerts for instance. Then there's the tricky part, and that's a question of when you have the 

right attitude when you're playing. When is something supposed to be fragile and intense 

where you almost have to be shy, withdrawn, or almost too introverted in order to create some 

mystery, and when doesn't that fit at all? And there you could say, it's the artistic aspect, and 

deeply dependant on what kind of person is on stage. So that's harder to evaluate in my point 
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of view. But there are other elements, which are pretty easily identified in terms of what kind 

of concert it turned out to be. And if you cross those boundaries, so as you can't really put a 

label on it, or that they only played a little that was different, or far from what you had 

imagined, then a lot of times that can be the thing that turns the concert into something 

exceptionally good. And other times it can lead to misinterpretation. So often it is the 

unexpected, but there are different gears to turn, in order to make the experience visual for 

your eyes, what you see - it has become increasingly visual to go to a live concert than ever 

before - but at the same time, that the sound is good, so you can identify yourself with the 

performance, that it's called in X-factor's terms, which in fact is emanated from the ones on 

stage, and in that way you can act and react to that kind of dialogue, if one could call it that, 

between the audience and the artist. But it's very distinct whether it's good or bad, that you're 

very extroverted or introverted, that also depends on what kind of music genre you're playing. 

So there are some parameters, where you can easily say that, something has to be fulfilled in 

order to, more often than not, make it a good concert experience. And then there are some 

concerts, that completely deviates from that, and for the people who are leaving after the 

show, there can be both 1 star reviews and 6 star reviews, because it really depends on what 

kind of bombardment of the senses you get on that night. If you let yourself be carried away 

or that you consistently feel that it didn't live up to your expectations. So yes, with some 

things you can, but for the most part you can't, and that's what makes the concert special, it is 

unique, and it's also unique to see the concert in our frame compared to seeing it in a sports 

centre in Germany. And we know that perfectly well and luckily the artists also know that. 

And we are in a favorable position that a lot of the artists, and that's another one of our theses, 

that when they see the beautiful frame it is, and the way they are treated, then that maybe 

makes them perform a half to a whole star better, than what they would at a less charming 

place, or at a less charming frame. So in our opinion that matters to a high degree. 

 

Can you find the balance between the unique and the niche? 

Yes, I assess that we can do that. We won't put something up in Store Vega's frame, which we 

don't hope can sell out, or as a minimum can sell around 1000 tickets. Then you can discuss 

how unique it really is, because then there's a demand for the tickets. But for the long run, it's 

a question of daring to take something in, which we think that someone will like. Before you 

could look at the labels, who often also wanted to help promote the concerts, because then 

they knew that they would sell a lot of units afterwards. That doesn't exist anymore. You can't 

just look at the sales figures and be certain that, that will sell a concert. Now you need really 
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to employ different kinds of optics in order to identify what's going on. One good example is 

Lukas Graham, who now have sold out 4 concerts at Store Vega, and they just barely released 

their debut album, and aside from that have only been present with one single and with a clip 

on youtube. That's highly unusual and very exceptional that it's possible. What was the 

question again? 

 

It was, about the balance between the unique and the niche. 

Well, I will say that everything in our frame is unique for the simple reason that it's a live 

concert. I would probably say that the niche and the mainstream were analogous. As long as 

there's an audience that matches our capacity, then we can have niche stuff, but then we might 

also get all 500 or 200 dedicated fans of a niche band in here. And we need to have that, and I 

think we do have that. Especially the Lille Vega stage and also Ideal Bar, but especially Lille 

Vega - they are experimental and have a scent of the niche. And some of them gets bigger and 

gets a more mainstream audience, and not to bad mouth the mainstream because that simply 

means you've reached a larger group of the people. That was evident with someone like Beach 

House, who went from playing in front of a couple of hundred people at Lille Vega to playing 

sold out shows at Store Vega. That's also a type of music which people not necessarily will 

listen to on P3 (radio). It's a part of our brand that we can embrace both a Tina Dickow, a Tim 

Christensen and precisely some of the bands who are a bit more niche in their expression, or 

doesn't have as big a fan base.[...] 

 

Thank you very much. 

 


