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Abstract 
 

This paper investigates the emergent phenomenon of small organizations using collaborative 

events as a marketing tool to increase brand awareness. Recent changes in the business environment 

as well as evolution in the cultural industries and in the expectations of consumers of cultural 

products, have all contributed to diminish the value of traditional marketing techniques. Which, in 

turn, has pushed marketers to resort to creative ways of branding, notably with events, or 

experiential marketing, which will be defined as small scale, collaborative events with a certain 

cultural element. In order to stay as close to the data as possible in this new academic field, we had 

recourse to the grounded theory methodology and performed a series of qualitative interviews in 

three separate organizations. Both processes of data collecting and data analysis occurred 

simultaneously, allowing us to follow emergent leads and stray away from our preconceptions. Our 

findings were structured into two spectrums: event marketing vs. content marketing, new vs. 

recurrent collaborators, and an overarching organizational identity category. We then analyze these 

core categories in light of the literature and combine them to create a normative framework of four 

distinct strategies for the elaboration of a single event, each with their own objectives, advantages, 

and shortcomings. We argue that organizations resorting to collaborative events as a marketing tool 

should abide by the recommendations of a given strategy, or risk a less-than-optimal allocation of 

their resources.  
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Personal motivation 
 

From the beginning of our thesis process, we have been clear to each other that our project 

should help us understand an issue which has confronted in our professional lives. We are already 

involved in and working with two of the three case companies, respectively Back to Future Sounds 

and SOUNDBOKS. We realized that both companies are resorting to, at first glance, similar types 

of events while operating in different fields: BTF Sounds is a music label and creative agency, 

whereas SOUNDBOKS is selling a physical product, a speaker. Such events share similar 

characteristics such as a reliance on collaborations with outside creative partners, an emphasis on 

live music or DJs, and small scale leading to a certain sense of belonging to a community. 

Furthermore, the goal of increasing brand awareness is a mutual goal, and both are using events to 

that end. In addition to contributing to the elaboration of such events, we have furthermore attended 

a number of these.  

With a background in the Masters in Social Sciences in Management of Creative Business 

Processes at the Copenhagen Business School, we have studied cultural industries and the 

challenges of building a competitive brand. Elements such as enabling communication, fostering 

creativity, and surviving commercially have been salient throughout the past two years. We decided 

to focus on how companies successfully build a brand in an especially competitive environment, 

notably due the digitalization and the excessive amount of social media use in the world today.  
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Description of the overall environment our thesis is set in 

 

As our two-year Masters in Social Sciences approaches its end, past the autumn of its years 

and already well into its conclusive winter, we believe an appropriate culmination would be a study 

of a rapidly emerging phenomenon for small cultural organizations, the fruit of a century of 

moderate evolution in the cultural industries which has taken off with the help of advances in 

technology since the turn of the century, and the competitive imperatives of the business world. The 

phenomenon we are speaking of, is the use of event as a marketing tool for increasing brand 

awareness in the case of small cultural organizations.  

 

Changes in the cultural industries 
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The 20th century has seen a tremendous shift in the cultural industries (Hirsch, 2000). For 

instance, the first half of the 1900s was characterized by a sort of ‘mass culture’, a small handful of 

radio networks, record companies and movie studios monopolizing the entirety of the content 

issued to the public. A paradigm shift started to emerge in the three decades following the Second 

World War, as consumers of cultural content armed with a television in every living room 

subsequently led to an increase in providers of TV content. New networks started to emerge and 

concentration fell. Hirsch (2000), describes the period starting in the 1980s until the turn of the 

century, as a time of ‘mass customization’, the rise of new information technologies permits 

consumers to receive ‘everything, everywhere’ while giving cultural industry start-ups a platform to 

rival major networks. 

Entering the third millennium, the rise in cultural creators has been exponential. Once more, 

it has been made possible by the advances and expansion of technology. Smartphones, social media, 

and in general the internet 2.0 which is characterized by user-generated content, have gifted each 

and every individual, or legal individual such as companies and brands, their own platform. 

Average persons, once confined to consumers are today producers of cultural content and difference 

makers for the marketing endeavors of companies. They have been referred to as influencers, 

"someone who carries a strong reputation with a large number of people in a given niche” (DeMers, 

2018). The idea being that by endorsing a product or brand in one way or another on any of their 

social media platforms will influence their followers to purchase such product. Therefore, even 

people with small followings, mostly consistent of friends and family, are also influencers to a 

certain extent. Thus, it is apparent that the environment is saturated by an ocean of individuals with 

their own broadcasting power, as people and brands have the ability to host anything, including 

cultural events and drowning many individual initiatives. 

 

The evolution of the business environment 

 

In regard to the current business environment, the combination of the aforementioned 

cultural industries and information technologies changes, have made it harder for brands to attract 

the attention of possible consumers and market themselves. As mentioned, there is strong 

competition for consumer’s attention as anyone, brands and individuals, have the power to create 

content. It is therefore difficult for brands to stand out and reach their target audience.  
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Furthermore, a point undeniably intertwined, is the fact that the effectiveness of traditional 

advertising is decreasing, customers are bombarded with constant advertising messages in their 

everyday lives, through on-line and off-line channels alike. This has subsequently led marketers to 

re-assess traditional marketing practices, and shift their focus towards alternative platforms of 

communication and brand touchpoints (Wohlfeil & Whelan, 2005, p. 183; Zarantonello & Schmitt, 

2013). In turn, as events have started to flourish as well, marketers have needed to become 

increasingly creative in order to generate memorable events. 

 

New audience expectations for events 

 

In parallel to the changes of the cultural landscape, there has also been a shift in what 

consumers of cultural products expect from an event. By virtue of the wide array of choice, 

audiences require a cultural product that stands out. For instance, Moore (2013), pins the rise of 

events combining different cultural fields such as boutique festivals, on this change in the demand 

of audiences. Of note, boutique festivals, and hybrid cultural events in general, put the emphasis on 

collaborations in between different partners or brands. In conclusion, three changes contribute to the 

use of events as a marketing strategy; firstly, everyone and everything has a voice leading to an 

overwhelming amount of online information; the diminishing performances of traditional marketing 

strategies; and a change what the audiences expect of cultural products. Figure 1 illustrates this 

change. 

 
Figure 1: Factors contributing to the rise of marketing through events 

 

Problem statement 
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Which characteristics of small scale cultural events are important in order to succeed in 

increasing brand awareness? 

 

In order to research our problem statement, the following three research questions initially 

guided our inquiry. They will be followed by a brief explanation and delimitation in the following 

paragraphs. 

   

Research questions 

 

RQ1. How should cultural start-ups select a collaboration partner? 

RQ2. Which characteristics of experience should cultural start-up focus on?  

RQ3. How can cultural start-ups’ brand awareness still benefit once the event is over?  

 

Clarification of the research questions 

 

The purpose of this research is to generate new theory to represent the characteristics of 

small scale cultural events that successfully increase brand awareness. The theory will be created 

through the utilization of the Grounded Theory methodology (Glaser and Strauss, 1967; Charmaz, 

2006). The methodology has risen to become a popular choice amongst researchers since its 

inception more than half a century ago. Furthermore, because of the novelty of the phenomenon 

there is a dearth of prior research (Zarantonello & Schmitt, 2013), we believe that this gap in 

literature designates Grounded Theory an especially judicious choice as the data could more easily 

speak for itself, uncorrupted by too much prior study.  

The aforementioned research questions illustrate our most salient sensitizing concepts, 

which are defined by Charmaz (2006, p.16) as “the initial ideas to pursue and sensitize one to ask 

particular kinds of questions about the topic”. Over the course of our project, and in line with the 

philosophy of Grounded Theory, these concepts have evolved as new notions emerged throughout 

both simultaneous processes of data collection and analysis. Let us now delve a little deeper into 

each research question. 

In regard to our first research question, it was apparent to us early on that organizations 

which used events as a marketing tool often collaborated with other organizations, brands, or artists 

over the course of one, and sometime multiple, events. However, the specifics of the selection 
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process were unclear to us. We looked into defining the precise role of the network. Additionally, 

there notably seemed to be a consensus among practitioners that increasing the number of 

collaborators would grow the number of event attendees, by virtue of adding each partner’s network 

and online platforms. Finally, we set out to investigate the role of the complementarity of 

organizational skills in partner selection: is it preferable for a brand to collaborate with a similar 

brand, or a radically different one?  

Regarding our second research question, we wanted to look into the specific characteristics 

that managers should focus on in order to create a more successful event. 

 Our third research question relates to the transiency of events. While it is true that in events 

are, by definition limited in time (Tafesse, 2016, p. 37), through the internet and communication in 

general, they can continue to harbor value for organizations once the event is over.  

 

Company descriptions 

 

The empirical evidence we obtained stemmed from a series of interviews performed in three 

distinct case companies, of which a brief description follows. 

 

Back to Future Sounds presentation 

 

Back to Future Sounds is a Copenhagen-based electronic music label founded in 2015. It is 

a small organization as the founder is the only full-time member, there are also three to four people 

working on a part-time basis. They currently have five electronic artists signed for recent or future 

releases, while constantly searching the music production landscape for additional signees.  

Since its inception, Back to Future Sounds has diversified its offerings towards areas such as 

consulting and event management. For instance, on their website they describe their work as 

specializing “in consulting brands with finding the music they need and creatively bringing the 

value of music to your brand.” From now on, Back to Future Sounds will be referred to as BTF. 

 

SOUNDBOKS presentation 

 

SOUNDBOKS is a start-up producing portable Bluetooth speakers with the goal of offering 

its community the ability to throw parties anywhere. Starting out as young visitors at Roskilde 
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Festival building their own speaker system, three high school graduates decided to build a speaker 

that would combine extremely high volume, long battery life, and durable design. In 2016, 

SOUNDBOKS was the most successful Scandinavian Kickstarter campaign.  

Their main goal has been to generate brand awareness on their digital platforms. By virtue 

of selling a physical product, they realized the importance to let eventual customers experience the 

product for themselves. To those ends, they have started to host events and collaborate with other 

brands and artists. From now on, SOUNDBOKS will be referred to as SB. 

 

ESCO presentation 

 

ESCO is the brand of London-raised and Copenhagen-based artist and clothing designer 

Elio Escoffery. The brand has released two T-Shirt collections, in parallel artwork and poems 

written the artist. To promotional ends, ESCO has collaborated with BTF on a number of events. As 

of today, the ESCO brand is selling its products in a few Copenhagen retail stores, as well as 

through digital channels.  

 

Topic delimitation 
 

In the following section, we set certain boundaries for our research, while clarifying the 

important notions of events and brand awareness. 

 

Events  

 

A brief discussion of the academic conversation regarding events 

 

In order to define the events we study, it is essential that we first discuss the academic 

landscape regarding events. The idea of an event as part of the marketing toolbox is a relatively new 

and emerging phenomenon in the academic conversation (Zarantonello & Schmitt, 2013). Events 

are defined as “occurrences staged to communicate messages to target audiences” (Kotler & 

Armstrong, 2010, p. 709). This definition underlines the utilitarian aspect of event marketing. 

Kotler and Armstrong (2010, p. 505) more precisely define ‘event marketing’ as, “the practice of 

promoting the interests of an organization and its brands by associating the organization with a 
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specific activity. Such an activity can be either owned by the company, or owned by a third party 

and endorsed by the company through sponsorship programs”. 

Kotler and Armstrong’s (2010) definition paves the way for two major areas of research: 

events that are owned by the company, and events that are sponsored by the company. Of these, the 

latter has been discussed to a much wider extent in the literature. For instance, Gupta (2003, p.90) 

underlines how mainstream the practice has become when describing sponsorship of events, and 

notably sporting events, an “established communication tool for building brand awareness, brand 

image and corporate image.” Two main activities are of note in relating to sponsorships: the 

financial transaction from the sponsoring brand to the sponsored event which allows the former to 

attach its brand to that of the latter, as well as the communication the sponsoring brand undergoes 

of the partnership. Subsequently, elements relating to the match in between the sponsored event and 

the sponsoring company, the ‘brand-event personality fit’ have extensively been discussed. Ferrand 

and Pagès (1996), describe this process as looking the ‘perfect wedding’ and beginning with a 

thorough analysis of the common and unique attributes of the sponsoring brand and sponsored 

event. 

The other major research area according to the distinction made by Kotler and Armstrong 

(2010) are events that are owned, created, or curated by the company itself. These are events that 

are created strictly towards marketing ends such as increasing brand awareness, as opposed to the 

previous category where the marketing aspect of sponsorships may be added onto a pre-developed 

event. Wood (2009, p. 249) enumerates 14 such examples of marketing events, including product or 

service sampling, conferences, and open days. This category includes events that are both B2B and 

B2C. Furthermore, more unconventional types of marketing events are beginning to see the day 

under the umbrella of unconventional communication (Brioschi & Uslenghi 2009 in Zarantonello & 

Schmitt, 2013). These events aim at fostering processes such as word-of-mouth, as opposed to 

traditional channels, by way of unusual events in various locations. 

 

The events of our study 

 

The events we will choose to speak of relate more to the second category of the two 

presented by Kotler and Armstrong (2010). However, precisions need to be made as there is a point 

of consensus that the existing literature on event marketing is still few and far between and has yet 

to catch up with business practices (Gupta, 2003; Sneath, Finney, & Close, 2005; Zarantonello & 
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Schmitt, 2013). We therefore do not have a clear typology at our disposal suiting the events we 

would like to discuss, a point which is exacerbated in the context of event marketing in relation to 

start-ups. McCole (2004) “recognizes this dearth of academic research in the areas of experiential 

and event marketing as an indication of the divide between academia and business and calls for 

marketing theory in these areas to be more closely aligned with practice”. A point which was still 

echoed by Zarantonello and Schmitt (2013) nearly a decade later. There is therefore a need for 

understanding the experiential marketing techniques that small companies, with little to no 

marketing budget use. 

We are trying to elaborate a series of recommendations that managers can use in order to 

best increase their brand awareness while elaborating events. The organizations we have chosen to 

study are not large organizations with equally large marketing budgets and therefore, sponsoring 

pre-existing events such as major sport tournaments were never part of the question. That is not to 

say that, in some specific instances, the studied organizations can rely upon some elements that may 

resemble sponsorship. We are grounded theorists and therefore open to whatever data emerges, 

however we are assuming that organizations are interested to at least in part elaborate these events.  

Additionally, by virtue of their small size and focus, these start-ups rely on a series of 

collaborations with other brands or creative entities. Collaborations are essential because they 

permit a reach to a greater audience through access to new channels, allow for the creation of a 

holistic artistic experience during the event in order to satisfy changes in the audiences’ 

expectations, and because of the fact that small organizations do not have all the necessary tools in-

house to create such events. Furthermore, the studied companies are cultural organizations to a 

certain extent and therefore, one of our preconceptions, or sensitizing concepts, that they would use 

some of this creativity in order to add value to these events. In conclusion, the events we are 

speaking of are small scale cultural events based around collaborations. 

 

Brand awareness 

 

For the most part, this thesis focuses on the increase of brand awareness through these 

events, meaning how aware potential customers are of those brands (Goldfarb, Lu & Moorthy, 

2009). 

 Brand awareness is an essential component of brand equity (Keller, 1998). Brand equity 

refers to the public’s perspective of a given brand and the emotions it fosters when recalled, it is 
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often denoted as the most important measure in marketing impact (Goldfarb et al, 2009). In parallel 

and a complement to brand equity, brand value only relates to the market perspective of a given 

brand. These notions are of especial importance as, Farquahr (1989, p. 24) considers brand equity as 

the ‘added value’ that to the brand’s products which is used to charge a higher price. They are all 

intrinsically linked and to a certain extent positively correlated. 

We have decided that focusing on brand awareness was sufficient for the sake of our 

research. We are studying cultural start-ups whose main goal is to pursue the increase of their brand 

awareness in a highly competitive environment. Naturally, this increase in brand awareness will 

over time increase their overall brand equity and lastly brand value.  
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2. Research philosophy 
 

Philosophy of social science ............................................................................................. 18 

Developing on Burrell & Morgan’s spectrum ................................................................ 19 

From our ontology to our epistemology ......................................................................... 20 

 

Philosophy of social science 
 

The philosophy of science discusses what qualifies as scientific research and encompasses 

the disciplines of ontology and epistemology. In the search for social science in general, it is crucial 

to be aware of what scientific perspectives one makes throughout the research process, as it creates 

the foundation on which the eventually produced theory is based on. In other words, different 

scientific standpoints have a decisive influence on the final product. 

In order to set our research, we reflected upon the assumptions of the philosophy of science 

notably focusing on Burrell and Morgan (1979), two forerunners in the categorizations of the social 

theory who clarified four assumptions about the nature of social science. The ontology, one’s 

philosophical assumptions about nature of reality; epistemology, how to best inquire about the 

aforementioned reality; human nature, defined as the relationship in between human beings and 

their environment and which exerts power over the other; and lastly methodology, the system of 

methods used during the research.  

 

The Burrell & Morgan spectrum of subjectivism and objectivism  
 

According to Burrell and Morgan (1979, p. 5) there are two major intellectual traditions that 

encompass the opposing positions on the aforementioned assumptions. Let us note that the 

ontological and epistemological positions discussed by the authors are extremes along a 

Manichaean theoretical spectrum of their creation, this implies that a given ontological choice will 

inevitably lead to the subsequent compatible epistemology (p. 7). For instance, a realist ontological 

perspective denotes a positivist epistemology. In practice however, researchers may situate 

themselves further from the poles and have a somewhat more nuanced understanding of the world 

around them and how to inquire about it. For the sake of argument, let us discuss the philosophy of 

science in theory, in Burrell & Morgan’s (1979) light. 
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On the one hand, there is a more sociological positivist or objectivist approach that implies 

theory testing of hypothesis that derive from existing literature, a deductive undertaking to research. 

On the other hand, German idealism or subjectivism takes the opposite approach in attempting to 

generate theory through an open exploration of the field of study, while critically assessing the 

process of the study. In more recent studies this ontological standpoint has had epistemological 

implications, notably the development of social constructionism (Collins, 1983, p. 88), and has seen 

an exponential rise in popularity since the 1980s (Elder-Vass, 2012, p. 4). This is notably in line 

with the rise of the postmodernism movement of which it shares a number of aspects, for instance 

with the dismissal of the modern philosophy ideas of an objective discoverable reality and notions 

of truth (Duignan, 2018). 

We have touched upon an important disagreement in the academic community regarding 

terms such as reality, truth and facts, and hence it is now imperative for us to define how these will 

be used in our paper. Let us start by briefly discussing facts and reality. For the sake of this 

endeavor, will be conflating these two terms because we will argue that they cannot be rejected 

logically. For example, a declaration such as “fire is hot” will be acknowledged and we understand 

that there are some facts or realities that are not up to a social constructionism debate. We are 

therefore not of the nominalist ontology for the sake of this social science endeavor. 

We will argue that, the notion of truth on the other hand belongs to the epistemological 

dimension. We believe that different observers such as our different respondents have different 

viewpoints on a single situation, but also that these also change for a given observer over time. 

Collins (1983, p. 88) definition fits our perspective well, “what counts for the truth can vary from 

place to place and from time to time”. Let us stress that this has no implications upon facts. Hence, 

we are not of the necessarily of the positivist ontology either. 

 

Developing on Burrell & Morgan’s spectrum 

 

Therefore, Burrell & Morgan’s spectrum is too Manichaean. In order to best situation our 

ontology we will refer to Easterby-Smith et al. (p. 49) who elucidate another possible ontology 

along the spectrum offered by Burrell & Morgan: relativism. Relativism is best exemplified by the 

aforementioned Collins (1983, p. 88) quote, because it assumes that different observers have 

different points of view. For example, a systemic issue such as institutionalized racial 

discrimination is understood from a relativist ontology as being experienced in different ways by 



 20 

different individuals notably depending on identity traits such as social class or race. Relativism 

therefore shares some aspects with Burrell & Morgan’s nominalist ontology. However, it differs 

greatly because in this perspective, facts are not all seen as being human creations. As we 

established prior, facts are non-negotiable and cannot be rejected in a logical way, they are reality. 

Finally, truth exists but it is a product of an individual, and therefore it is more correct to say that 

truths, using the plural, exist. 

 

From our ontology to our epistemology 

 

The philosophical assumptions a researcher has about the world has implications for the way 

he or she creates knowledge about this world. In other words, ontology and epistemology are 

intrinsically linked. Returning to the typology offered by Burrell and Morgan (1979, p. 5), a 

positivist epistemology is a more objectivist approach and is rooted in traditional natural science 

research. It often searches for “regularities and causal relationships between its constituent 

relationships” (Burrell and Morgan, 1979, p. 5). Whereas a social constructionist epistemology will 

inquire about the interpretations of individuals that are directly involved in the research (Easterby-

Smith, Thorpe and Jackson, 2015, p. 144).  

In relation to our endeavor, let us note that it might be common to take inspiration from a 

realist ontology in a typical business research setting and follow a more positivist epistemology. 

However, by virtue of our focus on two case companies that are still quite young, it can be more 

difficult to gain access to those quantitative data. For instance, in the creative industries and young 

companies, it is often times difficult to get access to these quantitative data needed for a positivist 

approach. The amount of ‘hard numbers’ for both case companies such as annual reports to 

shareholders are very limited or do not exist at all (Easterby-Smith, Thorpe and Jackson, 2015, p. 

50).  

This is not to say that a positivist epistemology is synonymous with quantitative data, for 

instance, Hofstede’s (1980) work cultural dimensions and organizations notably relied on a series 

in-depth interviews. Let further illustrate this point by acknowledging the fact that mix-methods of 

data gathering also speak to the fact that an epistemological choice does not necessarily push the 

researcher into a given data set. However, for the sake of argument, a hypothetical researcher with a 

strong nominalist ontology and a strong social constructivist epistemology, will be inclined to study 

qualitative data.  
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Furthermore, in our professional lives we have been involved with both case companies 

before and during the research. Hence, we already had preconceptions that would not allow us to 

take a direct positivist approach because we are realistically unable to detach ourselves from our 

topic. For instance, and this will be explained in detail later in the paper notably during our 

discussion regarding interviews, we are unable to be “a fly on the wall” to use an often-used term in 

the data gathering literature (Gubrium & Holstein, 2001). We were therefore inclined to take 

inspiration from constructionism, the approach that understands and explicitly states that 

researchers are part of the theory elaborating process. We started with the assumptions that 

verifiable observations are potentially subject to very different interpretations. Our task as the 

researchers is to illuminate different truths and to establish how various claims of truth become 

constructed in everyday life (Eriksson & Kovalainen, 2011, p. 8).  
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3. Grounded Theory 
 

Origin of Grounded Theory ............................................................................................... 22 

Development of Grounded Theory .................................................................................... 22 

Grounded Theory Methodology ........................................................................................ 23 

 

Following our philosophical approach, we continued with presenting how we attain meaning 

from our data and arise with a new theory. In order to further explain and clarify our methodology, 

we will continue by briefly introducing the origins of Grounded Theory, and then focusing on our 

application of it.  

 

Origin of Grounded Theory 

 

Grounded Theory has been introduced by Glaser and Strauss (1967) as an inductive 

methodology that allows the development of a theory through ‘comparative method’, which means 

looking at the same event or process in different settings (Glaser & Strauss, 1967, p. 103). Glaser 

and Strauss's book The Discovery of Grounded Theory (1967) first articulated these strategies and 

advocated developing theories from research grounded in data, not necessarily qualitative data 

although that will be our choice. They agreed that the quality of the developed theory should, on the 

one hand, be analytical enough to be generalizable, and on the other hand precise and relatable 

enough so that practitioners may benefit from it in the future.  

 

Development of Grounded Theory 

 

Later, both Glaser and Straus continued their research individually and formed two different 

opinions on Grounded Theory. Glaser (1992) believed that the researcher should start with no pre-

suppositions and should exclusively allow ideas to emerge from the data. Whereas Strauss worked 

together with Corbin (1990) and they recommend familiarizing oneself with prior research and 

using structured, and somewhat mechanistic processes to make sense of data.  

Both views are criticized as being too objectivist by Charmaz (2000), as she argues that they 

are separating the researchers from the experiences of the subjects of the study. She argues, that 

Strauss and Corbin (1990) detailed analysis of transcripts reduce the ability to represent the whole 
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experience of individuals involved. There should be more focus on an analysis through interaction 

with the respondents as the researcher creates the data (Charmaz, 2000). Additionally, she pursues 

her reasoning on a very practical note. She brings attention to the fact that the prerequisites to 

research such as funding, grant proposals, or academic imperatives notably the need to find a 

supervisor all require some level of prior knowledge of the subject of study to be transmitted to a 

figure of authority (Charmaz, 2006, p. 166). This will cause the researcher “to the library months 

before you conducted your study.” (p. 166).  

Charmaz (2006) follows a more nominalist ontology and social constructionist 

epistemology. In comparison, Glaser (1992) is categorized as a realist, however, agrees with 

analyzing the data as the whole. Strauss and Corbin (1990) shares similarities regarding their 

ontological choice, however, seem to have a slightly more positivist approach in their epistemology, 

as they are more likely to use systematic and reductionist approaches to the analysis of data. In our 

utilization of Grounded Theory, we will somewhat distance ourselves from the more positivist 

epistemology towards constructivism, as we will analyze our data in its entirety and emphasize the 

primacy of the stories and experiences of research subjects (Charmaz, 2006).  

 

Grounded Theory Methodology 

 

There are two distinctions of Grounded Theory either as a methodology or a method. 

Following Glaser and Strauss (1967), Grounded Theory was developed as methodology opposing 

the more radical positivist positions that were commonly used in social research. The methodology 

is formed by “a set of principles and ideas that inform the design of the research study” (Birks & 

Mills, 2011, p. 4), that the researchers use to shape and guide their process. Additionally, Glaser 

and Strauss (1967) also present Grounded Theory as a set of methods focusing on the practical side 

of the researcher conducting and analyzing the data (Suddaby, 2006, p. 633).  

There are different opinions regarding Grounded Theory as a philosophical view on social 

research, or set of practical methods. As presented, we are opting for a constructionist epistemology 

and in alignment with Charmaz’s work (2006). We are however aware of Glaser and Strauss’ 

(1967) more positivist philosophical approach, which has been the starting point of the Grounded 

Theory methods that we are using. Practically speaking, this signifies that we are constructing 

realities through interpreting the data rather than only developing theory through obvious facts 

‘grounded’ in the data (Charmaz, 2006, p. 7).  
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4. Methods - Data collection 
 

 

Intensive interviewing ..................................................................................................... 24 

The good cop bad cop metaphor .................................................................................... 24 

The fit of intensive interviewing with Grounded Theory ................................................ 25 

The use of the interview guide ....................................................................................... 26 

Textual analysis ............................................................................................................... 26 

 

 

Intensive interviewing 
 

Our ontological and epistemological stance directed our choice of interview method, and in 

congruence with both, we selected intensive interviewing as our interviewing technique. The 

compatibility lies in the fact that this particular way of interviewing allows for access to 

respondents’ own personal experiences, which is very much line with a constructivist epistemology 

(Charmaz, 2006, p. 25). The literature states that its broad and open-ended questions allow for 

“unanticipated statements and stories to emerge” (Charmaz, 2006, p. 30). Additionally, we tried to 

encourage digressions and anecdotes on the part of the interviewee firstly by starting the interview 

by explicitly stating that they had the right to bring up elements they thought interesting regardless 

of if they were asked for in our questions, and also by using basic social skills and light jokes to 

create to the best of our ability a certain rapport with the interviewee and an environment which 

lends itself to disclosure.  

 

The good cop bad cop metaphor 

 

Intensive interviewing underlines the dyadic role of the researcher in what we will illustrate 

as the ‘good cop bad cop’ interviewer. On the one hand the interviewer must push the respondent 

for data, and on the other help him or her articulate their meanings. In regard to the former point, 

what we will dub the ‘bad cop’, instead of blindly agreeing with a nod of the head to the 

respondent’s claims, the researcher may in some instances ask for clarification often through a 

process of laddering (Bourne & Jenkins, 2005). When laddering down, the researcher seeks to 
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obtain specific examples of the interviewee’s statements notably through simple questions such as 

“could you give me an example of that?”. Laddering upwards, in contrast, is used to understand the 

underlying ethics or principals the interview holds. Not all ordinary conversational ethics stand in 

intensive interviewing. Charmaz (2006) states that “What might be rude to ask or be glossed over in 

friendly agreement in ordinary conversation-even with intimates-becomes grist for exploration.” 

There is a need for a bad cop to push the interviewee and uncover the data. 

That being said, a bad cop only exists in relation to a good cop. Much like active 

interviewing (Gubrium & Holstein, 2001), intensive interviewing requires a conscious effort on the 

part of the researcher to aid the respondent in articulating his or her meanings throughout the 

endeavor. The looseness of the broad and open-ended questions allows for follow-up questions to 

help the respondent to such ends, as well as small comments on the part of the interviewer showing 

mutual understanding (Charmaz, 2006, p.26). 

If we may pursue the policeman metaphor one step further, in intensive interviewing as well 

the interviewer must be a cop, and direct the conversation. The intensive interviewer is entitled to a 

few conversational prerogatives not available in more structured interviewing techniques. For 

instance, one has the right to focus on a specific statement or word, slow or speed up the 

conversation, and use social and human skills to further the discussion or acknowledge a 

respondent’s perspective (Charmaz, 2006, 26). It is the job of the researcher to focus the 

conversation towards interesting topics with follow-up questions and comments. 

 

The fit of intensive interviewing with Grounded Theory 

 

As we have established, the intensive interview method is based upon open-ended questions 

yet requires the interviewer to actively direct the conversation, it is paced however the interviewer 

has the prerogative of changing this pace in response to interesting and emerging ideas. Therefore, 

it is in congruence with a Grounded Theory methodology. Further, intensive interviewing can even 

be illustrated as a microcosm of Grounded Theory because these aforementioned ideas of altering 

pace, flexibility, and attentiveness to emerging notions while correcting preconceptions during the 

interview itself, is reflected on a larger scale in the guiding principles of the Grounded Theory 

methodology. 
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The use of the interview guide 

 

Even if our guide throughout our Grounded Theory endeavor, Charmaz (2006, p. 29), does 

not bring herself a guide to the interviews she conducts, she recommends doing so in the case of 

novice researchers in order to avoid “a series of ‘do you’ questions that cut off exploring the topic.” 

Our initial interview guide (Appendix 1) consisted of our sensitizing concepts, which are the 

concepts which offer “the initial ideas to pursue and sensitize one to ask particular kinds of 

questions about the topic” (Charmaz, 2006, p. 16), notably areas such as collaborations and 

planning, later subdivided into a few more precise questions regarding these areas of inquiry. For 

instance, “What are some of your usual concerns during the planning process?”. In line with the 

Grounded Theory philosophy, the questions were crafted in a general way, so that the respondent 

might lead us down unexpected avenues of inquiry. While these questions may seem to overlap at 

first, the literature does state that overlapping questions “permit you to go back to an earlier thread 

to gain more information, or to winnow unnecessary or potentially uncomfortable questions.” 

(Charmaz, 2006, p. 32). Our questions were also constructed with the flexibility to connect with the 

respondent on a more personal level in an attempt to create a rapport. For instance, by asking 

questions about the company in general first, then focusing on the specific role of the respondent in 

event endeavors. 

Another important point is that we tailored our interview guides throughout our research 

process. We never went to two interviews with the same interview guide. Emergent ideas from 

previous interviews, as well as discussions from both of us thesis partners, emphasized the need to 

ask for different questions after each interview. A notable example was SB emphasis on content 

marketing rather than event marketing. This is particularly the case when respondents started to use 

their own vernacular. Words that we did not expect, words such as ‘Renegade’, were grounds for 

questioning during the interview itself but also for the following interview. It is important to link 

this point back to our constructivist epistemology, as a more positivist stance would not have put 

such a strong emphasis on eliciting the participant's own definitions of terms and tacit meanings. 

 

Textual analysis 

 

To a small but noteworthy extent, we also had recourse to a degree of textual analysis. Any 

company that is active on social media constantly produces easily accessible textual content that 
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may be interesting to study. Less accessible material include emails, memos, and any other 

communication mechanism used by the partners during or after the planning process. According to 

Prior (2003), texts often represent the meanings of their authors, what they assume are objective 

claims while not being objective in themselves. Therefore, by extracting meanings and terms used 

by the authors of these extant texts, notably social media posts before and after the events, we are 

able to more precisely tailor our interview guide and ask for clarification on some of the statements 

and terms which they previously used. Again, in line with our stated epistemology.  

When studying texts, questions of interpretation of the data arise: the texts need to be placed 

in their rightful context and read in relation to the expected audience (Charmaz, p. 39). However, by 

virtue of the texts being social media posts destined to their online followings and the public in 

general, we believe that extracting terms and notions is a legitimate use for these sources. 

We would like to stress that while a thorough textual analysis would have absolutely been a 

worthwhile endeavor, in light of the literature on textual analysis (Charmaz, 2006, p. 35), we chose 

to only have recourse to it as a supplementary source of data, a complement to our interviews. 
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5. Methods - Data analysis 
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In the following chapter, we will present our practical data analysis process. The chapter 

will mainly follow Charmaz (2006) guidelines for the data analysis, which are based on Grounded 
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Theory that we already presented as well as its methods. We will start by introducing the exact 

methods we applied chronological order in which they are most logically applied. However, we 

have to note that is not conducted chronologically, but in a continuous alternation of the applied 

stages.  

 

Analytical methods 
 

Constants comparative method 

 

One of the key characteristic of Grounded Theory method is the concept of constant 

comparison of data with data as developed by Glaser and Straus (1967). The ‘constant comparative 

method’ allows a more precise presentation as it today remains a part of Grounded Theory methods, 

although it is today also integrated in other analytical strategies. 

The constant comparative method is a combination of the two prevailing methods of 

qualitative analysis at the time of the development of Grounded Theory: on the one hand, thorough 

coding of data into an assessable form with the purpose of hypotheses testing, and on the other, 

theory generation through constant “redesigning and reintegrating theoretical notions” while the 

data is reviewed (Glaser & Strauss, 1967, p. 101). This suggests a method characterized by a 

simultaneous combination of specific analytic and coding procedures. The purpose of this joint 

method is to systematically testing hypotheses towards a generation of theory (Glaser & Strauss, 

1967, p. 104). This simultaneity of the constant comparative method makes it possible to develop a 

theory while maintaining it closely related to the examined data (Glaser & Strauss, 1967). 

The following presentation of our applied methods will mainly follow Charmaz (2006), who 

built upon Glaser and Strauss’s clarification of the constant comparative method.  

 

Coding in Grounded Theory 

 

The coding of empirical data is the first step of the analysis process. According to Charmaz 

(2006) “Coding means categorizing segments of data with a short name that simultaneously 

summarizes and accounts for each piece of data” (p. 43). Following the Grounded Theory method, 

the coding process is characterized by a constant comparison of the meanings identified in the data 

(Locke, 2011, p. 46). Typically, researchers follow a path starting with “open coding, derived from 
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an initial reading of the data, to more abstract or categorical codes and finally to conceptual or 

theoretical codes” (Suddaby, 2006 p. 368). In line with Grounded Theory, it is crucial to have an 

interpretative process through continuously comparing and conceptualizing data. According to 

Charmaz (2006, p. 46) this can be achieved by dividing the coding in two phases, the initial coding 

and the focused coding.  

As Grounded Theory is an interpretive method and following the aforementioned constant 

comparative technique, our coding phases are not linear, but a continuous process of returning to 

the collected data, coding statements, and elaborating categories. In this sense, the coding process 

guides our learning as we are making sense of the data collected. This process then brought us to 

our core categories and our concept.   

 

Initial coding 

 

Traditionally, in Grounded Theory the first coding phase has been called ‘open coding’, 

which Charmaz later dubbed ‘initial coding’ (Glaser, 1999; Charmaz, 2006, p. 47). The initial 

coding acts as an inductive method. The starting point for us as researchers is to still “remain open 

to exploring what theoretical possibilities we can discern in the data.” (Charmaz, 2006, p. 47). 

Furthermore, initial coding should stay close to the data and must refrain from imposing 

preconceived ideas onto the data. Hence, the codes are generated by exclusively describing what is 

seen in the data. Still, preconceived ideas may offer a point of departure when looking the data, but 

should not provide codes for analyzing (Charmaz, 2006, p. 45).  

 In order to avoid our preconceived ideas corrupting our coding process, we chose a 

combination of ‘in vivo’ and ‘descriptive coding’. ‘In vivo’ coding refers coding the exact term the 

respondents used. Descriptive coding, are incidents in our data which we describe with our own 

words. These are our primary codes, as they are used when in vivo codes would not reflect the 

appropriate meaning of the transcript section (Miles, Huberman & Saldaña, 2013, p. 71). In the 

initial coding phase, the researcher can either name each word, line or segment of data (Charmaz, 

2006, p. 52). We decided to code segments of data from our transcribed interviews. The reason for 

that was avoid that we would code incomplete sentences, and thereby miss meanings. We have 

chosen to use the segment size as more of a methodical guideline than as a rule to be strictly 

followed. 
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In order to have a better overview and comprehend emergent coding patterns, we chose to 

use the program NVivo throughout our coding process. It enabled us to code each interview 

transcript individually during our first cycle, and later combine and add following transcripts. 

NVivo allowed us to use in vivo as well as descriptive codes. When using a code twice the program 

displayed all statements that have been described with that code, this has been especially valid for 

the in vivo codes, as our respondents have repeated particular terms (Appendix 10).   

 

 
Figure 3: Example of an overview of the in vivo code ‘our core’ (NVivo program) 

 

 

Focused coding 

 

Following our initial coding, we continued with the focused coding. Focused coding is a 

subsequent, more selective coding process which takes its starting point in the most noteworthy or 

recurrent initial codes, which are then used for integrating and categorizing larger amounts of data 

(Charmaz, 2006, p. 57). Hence, focused coding entails that we assess which of the initial codes 

conform in regard to categorizing the data (Charmaz, 2006, 57). 
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In practice, we sorted the initial codes into larger categories, which in turn evolved through 

analyzing the initial codes and their interactions. We did this by reading all the initial codes 

including their statement and assigned them to a category (Charmaz, 2006, p. 57). One initial code 

could also be added to more than one category if the statement was applicable for both categories. 

New categories were created when we found one or several initial codes that did not fit one of the 

existing categories.   

 

 
Figure 4: Example of one category and all related initial codes sorted in NVivo 

 

This process of focused coding was not a linear one. As Charmaz says: “some events will 

make explicit what was implicit in earlier statements or events” (Charmaz, 2006, p. 58). When new 

categories were created, we went back to check codes that we sorted prior, in case they also 

matched with the new category. This allowed us to come closer to new meanings and comparing 

data from the earlier interviews to the newer data. Additionally, focused coding exposed gaps in our 

emerging theory which then directed our choice of interview candidates as well as leitmotifs in the 

next interview, thus connecting the open gaps. 
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Memo writing 

 

Whilst coding is the main connection between data collection and theory development, 

writing memos is the linkage between the different types of coding we perform and writing outlines 

of our final Grounded Theory. Following our focused coding process after each of the interviews, 

we continued with writing memos to each of the categories. Memo writing allows the researcher to 

analyze data and codes by writing a short informal definition of categories or codes that arose 

during the coding (Charmaz, 2006, p. 72). When writing those memos, we assigned meaning to our 

data and new ideas evolved. The writing of those memos is an important method in the Grounded 

Theory, as it made us rethink statements while trying to formulate them in our own words.   

We wrote our memos for each major category and presented them chronologically in a large 

table to get an overview of how those categories and our assigned meanings evolved during the 

process of our data collection (Appendix 12). This permitted us to clearly see which memos 

emerged with each respondent and how the memos changed over the course of the process. It also 

shows that with the change of our interview guide our understanding of the research changed, we 

went more into depth with our research and this led to new categories. Those memos did not only 

visualize the evolvement of our findings but also made it easier for us see what each interviewee 

expressed about the categories. 

 

 
Figure 5: Snippet of memo table visualizing the different meanings for each interviewee 

 

However, one specific purpose deserves some extra attention due to its importance in 

advancing our analysis and raising its level of abstraction, that is using memos to combine and raise 

focused codes to categories. 
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Categorizing 

 

With the coding process and memo writing there comes an integration and interpretation of 

the relationships between codes and the data. Therefore, in order to structure and arrange the codes 

and preliminary categories in some superior conceptual constructs, categories, and thereby take 

early steps in developing a theoretical framework.  

Glaser and Strauss suggest that categories should be understood as “Conceptual element(s) 

in a theory” (1967, p. 30). They serve the purpose of developing the analytic framework and 

ultimately embrace the ideas of the theory (Charmaz, 2006, p. 201). Namely, categories can be 

understood as conceptual components joining several parts of data into an entity containing 

analytical power and complexity while remaining grounded in data. More precisely, we raised 

focused codes from being just a descriptive measure to a more intangible level by utilizing them as 

analytical categories (Charmaz, 2006, p. 91). Raising codes to categories therefore helped us create 

a framework for our emerging theory and develop the subject matters, and at the same time reveals 

blank spots in the analysis that had to be filled. Raising focused codes concretely entails five steps 

which all require writing our thoughts and inferences in memos: “Define the category, explicate the 

properties of the category, Specify the conditions under which the category arises, is maintained, 

and changes, describe its consequences, and Show how this category relates to other categories” 

(Charmaz, 2006, p. 92) 

During the selection of the categories, we focused on the frequency of the code in all 

interviews, the relevance to our research field, as well as the implicit importance of subject to our 

interviewees. Practically, we used the NVivo program to precisely examine the occurrences and 

allowed us to get an overview. However, it did not omit the need for us to dive back into the 

transcripts to identify the particular relevance for our interviewees.  
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Figure 6: All categories in alphabetical order (NVivo) 

 

We are aware that the choice of our categories is not objective, and we do not claim that our 

choices are the only correct ones. Having said that, we argue that the choices taken were 

knowledgeable choices and stem from a profound interaction with our data. 

  

Core theoretical categories 

 

Having covered the process through which we move from raw data to codes to categories, 

we now present a last level of analysis – ‘core theoretical categories’. Core theoretical categories, or 

simply ‘core categories’, are collections of categories that allow further conceptualization of the 

data which will lead to our grounded theory (Charmaz, 2006, p. 111). Many of our categories are 

linked and influence each other, thus a core category is an abstraction created and used to integrate 

and make sense of a group of categories that are interconnected. These core categories, which will 

form the structure of our analysis and lead to our final strategic theory. 
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Figure 7: Analytical methods phases 

 

Theoretical sampling 

 

Theoretical sampling is a typical process following the memo-writing. After having arrived 

at our categories through comparison of data and memos, one realizes that some categories may 

require additional precision. Theoretical sampling is data analysis process, which occurs towards 

the end of the endeavor, and allows the delimitation and saturation of the properties of categories 

(Charmaz, 2006, p. 104). When applying theoretical sampling the data collection is more precise 

and revolves around the tentative categories and theoretical framework already at hand. “Initially, 

theoretical sampling helps you to fill out the properties of a category so that you can create an 

analytic definition and explication of it. Later, theoretical sampling may help you demonstrate links 

among categories.” (Charmaz, 2006, p.107). In other words, theoretical sampling is a tool for 

collecting more data to be more certain about our emerging theory. 

Theoretical sampling again aligns with the comparative method that is representative for 

Grounded Theory. In this sense, theoretical sampling allowed us to move between the collection 

and analysis of data. In practice, it enabled us to test our emerging ideas directly and saturate our 

categories.    

 

Evaluative strategy 

Saturation 

 

As Grounded Theory is characterized by continuous data collection and analysis, the 

question arises, “when do you stop gathering data?” (Charmaz, 2006, p. 113) The answer lies in 

what the literature coins the ‘saturation’ of categories. Saturation is reached when gathering more 

data no longer creates new theoretical insight “nor reveals new properties of your core theoretical 
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categories” (Charmaz, 2006, p. 113.) That is not to say that a category is saturated when a 

researcher sees the same patterns emerge in the data.  

When we reach the point of saturation, preferably, we should stop collecting data and move 

on to other categories. We use the term ‘preferably’ here because saturation is a disputed notion, 

which functions more as a guiding objective than as a reachable state. This is due to the fact that 

even though we strive for saturation of our theoretical categories, changes regarding our perspective 

on our categories can occur eternally, leading to an eternal project (Dey, 1999, in Charmaz, 2006, p. 

114). Charmaz argues that “adopting and applying (preconceived) frameworks takes the focusing 

inherent in grounded theory and renders it directive and prescriptive. Subsequently, researchers 

undermine the value and legitimacy of their analyses” (Charmaz, 2006, p. 115). In alignment with 

Dey (1999), she proposes to employ a concept of theoretical sufficiency, which focuses on 

categories suggested by the data rather than saturation (Charmaz, 2006, p. 115). 

To prevent the above stated difficulties, we do not implement the method in its initial 

manner but instead use it as a guidance for achieving theoretical sufficiency of our categories. Our 

ambition was to develop our categories as detailed as possible under the given time frame. 

 

Communicative strategies 

 

Now that we have explained our theory finding process, we have to communicate the results 

of our research. Besides the development of the theory through the steps presented before, 

Grounded Theory also emphasizes the communication of the results. Hence this section will present 

what communicative strategies we employ and how. 

 

Writing the theory 

 

The primary goal of a Grounded Theory project is to develop a theory that can be presented 

and discussed. Therefore, the chapter of the presentation is very essential since ultimately this is 

where the results of the research and analysis are presented (Charmaz, 2006). In the analysis, we 

developed a series of categories. These categories all cover little areas of larger conceptual fields 

which are our core categories. The aim of our final theory is to encompass all these categories in a 

large unified argument tying the core categories and categories together. Thus, the final theory is 
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written with the core categories as cornerstones and by linking the categories together and showing 

how they relate and influence each other. 

 

Conceptual mapping 

 

The second communicative strategy we use is conceptual mapping, this entails 

accompanying our written work with visual understanding aids. Usually, they show particular 

images of our ideas (Charmaz, 2006, p.117). They should offer the reader a rather clear and 

understandable illustration of matters from the analysis that are otherwise difficult to apprehend. 

The visualizations found in this thesis are not supposed to be an exact representation of the 

empirical world. Instead, they are supposed to help visualize and make more tangible the relative 

power, scope and direction of our categories and their properties as a supplement to the written 

theory which is our main communication tool.  

 

Illustration of our continuous process of data analysis 

 

As part of Grounded Theory, our data analysis process was in a way circular and ongoing. 

This means we went through several circles of the process applying the methods presented above. 

All of them varied slightly as we continued to adjust our data collection process according to our 

experiences in the prior interview. The graph that follows is an attempt to illustrate our process of 

data analysis which will be further discussed in the following section, findings. 
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Figure 8: Our process of the applied methods 
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With our process and methods used during our data analysis in place, we continue by 

presenting the findings of our data analysis. The chapter will begin with the introduction of each 

interviewee of our case companies, followed by the categories and the evolution of our 

understanding. In order to make the amount of data as comprehensible as possible, we are using the 

table of our written memos as visualization of the categories. The presentation of our findings 

according to the categories enables a broad understanding of our findings.  

 

Interviewees at the case companies 
 

The following section will present each interviewee of the case companies in order to 

provide an understanding about them.  Starting out with SOUNDBOKS, where we interviewed 

Mikkel Hjortshøj Thomsen and Frederik Emil Laursen, followed by Back to Future Sounds with the 

presentation of Amanda Baun and Mathias Bøgvad, and ending with Elio Escoffery, founder of the 

t-shirt brand ESCO. In the course of the findings presentation, we will refer to the interviewees with 

their last names. 

 

SOUNDBOKS  

 

Mikkel Hjortshøj Thomsen 

 

Mikkel Hjortshøj Thomsen is the Communication Director at SB and is currently working 

from the Los Angeles office. Hjortshøj Thomsen was part of SB from early on, as he visited the 

same high school as the three founders. He started with helping out building the first version of the 

SB speakers. Later on, he continued to be a part of SB, and got more responsibility for the social 

media channels. He is currently in charge of all of SB’ proactive communication. This includes 

storytelling on all online channels, distribution of content, coordination of marketing campaign and 

PR strategies.  

 

Frederik Emil Laursen 
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Frederik Emil Laursen is the Creative Director of SB and is also located in the LA office. 

He started working at SB as an intern for content creation, while studying his bachelor’s in media 

studies. He got offered to work full-time at SB and worked as the Creative Manager. With SB 

growing focus on content creation, he started managing his own team. Today he is in charge of SB’ 

creative content production, the brand identity and overseeing all strategic partnerships.  

 

Back to Future Sounds  

 

Amanda Baun  

 

Amanda Baun is the Founder and Creative Director at Back to Future Sounds. She has a 

master’s degree in Communication from Copenhagen Business School. In BTF she is responsible 

for creative processes, brand relations, and overall vision of the company. However, as the team is 

relativ small, she is also taking on a lot of ad hoc tasks as well as much of the planning of events.  

 

Mathias Bøgvad 

 

Mathias Bøgvad is the Label Manager at Back to Future Sounds. He has been involved with 

different kinds of creative agencies and some experience in the planning of events, before starting 

as an intern at BFT Sounds. Due to his practical experience he got more responsibility for the artist 

management part of BTF. In the event planning process, he is mostly taking the role of the project 

manager and responsible for the music/DJ line-up.  

 

Interviewee at ESCO 

 

Elio Escoffery  

 

Elio Escoffery is a photographer, artist, and designer and founder of the ESCO brand. He 

has a bachelor’s degree in Photography from the University of the Arts London. Besides his brand 

ESCO, he is also the co-founder of Name Moon After, a collaboration with photographer Cecilie 

Knudsen based in Copenhagen. In ESCO he is responsible for the all processes and task regarding 

the creation and promotion.  
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Categories 
 

 The categories we found during our data analysis have been used as a tool to better 

understand and sort our data. We structured our findings into four core categories, linked two-by-

two, that are the foundation of our paper, as well as one overarching category. 

 

 

 

We found two separate spectrums with at each end, an opposing core category. Firstly, we 

present the spectrum of the opposing categories 'event marketing' and 'content marketing', followed 

by the dimension of 'new collaborations' and 'recurrent collaborations'. Finally, the overarching 

category 'identity'. The next section continuously links back to the table of written memos. 

 

 

Figure 9: Core categories including overarching category 
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Figure 10: Two spectrums outlined by the opposing core categories  

 

Core category: Event marketing 

 

This core category encompasses the categories that relate directly to event marketing, the 

particular marketing tool that focuses on the offline or real-life experience of an event. Those are 

namely, 'real-life showcasing', 'the experience event', 'promotion for the event itself', 'attracting 

attendees through networks' and 'transiency of events'. As a visualization, the table shows the 

written memos to give an overview of what each category entails and when it emerged, and how the 

understandings evolved throughout the interview process.  
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Figure 11: Memo table: Event marketing 

 

Real-life showcasing 

 

Starting with the interview of Hjortshøj Thomsen from SB, we quickly realized that the 

events they were doing now were itself not the most important part. However, the starting point of 

doing these events was to showcase the SB as the speaker they are selling.  

 

"It all comes back to the product that we have and how to showcase it. We very quickly 

found out that it was obviously by playing loud music. And there is no better scene to do 

that than the events." (Hjortshøj Thomsen, personal communication, April 3, 2018) 

 

An important characteristic was added by Laursen by stating that there has to be some kind 

or purpose as well as a continuation throughout the event. For SB, the purpose is to throw 

'Renegade' parties, those are parties that showcase the most important attributes of the SB. In 

relation to this point, Escoffery added that him coming as a collaborator at the BTF & Friends event 

was an opportunity to showcase his product and brand.  
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In a different perspective, Baun pointed out that BTF as a company is more an event 

company, as they are selling a service and create and experience. Bøgvad agrees with the fact that 

BTF is at the moment more an event company, however, he also pointed out that BTF is also using 

the event to showcase their artist' music.  

 

"Seeing from outside, we are more an event company, but I know that we are working as 

much with artists through events" (Bøgvad, personal communication, April 17, 2018). 

 

Overall, there seems to be a consensus amongst respondents in regard to the use of these 

events as a platform for the companies to showcase their offering and brand.   

 

The experience event 

 

This category emerged after our interview with BTF's Bøgvad. It is closely related to the 

category above, but we realized that it is more specific and can be used as a separate category in our 

discussion. Bøgvad pointed out that it is very difficult to sell music in the current environment as 

there is a lot of supply. 

 

"If you want to sell your music you need to create some more value about your music. So, 

you want to sell your music as a whole experience, a whole universe" (Bøgvad, personal 

communication, April 17, 2018). 

 

Creating those experiences in the case of SB are closely linked to the product they sell. 

According to Laursen, the SB enables the community and brand to create experiences.  

 

"One thing is that the product enables and does this physical thing, but also just that 

experience is something that is created by the product and the brand and the community." 

(Laursen, personal communication, April 3, 2018).  

     

Instead of only sharing their product and music online, both companies are trying to create 

experiences to interact with their audiences in novel ways by virtue of hosting these events. 
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Promotion for the event itself 

 

Promotion is an important category and general theme in our data. All of the interviewees 

mentioned different kinds of ways they were using online marketing to promote themselves. Next to 

all brands resort to social media marketing, especially through channels such as Facebook and 

Instagram. They are trying to build a platform to showcase themselves and engage with their 

audience. Especially BTF has been pinpointing the increase or almost overload in information 

online, which is leading to less engagement and therefore it is more difficult to reach people. 

However, they are very much depending on creating Facebook events and in general promoting 

their event online beforehand.  

 

"You know I'm from this time, I don't know how event marketing worked before. We live in 

a world where everything is online." (Bøgvad, personal communication, April 17, 2018) 

 

There is a need to promote the event online, however, the increasing noise on online 

channels complicates this task.   

 

Attracting attendees trough networks 

 

This category arose later in the process, after speaking to Escoffery we found the importance 

of networks when attracting attendees. However, we learned that SB only resorts to small amounts 

of promotion for their 'Renegade' events prior to the event itself. Most of the time the artists or 

collaborator posts the event to their fans. As the Renegade events are often arranged as pop-up 

shows it gets often times only announced a few hours before the event. This depends also on the 

reach of the collaborators, but most of the time SB does not have actively reach out to attendees.  

 

"I think that we have done a lot of different setups because certain artists are big enough that 

they can just tweet out an hour before 'be here in an hour' and then 200 people show up." 

(Hjortshøj Thomsen, personal communication, April 3, 2018) 

 

In contrast, BTF is very much relying on online sharing of the Facebook events beforehand. 

There is a conscious effort made to create Facebook events which stand out visually in order to 
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gather the maximum amount of 'clicks'. They are using this in combination directly contacting 

people in their network.  

 

"We do a lot of good old promotional stuff like writing to people. "Come by it's going to be 

awesome" (Baun, personal communication, April 10, 2018). 

 

This way BTF direct attention to their event. Furthermore, Baun adds that their collaboration 

partners are also responsible to share and promote the event to reach as many people as possible. 

Escoffery echoed this point in regard to the BTF & friends event, specifying that the other 

collaborating partner, artist Louise Cehofski, helped to attract more attendees through her own 

personal network and online followers.  

 

"She has this kind of like fan base in Copenhagen. So obviously a lot of people went there to 

go and see her" (Escoffery, personal communication, April 20, 2018).  

 

Hence, these data speak to the idea that in order attract attendees, the event organizers are 

very dependent on their own personal networks as well as their collaborators' personal networks. 

Bøgvad pointed out that BTF has their network in Copenhagen and therefore is able to attract their 

audiences.   

 

Transiency of events 

 

In our interview with Escoffery, we identified a contradictory thought on an event's reach 

once it is over. Instead of the event being used to continue manufacturing online awareness once it 

is over through audiovisual content, it actually does not need to persist once it is over and there is 

actual value with this strategy.  

 

"When you have the event and then the people turn up. And if you weren't there that's how it 

is. (…) it doesn't have to keep going on and on, because the event is over." (Escoffery, 

personal communication, April 20, 2018).  
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In other words, while still being open to the public, the event is more private, and it only 

being a one-time experience increases its desirability. Furthermore, this bypasses the issue of noise 

on social media platforms. 

 

Core category: Content marketing 

 

"The content is kind of the link from offline to online and also why this setup makes sense 

because it makes for this alternative storytelling" (Hjortshøj Thomsen, personal 

communication, April 3, 2018).  

 

The core category content marketing focuses on using events to create professional content 

that will be used to reach a broader audience on different online channels.  This section is divided 

by the category 'online marketing with content' and 'authenticity'. The following table summarizes 

our findings. 

 

 
Figure 12: Memo table: Content marketing 

 

Online marketing with content 

 

Especially in the case of SB, the creation of content during the event is the most important 

part of their endeavor. They, therefore, tried to 'fake' events in order to manufacture the best-

looking content. However, this content did not seem authentic, and strayed away from the 

organizational image that SB desired to broadcast. After realizing that faking content shoots did not 

perform successfully, and their audience started to see the absurdity what they were posting, SB 
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changed their strategy to performing real events. They used the content shot during the event as a 

way to recap the experience and promote themselves online.  

 

"The sole purpose of these events is to create content. And the purpose of that content is to 

inspire people to throw their own events." (Laursen, personal communication, April 3, 

2018).   

 

Practically, SB has their own content team with substantial access to resources, which 

allows them to create content. Jointly the content team and the communications director, Hjortshøj 

Thomsen, they are creating storylines that they want to communicate. According to those, they 

decide what content to shoot and how the event experience has to be arranged. This strategy worked 

much better as they are showing real experiences. The content created during these events are 

functioning as an important online communication tool and to continue engaging with their online 

audience, which leads to selling their product. 

  

"I'd say that's (creating content) the main part of it. Because that is the ongoing awareness 

creation. The offline awareness creation is fine, but the size of the events limits the reach." 

(Hjortshøj Thomsen, personal communication, April 3, 2018).  

 

This engagement with their audience in order to create awareness is also touched upon by 

Bøgvad. He says that in the posting content of the events online is especially important for creating 

awareness for their artists. However, he also touches upon doing this for the attendees of the event. 

Baun explained that they are posting pictures of the event afterward, to remind the attendees what 

they experienced.  

 

"To showcase what we've done. But also in the past, it was mainly for tagging people. 

Because then it could spread through that." (Baun, personal communication, April 10, 

2018).  

 

The use of content for online marketing after the event has a greater reach than only the 

event attendees. Furthermore, this leads to more online awareness creation. 
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Need for authentic content 

 

Related to the having real events to showcase their product is very much related to being 

authentic. This is a category that only came up during the SB interviews. As SB highly values their 

online perception by their audience, it is important to them to show authentic content. Both 

Hjortshøj Thomsen and Laursen named the word authenticity when explaining events for 

showcasing and content that they created before coming up with the Renegade concept. Laursen 

explains the authenticity and though behind the Renegade concept.  

 

"It's very much about being true to everything, to who our fans are, what we show in the 

content. That's why we always choose real audio. We always show real people having fun, 

actually enjoying their time. we don't want to hire in models." (Laursen, personal 

communication, April 3, 2018)  

 

It shows that for SB being authentic is an important part of their identity. However, 

authenticity led them to host these events, but also shows that they have had issues with being 

spurious in the past. 

 

"They didn't look authentic. I actually think it looked super good, maybe too good. It was 

staged. And we all just quickly found out that it's extremely expensive and hard work to 

stage a party" (Hjortshøj Thomsen, personal communication, April 3, 2018).  

  

Creating content from an event increases the authenticity, as they are not staged. Hence, the 

content can showcase the product better. 

 

Overlapping category: Both marketing strategies 

 

The two following categories, 'the role of community' and 'success criteria', will be 

presented separately because they are relevant to both previously mentioned core categories: event 

and content marketing. 
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Figure 13: Memo table: Both marketing strategies 

 

The role of communities 

 

The term community emerged mainly in the first three interviews. In the case of SB, it is an 

extensively researched term that they are using for all their audience and especially their customers. 

This is very much related to the fact, that they are using Facebook groups for national communities, 

where SB users are exchanging ideas as well as user generated content. After realizing that those 

communities are very influential, SB decided to listen more to their opinions.  Now, they are using 

the feedback from community very much to understand and adjust their brand and product in an 

open innovation effort.  

 

"Actually, we learned everything from our community. The questions that we get from 

people, the feedback we get from people, how they use the speaker. Just, in general, all the stories 

that they tell us" (Laursen, personal communication, April 3, 2018). 

 

In regard to BTF, we found that both Baun and Bøgvad, define community as external 

groups to be collaborating with. Baun referred to different kinds of communities throughout the 

interview and closely related them to their network as well as the audience. The latter, audience, 

relates back to the understanding of the SB community, however, Baun prioritizes meeting their 

community more offline.  
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"Having a meeting point, meeting your audience face to face and having, creating… Right 

now, everything is so digital, and I love that world. But I also love meeting people in person." 

(Baun personal communication).  

 

The communities that are revolving around each brand have an important role in the 

creation of brand awareness. They already know the brands, can help in giving feedback for the 

companies to improve their strategies for either event or content marketing. 

 

Success criteria  

 

We detected two different kinds success criteria and they are both equally important for 

what they are applied afterward. As SB is creating these events to shoot content that is later used on 

social media, they are mainly focusing on explicit KPIs, which are for instance available on 

Facebook's backend. The performance of the content on Facebook is measured by the number of 

times the video is viewed and with the amount of 'clicks'. Escoffery added a similar measurement of 

more people following his brand on Instagram after the event.   

 

BTF does not resort to these types of KPIs after the event. Their success criteria are almost 

solely tacit and therefore harder to track. Here, it depends on the number of people that show up at 

the event, and what people say after the event. Both ESCO and SB also use personal feedback to a 

certain extent, as well as the element of the attraction of future collaboration partners. 

 

"Ultimately it comes down to the, like the effectiveness of the videos and their performance. 

A very dollars and sense way of measuring. Was this a success? But also the very vague 

element of did it showcase and attracts other partners did it make them hooked enough that 

they make it a recurrent thing. Many elements but the short answer would be the video 

performance online." (Hjortshøj Thomsen, personal communication, April 3, 2018).  

 

Overall, it showed that a combination of success criteria is used to, but especially for the 

content marketing KPI's are important, whereas more tacit feedback is used for the event marketing. 



 54 

Core category: New collaboration 

 

In this section, we are presenting new collaborations that is placed as one opposing core 

category on the second spectrum. This is opposing the other core category 'recurrent collaborations'. 

The categories presented in this section are 'collaborator selection', 'venue selection',' increasing 

creativity', 'strategic adjustment' and 'new collaborator communication'.  

 

 
Figure 14: Memo table: New collaborations 

 

Collaborator selection 

 

Knowing that collaborating with other brands or artists has been part of the events when 

doing our preparation, we also focused on the collaborations during the interviews. From the first 

two interview with SB, it was clear that the match and alike understanding is most important when 

deciding on collaborations. This entails the so called 'Renegade mindset', the partner should 

understand were SB is coming from, what their product enables and why there are doing these 

events. Both partners should give value to the opposite brand.  



 55 

 

"(It) depends completely on how that person is going to want to work with us and their 

mindset. Like what is the setup looking like? Do we have to use half a million dollars to do 

this? Then that wouldn't be the Renegade mindset." (Laursen, personal communication, 

April 3, 2018)  

 

Even though SB has built a network in the LA, they are working with a partner in an agency 

that connects them with possible collaborators. BTF is greatly using their close network to find 

collaboration partners that are often times acquaintances involved in creative projects themselves. 

The network of these collaborators is also relevant to Baun.  

 

"It depends on the reach that they have and the values that they have." (Baun, personal 

communication, April 10, 2018) 

 

In contrast to SB, Bøgvad indirectly speaks of the need for a collaboration match in terms of 

identity. Not a straightforward match, but like-minded in the way that both different from the norm. 

All collaborators have a role in the event, but it is their decision how much they want to be involved 

and what they contribute.  

 

"I think the more people, the more different point of views you get on an event. You like to 

get an event with more, and a lot of different ideas. More creative. And of course, you get 

some more people to come." (Bøgvad, personal communication, April 17, 2018)  

 

Escoffery agrees with that saying it is beneficial to have complementary partners in order to 

heighten the overall experience. However, they should not do the same and compete in that way. It 

should overall be a good harmony amongst all partners.  

 

"We recently had a dance party and three partners. One was the dancer who also has a TV 

show on Netflix that she wanted to promote, second we had a DJ who also wanted to 

promote his music and his DJ abilities, and third, we also had a media production company 

called NEST who were really keen on how the content looked. (…) I think in hindsight that 

was too many." (Hjortshøj Thomsen, personal communication, April 3, 2018).  
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Concluding, the partner selection is very much depended on the identity of the brand and the 

alignment of the goals. We also underline the importance of networks in the search for new 

collaborations. 

 

Venue selection 

 

This category emerged after the interview with Baun. In the first two interviews, the venue 

was mentioned, but we did not see the significance of it, yet. Only after the BTF interviews did we 

return to the data collected from SB. In these cases, the event should take place in a remote place, 

where the content viewer would not expect to party normally. This way the content can demonstrate 

the main attributes of the SB.  

 

"For the Renegade concept it's battery powered, it's portable and it's remote. Because it has 

to showcase the USP's of the speaker. (…) So, it has to be away from power sources, it has 

to be very visible in the content, that this is going on somewhere you can't normally have a 

party." (Laursen, personal communication, April 3, 2018). 

 

When interviewing Baun, she stressed that part of the whole event was finding a venue that 

either they could transform or was already special. This was continued by Bøgvad, as he stressed 

that this aligns with their brand and is part of creating a more memorable experience.  

 

"One of our visions was to make these events in some edgy venues, (…) only in places 

where you have not been before." (Bøgvad, personal communication, April 17, 2018). 

 

The venue selection influences the overall experience, the more 'edgy' the venue is the more 

special the overall experience. 

 

Increasing creativity through collaborations 
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This category has been represented in all of the interviews, but not directly addressed before 

we talked to Bøgvad. In our interview, he very pointed out that the collaboration with different 

partners always brings up new ideas and makes the event special.  

 

"I think the more people, the more different point of views you get on an event. You like to 

get an event with more, and a lot of different ideas. More creative." (Bøgvad, personal 

communication, April 17, 2018).  

 

In hindsight, we could see the same idea in the interview with Laursen. When SB 

collaborated with the DJ Ookay, they set a date for the event, however, did not really know how this 

could be executed. Both collaborating teams got together and came up with their ideas.   

 

"And somehow, we figured out we want to go to the LA metro with a bunch of fans and a 

speaker and just throw a party there. We had no idea, how that would turn out, but it turned 

out really well. It was an amazing experience for everyone." (Laursen, personal 

communication, April 3, 2018).  

 

Laursen links this back to the organizational culture that SB has, that allows them to create 

ideas internally and externally. Furthermore, the whole set-up of the Renegades is quite simple but 

leaves a lot of room for creative ideas of their partners.  

Baun pointed out that when deciding who to collaborate with it is very important for her that 

the partner is creative and has some great ideas. In that sense, the size of the organization is not that 

important. "Because sometimes the big ones can also be very playful around stuff" (Baun, personal 

communication, April 10, 2018). In order for the companies to try exceptional events, they are 

using collaborations to increase creativity. They are creating a platform that allows creativity for 

their partners, which they are ultimately also benefiting from.   

 

Strategic adjustments  

 

In all the interviews, we found notions of the ongoing learning process related to project 

management through their several collaborations, which is a natural course in any organization. In 

the case of SB, there has been a strong focus on collecting feedback from their community. It was 
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apparent that SB has grown a lot during the past year, and therefore very conscious of their 

mistakes, which also meant that they were precise on what and why they changed things. In regard 

to collaboration partners, Hjortshøj Thomsen pointed out that in the beginning, SB did collaborate 

with everyone that was slightly interested. They thought that if someone is willing to work with 

them and has somewhat a big reach that would be their way to success. As mentioned before they 

realized that it is more important that the partner matches with the SB identity and this requires 

commitment. An important matter is though they are trying to find see if the partner is a fit 

beforehand, most of the time they can only be sure after the event. During the event still, a lot of 

things can happen.  

Baun also talks about BTF' learning process in regard to working with different 

collaborations. In addition, she also stresses the importance to continue learning about new trends 

and technology features in terms of social media. This allows them to be forerunners and quickly 

discover if those work for BTF events and promotion.  

As SB has been before BTF, they made more strategic adjustments over time. It is evident 

that they put more thoughts into their failures. However, both companies try to focus on finding 

their own strategies that make them distinct. 

 

New collaborator communication 

 

An important part of the collaborating with new partners is the communication. Most 

communication takes place almost exclusively before the event. Hence, entailing a lot of email 

conversation, as well as a few meetings so that everyone involved is feeling their requirements are 

met. This requires clear communication form and agreeing on expectations. This is shown when 

Baun mentioned that BTF had troubles with partners promoting the event beforehand.  

 

"Working with these communities. Like okay, through BTF Thursdays, we were like maybe 

they didn't share the event as much as we've hoped" (Baun, personal communication, April 

10, 2018).  

 

All interviewees agreed that working with several collaborators the communication gets 

more complex. In order to make decisions, everyone needs to approve, and this can often be time-

consuming. Hjortshøj Thomsen talked about an event with many different collaborations, where 



 59 

everyone had their own goal to promote themselves, but there was a hesitance of creating a 

common experience.  Baun also mentions that working with many different collaborators decreases 

the control of the event.  

 

"Sometimes it is easier to work with fewer artists and you have maybe 80% of the control of 

the events." (Baun, personal communication, April 10, 2018) 

 

Starting new collaboration leads to an increase in communication as all partners involved 

need to align their expectations. 

 

Core category:  Recurrent collaboration 

 

The opposing core category of our second axis is 'recurrent collaboration'. This distinction 

was made as both case companies mentioned those opposing possibilities. Hence, we will present 

the categories 'collaboration within network', 'the role of trust', and 'combined planning process' 

accordingly.  

 

 
Figure 15: Memo table: Recurrent collaborations 

 

Collaborations within networks 

 

Especially during the interview with Baun, we drew attention to the importance of networks 

when creating these events. BTF is working a lot with collaborators in their network. Through their 

networks, the collaboration partner has been involved with BTF events and already knows about the 
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concept. The same applies to SB and the Renegades they are arranging with collaborators based in 

LA. With establishing their network, SB is able to collaborate continuously with partners that they 

already know. This gives some kind of security and minimizes the risk of the events. A direct 

example is SB recurrent collaboration with Ookay.  

 

"That was the most piggyback we have done. Because they did the events and they had the 

content people they sent us the content and we were able to use his name to promote his 

parties but because of the nature of the event, and the product." (Hjortshøj Thomsen, 

personal communication, April 3, 2018).   

 

In that sense, SB did use Ookay, who they already had in their network, and he and his team 

have realized SB goal of the Renegade without them even being there.  

There is, however, a paradox in collaborating with partners in the same network again and 

again. Baun mentioned that they are expanding their networks through these events, at the same 

time they work with recurrent partners that are already part of their network. She argues that there is 

the important element of trust in recurring collaboration, which leads us to the next category. 

 

The role of trust  

 

During our interview with Escoffery, we obtained that a very important factor when 

collaborating with different partners is trust. This trust is built over time and can, therefore, lead to 

recurrent collaboration. Escoffery said that because of the trust built with Baun, they collaborated 

again.  

 

"Because we've done things before in the past, so she knows that I'm gonna obviously like 

have a responsibility to give a good night to the people that come." (Escoffery, personal 

communication, April 20, 2018)  

 

When SB decided to continue to work with Ookay and give him the responsibility to throw 

is own Renegades in the name of SB, this only happened because they trusted him. It was a great 

experience for both partners the first time and SB saw that he had the right mindset. Baun talked 

about a collaborator that canceled two weeks before the BTF & Friends event. In response, she 
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contacted Escoffery as she knew from a prior collaboration that they worked together well. She also 

said that it is important that the trust is two-sided. BTF is organizing these events, however, if they 

would not have built trusting relationships, no one would want to collaborate with them.  not only 

the collaborating.  

 

"It is so important and what I really value is that we are, like accountable. We're trustworthy 

and people can count on us." (Baun, personal communication, April 10, 2018).  

 

Overall, the fact of trusting that collaborators will take care of their part of the collaboration 

leads to less communication and is beneficial in recurrent collaborations. 

 

Combined planning process  

 

The process for these events varies according to what the event finally looks like. This 

planning process often times constitutes the event experience and due to the different influences of 

collaborators, the venue, as well as many other variables, will always create a novel experience. SB 

touched upon them having a very low budget for these events. They don't have a clear budget and 

therefore a lot of times this influences the final event. In the case of SB, the responsibilities for the 

planning of events are oftentimes different from event to event. Laursen and his creative team are 

the ones shooting the content and therefore the main responsible for the planning.  

 

"So, the way we work is that we have a creative team that is creating all of the content, 

Hjortshøj Thomsen is kind of part of that team because we have this initial brainstorm of 

each production." (Laursen, personal communication, April 3, 2018). 

 

In BTF Sound everyone is part of the planning process. Baun links this to the size of their 

company. They are always starting out with brainstorming for the next event. After finding their 

collaboration partner, they will sit together with everyone involved and will discuss the theme and 

happenings of the event.  
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"I mean if you're such a small company everybody gains a role in here, everybody is like the 

promoter, everybody is trying to reach out to their network." (Baun, personal 

communication, April 10, 2018).  

 

The planning process varies for each event and is depended on the size, venue and 

collaboration partner. However, there is a tendency for the same internal people being involved in 

the planning. 

 

Overarching category 

 

 
Figure 16: Overarching category and core categories 

 

Identity 

 

 
Figure 17: Memo table: Overarching category Identity 

 

We identified identity as an overarching category because all the interviewees have in some 

way touched upon it. Through our data analysis we found that identity is one of the main notions 

influence all categories regard to our research. Overall, identity comprises how the companies see 

themselves and in what they that influences the way they operate. We have found two distinctions 

of explaining their identity. First, the way they see say they are and second, saying that they are 

different in comparison to others.  

In the case of SB both Hjortshøj Thomsen and Laursen had a clear idea of the SB identity. 

This links back to the fact that due to their learning process, their identity is very thought through. 
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They refer to the SB core, which they define as their product. Around the SB as the core everything 

else evolved, on the one side the community and on the other side the Renegades and the Renegade 

mindset. Those aspects evolved over time and SB decided to shape those further.  

 

"The Renegade mindset is about, screw that. We want to pursue our dreams, we want to 

accomplish everything we dream of and we want to do that with other people and we want 

to create long-lasting friendships." (Laursen, personal communication, April 3, 2018)  

 

Along with this SB decided to create the Renegade pop-ups, as they combine the Renegade 

mindset and community revolving around the product.  

 

"I think that what we are trying to do play around with this term inside-out community 

which is that the community that we are creating with people owning SB globally should 

ideally be the same kind of people that we have internally in the company" (Hjortshøj 

Thomsen, personal communication, April 3, 2018). 

 

BTF identity has entailed the label side of the company but to a create extent the passion for 

doing things in a different way. According to Baun BTF started doing these events because they 

figured out that they are good at creating event experiences. However, one way more focus was on 

both Baun and Bøgvad repeating that they wanted to use a different approach to doing business, 

which is shown in their core. 

 

“But we are this electronic label and creating agency, so we want to express that we can do 

something different.” (Bøgvad, personal communication, April 17, 2018).  

 

“The reason why we are doing the events is because we want to put the things that we are 

working with, like for example artists, in another environment, compared to what other 

labels are doing. So, I see the events as a way to promote the vision that we have” (Bøgvad, 

personal communication, April 17, 2018). 

 

In line with this, Bøgvad is focusing a lot on how they are different from other brands and 

that BTF identifies as being different. In this sense, their goal is to present their artist in unusual 
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settings that make the event more unique. As we already presented they also apply this for their 

collaborator selection. Baun also in accordance with that BTF tries to bring an element of surprise 

to the event and focusing on delivering this experience. 

“(We) try to get that experience. ‘Wow, I didn’t think of that and that is kind of weird but a 

great idea!” (Baun, personal communication, April 10, 2018). 
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Introduction 

 

After having defined our methodology, gathered and analyzed all of our data, we now return 

to the library in order to explain in light of the literature the categories from our findings, and 

furthermore give us a base on which to build our analysis. In line with grounded theory, the 

categories that will be presented in the following pages stem from the patterns and notions that 

emerged throughout the process of our data analysis.  

 

Organizational identity 
 

Albert and Whetten (2004) were pioneers in the field of organizational identity and define it 

as being characterized by three separate notions: ‘central character’, the salient definition an 

organization has of itself, such as a series of traits; ‘distinctiveness’, relating to the indirect claim of 

identity when one compares oneself to another and focuses on the elements that differ; and 

‘temporal continuity’, the idea that identity claims must remain consistent to a certain extent 
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throughout periods of time. This is not to say that organizational identity is immutable, it is not, but 

that a certain core always remains the same. Scholars have arrived to a consensus on the idea that 

identity formation is a relational process rooted in comparison amongst individuals and 

organizations (Pedersen & Dobbin 2006, p. 902). Albert and Whetten (2004, p. 98) continue by 

stating that identity plays a role in organizational decision making, both in proactive issues such as 

long-term strategic planning, as well as shorter term issues such as responding to changes in the 

business environment.  

Schultz and Hernes (2013) have also studied the notion of organizational identity formation 

and their study is interesting in part as it adds the fourth dimension, the dimension of time to the 

aforementioned literature on identity. Specifically, the state that current impressions of past events 

are a salient in identification processes and self-understanding. This point leads them to argue that 

identity formation is an ongoing process and that identity formation should be studied from the 

point of view of an ‘ongoing present’, a perpetual balance in between past and future 

accomplishments and expectations (Schultz & Hernes, 2013, p. 17). This final argument is 

compatible with Albert and Whetten’s (2004) third characteristic of organizational identity, the 

temporal continuity because these are mere reinterpretations and while they do change over time, 

this change is only incremental. Finally, because identity formation is a subjective and personal 

process of self-classification, Albert and Whetten (2004), state that identity statements can coexist 

and therefore dual identity statements are possible. It is not by accident that we decide to introduce 

the idea of dual organizational identity. We argue that our constructivist epistemology is especially 

well suited towards elucidating dual identities by understanding that coworkers or partners may 

have divergent claims of identity, different truths, not facts or realities, for the same organization or 

event.  

 

The experience economy 

 

What is an experience 

 

In our introduction, we presented Pine and Gilmore’s (1998) notion of the ‘experience 

economy’ as a management approach. They argue to the existence of different economic stages 

each revolving around a specific selling proposition such as commodities, goods, and services; and 

that around the time of the turn of the millennium and the writing of their paper, we entered an 
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experience economy stage. Stating that “experiences are a distinct economic offering, as different 

from services as services are from goods” (Pine & Gilmore, 1998, p. 97), they increase value and 

permit the charging of a higher price. Experiences are such a salient part of event marketing that 

according to Tafesse (2016, p. 37), “scholars routinely refer to event marketing as experiential 

marketing”. 

While they are the subject of our paper, an experience is not necessarily an event, other 

experiences such as in-store experiences relate to Pine and Gilmore’s (1998) definition. 

Boswijk, Thijssen and Peelen (2007) later revise the experience economy concept and add 

the idea of co-creation with the customer. According to the authors, in contrast to exclusively 

focusing on the company’s perspective, experiences should be co-created with the audience or 

customers (Boswijk et al., 2007, p.12). Therefore, looking at the larger picture, the authors are 

discussing the fact that these experiences fall into a socio-cultural context. The experience is 

experienced with others, there is an emergent sense of belonging to a group.  

In near perfect unison, where Pine and Gilmore (1998) speak to the importance of 

experiences being ‘memorable’, the authors here stress the need for the experience to be 

‘meaningful’ in order to be remembered by the audience (Boswijk et al., 2007, p.12). This begs the 

question: how does one create such experiences? The authors discuss a certain amount of practical 

recommendations for management that we will briefly look into. 

 

The importance of the five senses 

 

Boswijk et al. (2007) argue that our methods of perception, our five senses, are an essential 

part of elaborating meaningful experiences. These allow us to understand the environment we move 

in and the experiences we speak of. Regardless of the fact that human beings are often not mindful 

about the way senses influence our cognition and experience (Boswijk et al., 2007, p. 20), they do 

impact the way in which we remember experiences. Here the authors agree once again with Pine 

and Gilmore (1998) by stating that, there is a positive correlation in between the number of senses 

engaged by an experience and the potential level of ‘memorability’. 

Furthermore, the authors discriminate in between ‘higher’ senses, which relate to intellect 

such as sight and hearing; and ‘lower’ senses, relating to individual’s physical comfort such as 

smell, taste, and touch (Boswijk et al., 2007, p. 21). Each sense brings with itself a specific set of 

characteristics however as a rule of thumb, the ‘lower’ senses are slightly more important to the 
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‘higher’ senses because they tend to relate more to an individual’s emotions than others. For 

instance, the senses of smell and taste are seen as especially important they are remembered with 

one’s episodic memory, which is the memory of important autobiographical events and the 

emotions, times, and places associated with them. In the book in the search for lost time, when 

author Marcel Proust speaks of remembering a time in his youth when his mother would offer him a 

madeleine (a French pastry), he remembers the event with episodic memory. Along with semantic 

memory which relates to general knowledge and writes itself in one’s mind through ‘high senses’, 

these two types of memory combine to form declarative memory (Schacter, Gilbert & Wegner, 

2011, p. 240). 

Regardless of the fact that there have been interesting initiatives in the past of stimulating 

episodic memory, such as Abercrombie & Fitch stores perfuming all of their stores in the same 

fragrance, or smell, episodic memory is often times the most overlooked by managers in the 

creation of experiences. It is harder in the case of an event to create a distinguishable smell than it is 

to create a visual or a sound.  

It is therefore established that “sensory perceptions lead to emotions.” (Boswijk et al., 2007, 

p. 25). Therefore, in turn, negative sensorial perception can negatively influence the experience. For 

instance, noises and bad smells can irritate a participant and cause detriment to an experience (Pine 

& Gilmore, 1998, p. 105).  

In conclusion, on the one hand, managers must pay careful attention to the way in which 

attendees experience their events, their five senses. The perception of an experience is not only 

sensory but also unconscious and different sensorial experiences are recollected differently. “When 

people find themselves in situations in which their senses are stimulated, where emotions are 

triggered, then meaningful experiences take place” (Boswijk et al., 2007, p. 24), managers must 

therefore strive to engage the right senses, in order to create a special experience that, in a rapidly 

increasing digital world, would only be possible in real life (Boswijk et al., 2007, p. 25).  

On the other hand, the literature states that collective experiences are very much dependent 

on the individual’s present at the experience, not only due to their various personal interpretations 

of the experience, but also due to their individual motives for attending it (Boswijk et al., 2007, p. 

25). Therefore, managers must understand the limits of their powers, as the key element of 

experiences is that they are experienced differently for every person as they have different 

perceptions (Pine & Gilmore, 1998, p. 105). 
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Using content as an online marketing tool 

 

Content marketing is a marketing tool that includes the creation of one’s own media and 

material with a view to publish is on their own online platforms in order to attract and engage with 

an audience. This stands in contrast to traditional forms of advertising, as there is no purchasing of 

advertising space (Lieb, 2011, p. 1). Content marketing has been relied upon heavily in the past, 

notably through techniques such as advertisements through physical mail as well as email 

newsletters. It has however exponentially increased in recent years due to the rise in digital 

platforms and free access to all to publish online content.  

Lieb (2011) argues that companies while having recourse to online content marketing 

should “think like a publisher”, in the sense that they should continuously publish new content 

while always evaluating it. She is stating that organizations should much like a beating heart, in 

order to show that they are still alive, periodically post content online. Let us note that by doing so, 

companies are directly contributing to the online noise. In order to create content that attracts 

audiences, companies have to consider which emotions their content evokes in order to stand out in 

the noisy competitive online environment (Berger and Milkman, 2012, p. 11).  

 

The balance in between exploration and exploitation 
 

Since Schumpeter’s (1934) “Theory of Economic Development”, one of the oldest concerns 

of organizational science has been the relation in between two focus points of corporate strategy: 

the exploitation of certainties and the exploration of new courses of action. The definition we will 

be using was coined half a century later, March (1991) specifies exploitation as including elements 

such as “refinement, choice, production, efficiency, selection, implementation, execution.” 

Exploration, on the other hand relates to ideas of “search, variation, risk taking, experimentation, 

play, flexibility, discovery, innovation.”  

After having demonstrated this dichotomy in between exploitation and exploration, scholars 

were able to come to a consensus to the obvious follow-up question: “Which strategy should my 

company pursue?”. And the response is that of a middle ground, Uotila, Maula, Keil and Zahra 

(2009, p.221) state that “The argument that organizations need to balance their exploration and 

exploitation activities to achieve optimal performance is widely accepted in the literature”. 

However, in a complex world with limited resources this response from the scholarly oracles is of 
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little use to the hard-working managers and Schumpeterian entrepreneurs already well in debt, 

according to his theory.  

The need for concrete and practical examples is offered by Volberda (1999), who proposes 

three different resolutions to the exploration/exploitation paradox. Firstly, a company may 

simultaneously perform exploration and exploitation activities by virtue of horizontal or vertical 

separation. This is notably the case in larger companies who may also encompass an R&D division 

which can focus their endeavors on exploration, while the production division, in an effort to 

increase output, could utilize a strategy of exploitation. Secondly, by focusing either on exploration 

or exploitation, and therefore concentrating their organizational efforts, companies are able to 

resolve the paradox on a macro level. This second solution additionally takes inspiration from 

network theory, as different constellations of companies such as clusters, and also individuals acting 

as information brokers (Cross & Prusak, 2004) contribute the swift transfer of information in 

between the two complementary firms.  

Finally, Volberda (1999) speaks of the possibility of firms separating their exploration and 

exploitation endeavors over time. For instance, a pharmaceutical start-up may stem from 

exploration efforts such as R&D, and only in time, once it has struck gold, change its focus to 

production and exploitation. However, this is only one example and it may be interesting to take a 

step back and look at the grander picture. Nooteboom (1999, in Jacoby 2005) alludes these kinds of 

organizational focus changes to what Burns and Stalker (1961) have coined the process of 

oscillation in between organic and mechanistic organizations. There is ground to make such a 

comparison as Burns and Stalker (1961) define organic organizations by their flexibility and value 

of external knowledge, which is in a way similar to the risk-taking and experimentation 

characteristics of exploitation. In contrast, mechanistic organizations, are very inwardly focused and 

have a high degree of structure Burns and Stalker, (1961). However, Nooteboom (1999) does admit 

that such a situation is difficult to achieve as it entails changes on two levels: constant job 

redefinition within the firm, while the firm itself constantly changes its activity. Hence, oscillating 

in between exploitation and exploration.  

 

The balance in between novelty and familiarity 

 

A further balancing act from cultural organizations to learn from according to multiple 

sources (Caves, 2000; Lampel, Lant & Shamsie, 2000), is the need to pursue the contradictory 
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product characteristics of novelty and familiarity. It is said that a creative product must be novel 

enough to differentiate itself, attract the consumer in a high-competitive environment, and be valued 

as innovative in expression or form, while nonetheless being recognizable in order to be 

categorized. The balance in between these two contradictory demands are one of the main issues 

creative companies face. Montanari, Scapolan and Gianecchini (2016), drawing upon the case study 

of a well-known Italian choreographer have elaborated a typology of innovations that help us 

illustrate the issue. The article describes four separate types of innovation: ‘established’, which 

alludes to cultural innovations that sport an instantly recognizable innovative style; ‘proximal’, in 

reference to a product that can be characterized as having exploratory as moderate levels of novelty; 

‘maintained’, relate to products that are variations on an established theme and in consequence 

only low levels of experimentation; and finally, ‘fuzzy’ innovations, that in contrast is 

characterized by high levels of experimentation but without a recognizable style. 

The last two examples are of interest to us as they illustrate well the spectrum of creativity 

that commercial cultural products may fall into. ‘Fuzzy’ products according to the literature, by 

virtue of being too different or avant-garde, run the risk of being misunderstood, and regardless of 

their subjective artistic value, a commercial failure. Late John Coltrane and notably Ornette 

Coleman’s 1961 album Free jazz come to mind. Today lauded as a pioneering work, upon its 

release it was reviled by critics and the public alike. For instance, in the January 1962 issue of 

DownBeat magazine, jazz critic John A. Tynan referred to it as ‘anti-jazz’ and rated it zero out of 

five stars. On the other hand, ‘maintained’ initiatives can be exemplified by today’s pop music. 

Songs that sit at the top of the hit charts more often than not have harmonies and rhythms that are 

not novel but, quite the contrary, have been successful in the past (Caves, 2000). 

 

The origin of creativity: the individual vs. system debate  

 

 The data we collected throughout our grounded research project compels to discuss 

another salient cultural industry question. According to Lampel et al. (2000, p.267), “there is a 

persistent debate in cultural industries about the true source of creative value.” Are ‘successful 

cultural products’ the fruit of the prowess of a single extraordinary individual, or is the system 

creative, for instance, by virtue of a specific formation and communication structure?  

The answer to the riddle has implications for corporate strategy. A strong focus on HR and 

headhunting are important if the belief is that the individual is the source of creative value. 
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However, if the belief is that the system drives creativity, then the emphasis should be on 

communication structures and managers. In practice, managers have once again resolved this query 

by situating themselves and their organizations somewhere in between these two poles (Lampel et 

al., 2000, p. 268).  

For instance, inspiration from recent studies of design strategy permits us to more precisely 

analyze this point. For instance, in design studies there are is a stark dichotomy in between two 

innovation philosophies: design-driven and user-centered innovation (Verganti, 2009). The former 

tries to design revolutionary products, to create trends as opposed to follow them, all in a very 

subjective, intuitive, and artistic process often revolving around a central senior designer. Whereas, 

the latter, the human-centered approach, concerns itself with responding to the consumer’s needs, it 

serves trends. To do so, it often has recourse to open innovation as it listens to the customer in a 

variety of ways, a point in stark contrast with design-driven innovation. What is of interest to us is 

the common structure of such firms. For instance, in many design-driven firms such as the Danish 

speaker company B&O, the designer is king and his creative process is often regarded to as entirely 

unstructured, artistic, and individual (Noe, 2011). When speaking of David Lewis, B&O’s late lead 

designer, “He always follows his own intuition, even when it means taking on the company's 

marketing department.” This demonstrates an example where the entire company revolves around 

one designer.  

In contrast, the human-centered approach is exemplified by the American consulting 

company IDEO. “IDEO’s passion is about making stuff work, not being artists” (Nussbaum, 2004) 

and there are two important elements that allows them to do that: they have constituted a flat 

structured, design consulting team constituted of individuals from various professions, and they 

have structured their project work into a highly systematized five-step process, from observation 

and brainstorming and finally implementation. These two examples from the design literature are a 

microcosm of the individual vs. system debate.  

  

The impact of networks on creativity 
 

Social groups and their benefits 

 

Over the past few years, the notion of homophily has risen to the forefront of the popular 

debate notably because of the rise of social media and website algorithms which selectively guess 
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information that pleases a given user. In the words of Bill Gates (in Delaney, 2017) this “lets you go 

off with like-minded people, so you're not mixing and sharing and understanding other points of 

view.” In organizational literature, the idea of homophily and social circles in general, has however 

been studied to a large extent and there is a consensus that individuals in a given social group tend 

to think alike, behave in a similar way, and also have access to exclusive information and 

knowledge (McPherson, Smith-Lovin & Cook, 2001; Cattani & Ferriani, 2008; Burt, 2004; 

Granovetter, 1977).   

Project management advantages relating to communication and coordination, stemming 

from social and organizational embeddedness have been spoken about at length in the literature. For 

instance, individuals with prior work experience “can develop routines that mitigate coordination 

costs and enable the team to produce higher quality outcomes.” (Bercovitz & Feldman, 2011, p. 87; 

Maskell & Lorenzen, 2004, p. 993). Furthermore, innovative advantages are also of note. When 

studying project management Grabher (2002, p. 212), speaks of the “vital importance of long term 

relations for successful innovation and interactive learning processes, particularly when complex 

tasks are involved.” 

 

The spaces in between the clusters and their bridging  

 

Burt (2004, p.351) refers to these social groups as clusters, which are the “defining features 

of social structure” and are characterized by high level of embeddedness. The scale and scope of 

clusters may vary as they can be geographical, divisions in a corporation, or inter-organizational 

groups within a certain profession (Burt, 2004, p. 351). Consequently, because of the fact that 

individual from different clusters tend to act and think alike, he concludes that by bridging the 

‘structural holes’ in between said clusters, there is a possibility for inspiration from others and novel 

combinations of knowledge (Burt, 2004, p. 357). The structural holes are therefore essential as they 

permit the division of elements such as knowledge and best practices, in a way that would be 

impossible in one major social group, or cluster. Let us link this last point another salient piece of 

network literature, Granovetter (1977) paper “The Strength of Weak Ties” in which a similar 

argument is made. It is suggested that there is a positive correlation in between organizational 

embeddedness and innovation, but only up to a certain level of embeddedness.  

We can subsequently extrapolate from this final point that there must be, at least 

theoretically, a point of optimal organizational embeddedness. However, more than a precise point 
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on a Manichean spectrum in between hermetic embeddedness and full-blown separation, the 

optimal point is more that of a constellation, constituted of an organization and its network 

(Boschma, 2005). Boschma (2005) defines five types of proximity and studies their impact on 

innovation, he suggests that loosely coupled systems and a blend of the buy vs. make distinction 

can solve questions of organizational and social proximity. The division of the notion of proximity 

into five forms further illustrates the idea that the aforementioned theoretical optimal point in 

between embeddedness and separation does not exist, but rather that it is an intricate issue 

constituted of individuals as well as systems. Or as once again Lampel et al. (2000) might say, a 

balancing act. A balancing act in between purchasing labor or services on the market or producing 

these in-house: the buy vs. make distinction. 

 

 
Figure 18: Illustration of the network and clustering 

 

How to bridge these structural gaps? 
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Now that an initial sketch of the environment has been made, there is a need to discuss the 

practical avenues that the literature sets out for managers dealing with these issues. Let us define the 

term network in the light of Cecil and Green’s (2000) work. They state that networks can be 

separated into two categories: ‘first-tier networks’, which relate to alliances that are bound by 

official contracts; and ‘second-tier networks’, which includes informal relationships such as 

friendships that notably rely on high levels of trust.  

Cross and Prusak (2002, p. 106), speak to the importance of informal networks and the need 

for managers to foster them. They elaborate a typology constituting of four types of individuals 

which may aid in the understanding of the environment of informal networks. The central 

connectors, the main source of information for the majority of people in the network, a role that 

they were not necessarily formally designated to bear, and the bottleneck risk is always present with 

them. ‘Peripheral specialists’ may or may not be part of the organization, but they are outsiders, 

often times experts on a given topic to which the company can refer to if the need arises.  

Finally, ‘information brokers’ and ‘boundary spanners’ are similar in the way that they use 

their outstanding social skills to develop connections in between different networks. The former 

connecting sub-networks within an organization, and the latter in an inter-organizationally. They 

are the bridge that crosses Burt’s ‘structural holes’, permitting the ‘good ideas’. In practice, 

managers have already started to head the advice, as Chesbrough (2003) states that there is a trend 

of involving outsiders, or peripheral specialists, in order to benefit from their expertise. Cattani and 

Ferriani (2008, p. 824) pursue the reasoning by linking individuals such as the aforementioned 

boundary spanners to increased creative output, “individuals who occupy an intermediate position 

between the core and the periphery of their social system are in a favorable position to achieve 

creative results.”  

In connection to the reliance on networks and recurrent collaboration, trust is built over 

time. This happens as Meyerson, Weick and Kramer’s (1996) claim in networks with stronger the 

ties (i.e. friendship and family) that allow building trust over time. The partners established this 

trust through past experience, ‘knowing’ that the partner will do a good job. In contrast, individuals 

in networks with weaker ties are more vulnerable in the sense that they did not have not yet had the 

opportunity to prove themselves. The authors introduce the notion of swift trust, which is the 

confidence that an individual has in another which lies beyond the scope their immediate cluster, 

notably because of their professional accomplishments. This relates to Cross & Prusak’s (2002) 

definition of a boundary spanner, an individual which can benefit an initial organization by virtue of 
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his or hers important network. Hence, swift trust emerges as one assumes that a partner is 

trustworthy as they have to prove themselves. In this case one ‘assumes’ that the partner has the 

ability to do the job. The authors purse by stating that swift trust may lead to increased partner 

performance, “yet this threat can create the grounds for expecting trustworthy behavior among 

participants.” (Meyerson et al., 1996, p.6).  

 

The cons of overly relying on the network 

 

In the past few paragraphs, we have attempted to clarify how a reliance on networks and 

past collaborations can aid with basic project management issues such as communication costs and 

trust. However, as we briefly demonstrated by referring to Granovetter (1977), the literature 

nonetheless warns us about a possible overreliance on networks, notably with issues of knowledge 

lock-in and appropriate allocation of resources. The role of social interaction in business is 

especially complex because of the fact that all economic interaction is embedded in a social context 

(Granovetter, 1985; Boschma, 2005) and therefore, social relations directly affect economic 

outcomes. 

By analyzing the US film industry, Sorenson and Waguespack (2006) uncover the self-

confirming dynamic in Hollywood that past experience with a given partner will tend to garner 

more future collaborations. As much as this point is understandable as we have shown there is clear 

value in recurrent collaborations, they argue that there are cases in which previous collaborations 

are overvalued and lead to a lack of economic rationale, because a more comfortable partnership 

with an average movie director could be preferred to a new partnership with a more creative 

partner. Boschma (2005, p. 66) echoes this point when speaking warning of the risk of too much 

social proximity, relationships which involve “trust based on friendship, kinship and experience”, 

for innovation. Similarly, Andersen (2013) studies the role of embeddedness on economic 

performance showing that it is especially negative in foreign markets. 
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A discussion of our two spectrums  

 

As presented in our findings, two distinct spectrums emerged throughout our research that 

characterize the small cultural events we studied: the event vs. content marketing spectrum, and 
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what we will call the exploration vs. exploitation spectrum. In this section, both will be discussed 

individually, referring back to the appropriate literature while simultaneously comparing it with our 

findings.  

 

The event-content marketing spectrum 

 

 This spectrum presents the spectrum with the two opposing core categories presented 

in our findings, event and content marketing.  

 

 
Figure 19: Event-content marketing spectrum 

 

Experience economy 

 

As presented, Pine and Gilmore (1998) introduced the ‘experience economy’ as a marketing 

tool to increase the value creation. Instead of only selling a product or offering a service, it is 

argued that companies should offer experiences which increase the value of their offering. This is 

exemplified in our data as BTF’s Bøgvad spoke to the importance of creating an aura around the 

company’s value offering. “(…) It’s just not easy to sell music today. If you want to sell your 

music, you need to create some more value about your music. So, you want to sell your music as a 

whole experience, a whole universe.” (Bøgvad, personal communication, April 17, 2018). The 

literature speaks of the need to strive towards an ideal experience, one which includes elements 

which stimulate the attendee in a number of different ways, notably by involving and appealing to 

their five senses (Pine & Gilmore, 1998; Boswijk, Thijssen & Peelen, 2007, p. 20). This amount of 

stimulation is only possible in real-life experiences. One may argue that watching a piece of 

content, such as a video of an event, also stimulates one’s senses in a variety of ways. While it is 

true that in general audiovisual content may elicit very strong responses from viewers on an 

emotional level (Berger & Milkman, 2012, p.2), physical senses such as smell, taste, and touch are 

especially important when speaking of experiences and only stimulated in real life. By creating this 

surrounding experience, Pine and Gilmore (1998, p. 100) argue that the company will firstly, gain a 
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competitive advantage and secondly, charge a premium for its product. Both of these elements can 

be seen Pine and Gilmore’s (1998) impetus for creating such experiences.  

Conversely, our data leads us to believe that one of the main reasons to create these 

experiences avoid drowning in the ubiquitous online noise. As introduced in our introduction due to 

the accessibility of digital platforms, there is an overload of information, the aforementioned noise, 

which in turn complicates the self-promotion process for brands (Lieb, 2011). One strategy is to 

create real-life events, real-life experiences, in the Pine and Gilmore (1998) sense of the term. In the 

words of one respondent, “because we live in a world where everything is online, and you need to 

make some physicality awareness to knock people in the head.” (Bøgvad, personal communication, 

April 17, 2018). We therefore agree with the remedy suggested by Pine and Gilmore (1998) of 

striving to create memorable experiences, but respectively and to a certain extent argue that the 

impetus is a different one, more along the lines of trying to distance oneself from the digital 

commotion. 

Therefore, at both ends of the spectrum, content and event marketing, the goal to increase 

brand awareness which in turn leads to the audience remembering the brand and their product 

(Goldfarb et al., 2009), is still the same. However, only at the event marketing end of the spectrum, 

companies try to evade the surrounding online noise by creating what Pine and Gilmore (1998) call 

‘memorable’ events or Boswijk et al., (2007) call ‘meaningful’, constituted of positive cues that 

lead to a customer remembering a brand in a positive way and an increasing in brand awareness. 

Therefore, all the elements important to experience as cautioned by Pine and Gilmore (1998), such 

as the fostering of positive cues and appealing to the audience’s senses, especially the ‘lower’ 

senses, we argue are only applicable on the event marketing side of the spectrum.  
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Different audience touchpoints through time 

 

Another salient distinction in between both ends, the event marketing in comparison to 

content marketing, is the focus on the people that are present at actual event. In what we define as 

event marketing, the attendees are an essential part of the event for three separate reasons. Firstly, 

as they are the ones participating in the event, without them there would be no such event. The 

number of attendees is therefore always important, as exemplified by Bøgvad, “The most important 

aspect is to make a cool event. But the event isn’t cool if there aren’t any people.” (Interview 3, 

10:57). Secondly, attendees have a direct impact on the event’s atmosphere through their own 

attitudes while they are present (Boswijk et al., 2007, p. 25). As Escoffery (1:48) added, the 

attendees contribute to the experience with their own personal identity and mindset. Finally, 

exclusively in the event marketing side of our spectrum, the touchpoint for the brand with its 

audience occurs during the event itself. That is the important point, whatever happens later through 

social media is secondary. 

In regard to the content marketing side of our range and in complete contrast to the previous 

point, the event attendees are secondary. It is the future online audience, which will be subjected to 

the content from the event after it has passed, which is more important (Berger and Milkman, 

2012). In the case of SB the collaboration partners, such as the artists, “party with their closest 100 

fans and it provides a great deal of value for them.” (Hjortshøj Thomsen, 28:45). In this sense, 

during the event the SB brand itself does not connect with its own audience, yet. The SB brand 

benefits later through the content these events provide. 

In conclusion, both strategies involve the customer at different times and there are therefore 

different elements that must be taken into consideration for each strategy. For instance, investments 

in good-looking content, such as photos and videos, are the pillar of content marketing, while they 

might be superfluous in the case of event marketing.  

 

The importance of networks for event and content marketing strategies 

 

Throughout our entire data gathering process, the importance of the network was apparent 

as this point was stressed by all the respondents. Notably the size of networks as they are thought to 

attract attendees to the event in the event marketing end of the spectrum. When talking about 

Louise, the second artist collaborating on the BTF & Friends event, Escoffery admits that “She is 
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quite popular on Instagram and she has this fan base in Copenhagen. So obviously a lot of people 

went there to go and see her. (…) So, I think she brought in more clientele.” (Escoffery, 10:46). In 

this sense, Louise took the role of boundary spanner, using Cross and Prusak’s (2002) terminology, 

connecting her network to the already present ones of Escoffery and BTF, and therefore attracting a 

bigger audience (Chesbrough, 2003). 

In parallel, the network is also important when it comes to broadcasting the content to wider 

audiences once the event is over. There is common belief that larger online followings are 

preferable, however studies have suggested that there is a negative correlation in between size of 

following and the engagement of the following with each post (Chen, 2016). 

In any case, all kinds of networks such as informal networks and social media followings 

are important when elaborating an event. This is regardless of strategic choice as there is a need to 

gather attendees to the event on the event marketing end of our spectrum, as well as share it to an 

audience In regard to the content marketing side. 

 

The exploration-exploitation spectrum 

 
Figure 20: Exploration-exploitation spectrum 

 

We here further discuss the two opposing core categories from our findings, new and 

recurrent collaborations and, in light of the literature, link them to the notions of exploration and 

exploitation, respectively (Uotila, Maula, Keil & Zahra, 2009; Volberda, 1998). On the one hand, 

we found that our core category ‘’new collaboration’ held many of the same characteristics as 

March (1991, p. 71) definition of the notion of exploration, notably ‘things’, to use his terminology, 

that are captured by terms such as search, variation, risk-taking and experimentation to name a few. 

Thus, they involve more risk, but the exploration can lead to rewards such as discovery and 

innovation.  

On the other hand, our core category ‘recurrent collaborations’ aligns with the notions of 

exploitation. Here, the companies are focusing on refining and efficiency. As we have discussed in 

our literature review, there are obvious advantages and disadvantages to both strategies and overall, 
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there is consensus among scholars that companies should find a balance between exploration and 

exploitation activities.  

 

Creativity through new collaborations 

 

As was evident in our data, both exploration and exploitation strategies were used. Firms 

pursued well-known collaborations within their own social group, as well as reached out to new 

partners. Our data aligns with Burt’s (2004) idea of ‘good ideas’ outside the clusters, as our 

respondents understand that there is clear value in reaching outside the cluster to increase 

inspiration and exchange knowledge. The literature further states that new collaborations outside 

the immediate social circle also offer a greater chance at creativity. When asked about the reasons 

to collaborate with new partners, a respondent replied “I think the more people, the more different 

point of views you get on an event. You like get an event with more, and a lot of different ideas. 

More creative.” (Bøgvad, personal communication, April 17, 2018). We argue that especially in the 

creative industries the increase in creativity through exploration is crucial. New collaborators have 

new ideas from their networks and also the combination of different people will more often lead to 

new ideas (Lampel et al., 2000). However, as we have discussed in the literature, there are 

downsides to new collaborations, as they harbor more risk and an increase in communication costs.  

Another aspect of the working with new collaborators is that the companies themselves do 

not have to come up with novel ideas themselves but take the ideas directly from the collaborators. 

This is related to the important buy vs. make distinction that many organizations face (Lampel et al. 

2000), a balancing act for buying creative ideas or coming up with them themselves. As Haun 

(19:39) stated “So, our selling proposition for the artists, is that we create a platform for them to 

express their art and we combine it in an event together.”  

This tendency was also obvious in the case of our other case companies, as they also 

‘bought’ much the creative side of the event. SB stated that they have been ‘piggy-backing’ on the 

recurrent Renegades events with the DJ Ookay, in the way that the ideas for the events came from 

Ookay and his team. Because of the fact that we are using the idea ‘buy vs. make’, it is important to 

note that we do not necessarily mean that both companies are purchasing, in the literal sense of the 

term, a creative service from a partner. They are merely outsourcing the creative aspect of the event, 

as opposed to providing it themselves with their own means and personnel. In this sense, both SB 

and BTF by virtue of their recurrent events, are creating a system that allows them ‘buy’ creativity.  
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Importance of networks for exploitation and exploration 

 

As we discussed in our discussion on the event/content marketing spectrum, networks and 

followings are salient when it comes to gathering attendees to the event, as well as sharing the 

created content once the event is over. However, networks are also essential in the way that they are 

a tool to gather future collaboration partners. 

When a new collaborator cancelled for a BTF & Friends event, Haun was able to rely on 

what Cecil and Green (2000) refer to as a “second-tier network”, and quickly partnered with a pair 

of artists friends, Escoffery and Louise. This partnership had occurred in the past and as the 

literature would have expected, the communication process reportedly smoother. Furthermore, 

Haun also spoke to the clear definition of roles amongst participants as well as the clear 

delimitation of the expectations each partner had of the other. In regard to SB, when speaking about 

starting in Los Angeles, Hjortshøj Thomsen states, “the big part of what helped us was that we very 

early on had one of our founders who went out and met a bunch of people from contacts of people 

that we knew from back home and he got introduced to some people that were genuine which is 

very hard to find.” (Hjortshøj Thomsen, personal communication, April 3, 2018 ). Therefore, it can 

be argued that both companies have a solid base of collaborators that they can rely on if the need 

arises and use in future exploitation strategies. We do not mean to imply that exploitation activities 

are only to be used as a backup plan when exploration activities fail, they are a worthwhile strategy 

on their own. It is however, interesting to note that because of the level of embeddedness of these 

partners, they can also fulfill this role. 

Exploration activities on the other hand also have an impact on the network. Haun stresses 

that she chooses to work with people that have a network, and ‘know people’ that BTF Sounds can 

benefit from. SB, in a similar way admitted that they also used to put a lot of emphasis on the size 

of their collaborators following. The underlying idea is that, as we have discussed larger networks 

are in most cases preferable, and that new collaborations and exploration activities are a way of 

increasing one’s network. 

Expanding on this idea a little, SB now argues that their eventual partner’s network size is 

not as important as it once was. We argue that this is in line with Greiner’s (1998) idea of a phase of 

‘direction’ following an initial period of growth, which BTF is still currently in. At BTF’s current 

size and influence, anyone is a boundary spanner to a certain extent as they have followings and 
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platforms that rival BTF’s in size. Another point of note is that BTF’s events are, as of right now, 

exclusively focused in Copenhagen. There is therefore a need to be as visible as possible in the 

small market that is Denmark’s capital. 

In conclusion, networks are important in both exploitation and exploration activities. 

Second-tier networks especially, are essential because of the fact that they prior shared work 

experience allows for quick, less risky, exploitation activities when elaborating events. As we 

established in the literature review, many of the typical issues involving project management such 

as communication and similar expectations regarding the definition of roles, are bypassed inside a 

social group characterized by stronger ties (Granovetter, 1977), or the social cluster, to use Burt’s 

(2004) terminology.  

Exploration activities, on the other hand, allow for an increase in the size of one’s network, 

towards new partnering brands or artistic communities, as well as new creative ideas and best 

practices, however this reintroduces project management issues according to the literature as it 

involves more risk because exploration implies that the partners have never worked with each other 

in the past. 

 

The role of trust in collaborations  

 

In our findings, we introduced the role of trust when collaborating with partners. All of the 

respondents stressed the importance of trust and name it as an important factor when repeating a 

collaboration.  

According to Meyerson et al. (1996, p.6) the understanding of trust in temporary systems is 

greatly related to networks. Baun and Escoffery decided to repeat their collaboration, due to their 

close friendship: “Because we’ve done things before in the past, so she ‘knows’ that I’m going to 

obviously have a responsibility to give a good night to the people that come.” (Escoffery, personal 

communication, April 20, 2018). Here, the trust has been built over time and is existing due to their 

strong ties (Meyerson et al., 1996, p.6). We saw the similar motive when SB continued their 

collaboration with DJ Ookay.  

On the other hand, the collaboration with new partners relates to a different kind of trust, 

more of a professional trust based on knowledge from the network. We introduced the notion of 

swift trust (Meyerson et al., 1996) in order to demonstrate the confidence that managers have for 

bridging the structural holes that surround their social clusters. The authors argue that, swift trust in 
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a new partner arises through assumptions and recommendations by others in one’s network. 

Therefore, underlining once again the importance of the network not only in allowing for direct 

partnerships to emerge, but by allowing them to emerge indirectly, through the intermediary of a 

boundary spanner in the network. 

When we are talking about trust, we are mainly referring to long-term trust that allows 

recurrent collaboration. Once the trust is built, project management is simplified. In order to arrive 

at the stage of trusting a partner, there obviously has to be the stage of reaching out of the network 

which increases the risk but can also lead to a recurrent collaboration. This links back to the 

balancing act of exploitation and exploration.  

 

 

 

Grand Reveal  

 
Figure 21: The two spectrums 

 

The previous discussion of the two separate spectrums, leads us to the presentation of our 

overall strategy. Instead of letting those two spectrums stand alone, we choose to combine them in 

order to form a matrix of four distinct strategies. The ‘event-content marketing spectrum’ will be 

presented horizontally, on the X-axis; the ‘exploration-exploitation spectrum’ will in turn, be 

presented vertically, along the Y-axis of the matrix.  
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Figure 22: Strategic matrix 

Let us begin by addressing the elephant in the room and agree that this alignment is 

reminiscent of Porter's (1980) matrix of four generic strategies of cost leadership, differentiation, 

and market focus. To a large extent it is, and furthermore our recommendation is similar to Porter’s 

(1980) in the way that we argue that each of these strategies requires a specific set of resources in 

order to gain a specific set of outcomes and benefits. By not selecting and abiding by a single 

strategy for one single event, event planners risk getting ‘stuck in the middle’, misallocating the 

resources at their disposal, and not reaping all of the possible rewards of marketing through events, 

or content. 

When choosing a strategy for a given event, the companies have two decisions to make 

which relate to the two spectrums we have established:  

 

(1) Event marketing vs. Content marketing      

(2) Explore new collaborations vs. Exploit recurrent collaboration 

 

Explorative event marketing 

 

The first of the four strategies we will discuss relates to the combination of exploration 

activities and event marketing. There are two key points of interest for companies here for 
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companies to be aware of: the event attendees and the elaboration of a unique experience. In order 

to create an experience that sets itself apart from the rest, we argue that companies should on the 

one hand focus on the elements brought forth by Pine and Gilmore (1998) such as appealing to the 

audience’s five senses and ponder innovative ways to appeal to one’s episodic memory through 

‘lower’ senses. On the other hand, firms should look into new and unusual collaborations with 

artists and brands. Echoing Haun (personal communication, April 10, 2018) “Sometimes I like to 

take in a brand that is a bit of a surprising brand. Say, Heinz ketchup. Like, how can we incorporate 

them in a nice way.”, we argue that in principal no collaboration can be too extraordinary.  

These events are about fearless experimentation with an eye towards fostering shock value. 

By virtue of being exclusively offline, they ideally foster a strong sense of belonging and 

community. That is not to say that the event is not shared on social media platforms by attendees or 

other partners, but that an organic relationship in between audience and brand is formed. A recent 

trend for certain events such as nightclubs in response to the increase in digital content created from 

events, has been to cover audience members’ cell phone cameras with stickers and explicitly state 

that any photographing and filming is strictly forbidden. An interesting development, as we argue 

that it may increase the feeling of transiency of the event and belonging to the community around 

the brand. 

As we have argued in light of our data and the literature, these exploration activities involve 

a number of eventual project management issues and an overall increase in risk because of the 

novel collaboration partners. We therefore caution a certain amount of careful skepticism of new 

partners, notably In regard to their stated objectives for the event and communication style while 

choosing the explorative event marketing strategy. However, as we have previously discussed, 

organizations venturing down this strategic path may benefit from increased creativity due to these 

new collaborators, as well as a possible increase in attendees due to access to new platforms for 

promotion.  

Finally, we must warn managers of the risk involved with intense levels of exploration, too 

much ‘novelty’ and not enough ‘familiarity’, to use the Lampel et al. (2000) terminology. Popular 

history is filled with examples of masterworks that were utter commercial failures upon their 

release, only to be recognized much later once the avant-garde becomes the norm such as 

Stravinsky’s the Rite of Spring which was laughed out of the Théâtre des Champs-Élysées when it 

premiered in Paris in 1913. Hence, untethered exploration may lead to commercial failure 

regardless of creative value, but as Caves (2000) puts it, with cultural products, “nobody knows”. 
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Exploitive event marketing 

 

The exploitive event marketing strategy is about producing small variations on themes that 

have proven successful in the past, both in terms of the number of attendees as well as in terms of 

collaboration partners. In a way related to the previous strategy, the objective here is to generate 

offline awareness through the individuals present at the event.  

In light of the literature and notions that emerged throughout our data gathering process, the 

salient advantage of this event type is the ease of collaboration and elaboration. Many of the issues 

involving project management and partners have been ironed out by virtue of the partners’ 

collaborations in the past. Often times in the business world, things do not go according to plan and 

decisions need to be made under time pressure. This was exemplified during the interview with 

Haun when she speaks to having to rely on her personal network, Cecil and Green’s (2000) second-

tier networks, after a partner cancellation. However, by being compelled to change the event 

strategy from an explorative one which includes the cancelling partner, to an exploitive one with the 

ESCO brand, she was able to bypass much of the planning struggle because of the high level of 

trust she had with ESCO’s founder Escoffery. An advantage that is offset by the diminishing 

opportunity for creativity and increased audience through new partners. 

This is not to say that these kinds of events are necessarily relegated to a status of backup 

plan. There is value to this event strategy notably if managers are under time pressure to plan an 

event. However, all of Pine and Gilmore’s (1998) recommendations relating to the crafting of 

memorable experiences are still relevant in this strategy, even if we argue that not all events need to 

be groundbreaking, revolutionary, or exploratory. There is value in maintaining contact with one’s 

audience, and developing it in an organic, offline way. Finally, in alignment with the transient 

nature of such events, in these events, and in the event marketing strategy in general, there is 

potential to attract audiences through promotions possible in real life such as happy hours and 

giveaways. 

 

Explorative content marketing 

 

The goal of the explorative content marketing strategy is to create online content that 

distinguishes itself online, notably by collaborating with new partners and increased risk-taking. 
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The purpose sole purpose of the content marketing is online awareness. Therefore, in this case, the 

event attendees are of lesser importance than the future online public which in addition has the 

potential to be much larger than any of the event marketing audiences.  

In a similar way to the explorative event strategy, these events are about risk-taking in an 

effort to create something novel, something never seen before to avoid drowning in the ubiquitous 

noise on the internet. There are two advantages of note especially. Here too, we argue that new 

partners can lead to increased creativity. However, a brand can also benefit from new collaborations 

also because of the increase in reach that these bring to the table. For SB’s first event in 

collaboration with the DJ Ookay, the combination of the teams led to creating a surprise experience 

which was later transformed into well performing online content. “That first Ookay one (content 

video) is our best performing ads ever.” (Laursen, personal communication, April 3, 2018).  

However, these advantages come with a few considerations. There must be a conscious 

effort made by the organizations in creating a situation that lends itself to good online content. For 

instance, both ‘higher’ senses, sight and sound, can and must still be stimulated online and 

therefore, practical elements relating to scenography and audiovisual production are of note. 

Furthermore, in relation to explorative content marketing, the level of risk in this strategy is higher 

for two separate reasons which: due to the lack of existing trust with the collaboration partner, 

which may lead to an increase in typical project management issues; and because of the novelty vs. 

familiarity issue.  

 

Exploitive content marketing 

 

When choosing the exploitive content marketing strategy, the focus should be on 

maintenance of one’s social media platforms, creating known and relatable content to an already 

existing audience. Exploitive content marketing can be an answer to Lieb’s (2011) suggestion to 

“Think Like a Publisher”, the periodical creation of new content. The purpose is again online 

awareness creation and collaboration with well-known partners.  

The strategy allows the company to spend less time on project management. As it focuses 

repeating a collaboration, the trust within the partnership is preexistent and previous expectations 

have been communicated leading to assumptions about future expectations. In some cases, the 

entire production of the event, including the elaboration of the event parameters as well as the 

production of audiovisual content for sharing, can be outsourced to that partner. For instance, this 
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was the case when SB decided after a successful initial collaboration with the DJ Okaay to lend his 

team a number of their speakers to be used in impromptu pre-parties in various locations prior to his 

performances, in exchange for content to be shared by SB. In this extreme example, prior successful 

collaborations created a level of trust that permitted SB to have recourse to the exploitive content 

marketing, while needing to perform nearly no project management tasks.  

The strategy implies focusing on exploiting online content that has already performed well 

in the past, in similar events. It is about refining a proven content approach, that is authentic to the 

identity of the brand, without undue novelty and the risks which are associated. This is especially 

useful in order to reconnect to an existing audience, and activating one’s online following. 

However, the outcome of the production might be quite similar to prior content; therefore, we 

advise companies to be careful about not creating the same content all over again and being too 

repeating.   
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Figure 23: Overview of strategies 
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The overarching role of identity 

 

The role of identity in collaborator selection 

 

Throughout on grounded theory endeavor a number of ideas emerged in the later stages of 

our process, however one important notion which was elucidated in our first interview with SB and 

then further echoed in every subsequent interview, pertained to the collaborator selection process 

regardless of strategy selection. In essence, a brand will collaborate with another if it believes that 

there is a match in between the identity of the two brands. However, our data showed that the way 

in which an organizational identity match is rationalized differs. For instance, when we asked SB 

who they would collaborate with, they stated that they would collaborate with whomever as long as 

they were “like-minded people” (Hjortshøj Thomsen, personal communication, April 3, 2018). Let 

us note SB’s emphasis on the sense of the ‘we’ in their claims of identity, how much they rely on 

the central character of their brand, the first of Albert and Whetten’s (2014) characteristics of 

organizational identity, when describing it to outsiders. 

On the other hand, while making identity claims BTF strongly relies on Albert and 

Whetten’s (2004) second characteristic of organizational identity, distinctiveness. Both Haun and 

Bøgvad, speak about how ‘different’ their organization is and indirectly, how this identity claim 

impacts their selection process for future partners. Haun states that “we really try to look into what 

can the community brings to this event that is different.” (personal communication, April 10, 2018). 

However, as much as BTF is stressing the need for eventual collaboration partners to be ‘different’, 

they are only echoing their own claim of identity. Hence, the rationalization process for 

collaborations, the means, might be different but then ends are the same: a perceived organizational 

identity match is essential when selecting a collaboration partner regardless of which event strategy 

is selected.  

 

The role of identity in event strategy selection 

 

In our discussion regarding the literature on organizational identity, we established the 

prominent role it has on decision-making processes as well as the way it leads organizations to 

respond to a given situation in a way consistent with the identity claim (Albert & Whetten, 2004, p. 

92). Throughout our interviews it became clear that claims of organizational identity from our 
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respondents impacted their own selections for one of the four strategies discussed in the previous 

section. For instance, Escoffery speaks of his brand ESCO as being “under the surface” (Escoffery, 

personal communication, April 20, 2018), down to earth, under the radar, something that doesn’t 

resort to mainstream social media techniques and an extensive use of them. These claims of identity 

are congruent with a marketing strategy relying more on the physical, face-to-face interaction, and 

transient nature of events, that are characteristic of our definition of event marketing. He explicitly 

mentions the value of an event not existing once it is over “there’s something about it, that I like. 

When you have the event and then the people turn up. And if you weren’t there. I kind of like that. I 

like that it doesn’t have to keep going on and on, because the event is over.” (Escoffery, personal 

communication, April 20, 2018) 

It is therefore our argument that current claims of organizational identity will push 

organizations to select one of the four strategies we proposed. An interesting point of note becomes 

apparent when adding the dimension of time to the organizational identity equation as suggested by 

Schultz and Hernes (2013). Notably, how previous accomplishments are reinterpreted and used for 

current identity claims. During our interview with BTF’s Bøgvad, when asked about his personal 

vision for BTF’s future, he mentions the desire to elaborate ‘edgy’ events in “edgy venues” 

(personal communication, April 17, 2018), and justifies this claim by referring to a BTF event six 

months ago in a greenhouse north of Copenhagen, a proclaimed ‘edgy’ event. This example 

demonstrates the role that recollection of past accomplishments and events, have on current claims 

of identity, and hence, visions for the future.  

Let us expand on this notion of temporality and study it through a longer-term lens. It was 

clear to us throughout our interviews that SB’s claims of identity, and responses in general, were 

more consistent among both respondents than in the case of BTF. Greiner (1998) analyzes the 

changes in management practices over time, as organizations grow older and in size, of revenue as 

well as number of employees. He elucidates that regardless of the speed of evolution, most firms 

follow a five-step model of growth characterized by evolutions punctuated by five specific instants 

of revolution or crisis. These moments change managerial practices from the previous phase of 

evolution that have now become obsolete because of the growth of the organization. SB’s clear 

speech and precise delimitation of the ‘Renegade’ mindset, points to a recent period in time in 

which the firm needed structure and direction in order to respond to an increase in employees.  
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Two important follow-up questions to the four strategies model 

 

Now that we have arrived to a point in which we are comfortable enough to state that 

organizations pursuing events as a marketing tool must select one of the four aforementioned 

strategies, we have identified two separate questions that arose and which must be discussed. 

Firstly, since we have established that these events rely on collaborations, is congruency of strategy 

required for all partners simultaneously collaborating on an event? In other words, can multiple 

partners follow different strategies for a single event? And secondly, can an organization have 

recourse to different event planning strategies over the course of multiple events, or is there a need 

for consistency over time? 

 

Can one event fulfill a different strategy for different partners? 

 

Let us begin by recalling Albert and Whetten’s (2004) notion of dual identity in the case of 

organizations. It is argued that not only is a dual (or multiple) identity situation possible but that it is 

in some cases of environmental complexity, even preferable as they are more adaptable to 

environmental change. Most importantly, they continue by stating that these identities may be 

compatible with each other, as well as conflict with each other. Therefore, a collaborator can speak 

to the identity of a given event, a temporary collaboration, to fulfilling one of our four strategies, 

while another speaks to a contradicting strategy. This point links back to our data because our 

respondents have spoken to both options. SB, on the one hand, have spoken to the great level of 

success that their collaboration with the DJ Ookay has led to. For instance, these events were a kind 

of impromptu pre-party for the DJ, an opportunity to create some on-site recognition on the way to 

a venue for life concert, and on the other hand, for SB this was an opportunity to gather some good 

looking, or authentic, content to be shared on social platforms later on. 

 In the example of the BTF & Friends events, there is a conscious effort made on the part of 

BTF to create visual content during the events to be shared in the future, once the event is over. In 

our strategy framework, this alludes to the content marketing side of our spectrum. However, 

simultaneously, ESCO founder Escoffery was adamant about the advantage of the transient nature 

of this particular event for his brand, which refers back to our event marketing dimension.  

It is therefore apparent that two collaborating brands can have different objectives, different 

strategies for a given event and both still be successful in increasing their own brand awareness in 
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the way that they see fit, for example at a more local and organic level or on an international scale 

through online content. However, this does not imply that collaborators can bypass some of the 

prerequisites of a given strategy. For instance, if a collaborator wishes to create mainly create 

content for future online distribution, that specific collaborator must spend the required resources 

on creating that material. It is primordial for collaboration partners to take ownership of the event 

and strive to fulfill the requirements of a strategic choice. 

 

Can an organization follow different strategies over time, or is there a need for 

strategy congruency?  

 

In this section, we discuss whether or not organizations using events as a marketing tool 

must necessarily have recourse consistently to the same strategy. It is interesting to understand the 

landscape cultural products fall into and their road to commercial success, which is filled with 

uncertainty in a principle Caves (2000) has dubbed ‘Nobody knows’. Notably nobody knows 

because the reaction of customers to a given cultural product are especially difficult to predict 

before their launch, as well as understand afterwards. This implies that overly strategizing over the 

landscape of cultural products may not be the most adequate strategy. There is a need to experiment 

and as Escoffery (personal communication, April 20, 2018) responded when asked what kind of 

advice he would give to someone in his situation, “you need to put yourself completely out there. 

(…) Just don’t have any fear, just contact whomever.” 

In organizational literature, Uotila et al. (2009) argue that a balance in between exploration 

and exploitation activities is to be achieved for optimal firm performance. Leaning on March (1991, 

p. 221), they stipulate that “firms that overemphasize exploration, risk spending scarce resources 

with very little payback. Conversely, firms that overemphasize exploitation reduce learning of new 

skills and might become captive of outdated practices, knowledge and resources, possibly 

depressing their long-term performance.”  

As we stated in the literature review, the dimension of time is of great aid as this separation 

in between exploration and exploitation can occur over time through what Burns and Stalker (1961) 

have dubbed the process of ‘oscillation’. We will extend the reasoning one step further and note that 

the small cultural companies studied such as BTF and ESCO, which itself only has one employee, 

and in general start-ups, are characterized by having a low number of employees which are in turn 

constrained to perform a wider variety of tasks than in an average organization. In consequence, the 
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flexibility of employee function that they enjoy signifies that they are better suited to this process of 

oscillation in between exploration and exploitation. They are able to allocate their, albeit small, 

resources in the best possible way. 

Therefore, by virtue of the cultural landscape being so uncertain, complex, and subjective it 

may be interesting for small cultural organizations to take inspiration from studies on insurance and 

uncertainty, which speak towards the benefits of spreading the risk in between a large pool of 

individuals. Hence, in relation to our case, we believe organizations should not entirely focus their 

event strategies exclusively along one end of our exploration/exploitation spectrum but over time 

perform both types of event strategies. 

 

Returning to our three research questions 

 

 The Grounded Theory methodology states that a researcher’s sensitizing concepts, 

the preconceptions one brings into the study, are liable to change at any time throughout the process 

and that these should be pursued. In congruence with this idea, while collecting and analyzing the 

data we began to slowly drift away from our three initial research questions which initially guided 

our research in order to create a normative framework of four distinct strategies for marketing 

through events. However, throughout this process we have, to the best of our ability and with the 

data at our disposal and the appropriate literature, covered these topics of inquiry. We would like to 

take the next few paragraphs to clearly select information from our analysis and answer our three 

initial research questions. 

 

RQ 1 - How should cultural start-ups select a collaboration partner? 

 

Our findings suggest that organizations select a collaboration partner mainly through their 

networks and if they perceive that there is an organizational identity fit with the eventual partner. 

We introduced the notion of second-tier networks (Cecil & Green, 2000) in order to further 

define networks by defining them into one the one hand, networks which are similar to friendships 

and therefore entail high-levels of embeddedness and trust; and on the other hand, networks which 

bridge structural holes in between these embedded social clusters. In turn, to illustrate the latter 

network formation, we introduced the notion of swift trust (Meyerson et al, 1996) and argued that 



 97 

swift trust is the confidence in another that is needed to engage in partnerships outside of the 

comfortable network of past and close relationships.  

We defined the notion of organizational identity by referencing Albert and Whetten (2004), 

and that a perceived match in between partnering organizations for an event is possible by virtue of 

defining the partnering brand as having similar claims, or as claiming their similarity by virtue of 

being both brands being different from the norm. Throughout our process, it became apparent that 

organizational identity match was more important than a complementarity of skills in between 

partners. For instance, the music label BTF would gladly partner with other Copenhagen-based 

music labels if they understand their identity as being similar to their claim of being ‘different’.  

Our stance is that regardless of the choice regarding the event/content marketing spectrum, 

organizations have an important decision to make In regard to partner selection and it involves 

making a choice in between new or recurrent collaborations. This choice should be made in relation 

to the desired strategy for a given event. If the goal is to increase one’s audience, explore new ways 

of providing creative experiences, and if the time and energy necessary is available to bypass some 

of the project management constraints the literature speaks of, then brands should look into new 

collaborations with brands claiming similar organizational identities. However, if the objective is to 

reconnect with one’s pre-existing audience while minimizing the risks associated with exploration, 

such as a new collaboration and unproven concepts, managers should look into working once again 

with prior partners.  

 

RQ 2 - Which characteristics of experience should cultural start-ups focus on?  

 

Our study has lead us to state that experiences, in the Pine and Gilmore (1998) sense, are of 

especial importance when the desired target audience are the event attendees, not the future online 

public. Hence, managers should mainly focus on the characteristics of experiences in the case of 

what we called event marketing, when the objective is to create experiences in real life.  

For both explorative and exploitive event marketing strategies, we argue that it is primordial 

to strive to appeal to as many of the audience senses as possible. Furthermore, underlining the 

transiency of events by not having recourse to social media during the event, or the generating of 

audiovisual content is also useful. We argued that this may lead to an increased sense of community 

amongst the audience, and increased brand awareness. Another way to appeal to the senses while 
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underlining the transiency of events is to resort to giveaways notably of in relation to food or 

drinks, which may tap directly into one’s episodic memory. 

The explorative event marketing strategy is not always feasible, because of the simultaneous 

need for independent resources such as important amounts of time at the disposal of managers as 

well as willing collaboration partners outside the immediate social circle. However, if the perfect 

storm occurs and they are, managers should strive to create memorable events by combining in 

novel ways the different collaborators while simultaneously appealing to the different senses, 

especially the lower senses. In opposition, if the event strategy is one of creating content, therefore 

managers should focus on the higher senses, such as sight and sound, which are to a certain extent 

transmittable digitally.  

 

RQ 3 - How can cultural start-ups’ brand awareness still benefit once the event is 

over?  

 

We understood early in our research that in some cases, events could not be characterized as 

event marketing as their sole objective was to create authentic looking content to later be shared on 

social media platforms, this lead us to the content marketing end of our event/content marketing 

spectrum. 

In opposition to the second research question, if the goal is to create future online awareness 

through social media channels. Here, to avoid sinking into the abyss of social media, companies 

must make a concerted effort to create the best-looking content and therefore follow one of the two 

content strategies we propose. This involves appealing to some of the higher senses, which can be 

communicable through audiovisuals. A professional audiovisual production team may be interesting 

to hire to take charge of such a task. Let us connect this point to the balancing act of buying vs. 

making (Lampel et al, 2000), if organizations expect that such content marketing strategies are 

going to be a common occurrence, we argue that it may be interesting to look into creating a 

production division in the company dedicated to creating content from events to be shared. 
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9. Conclusion 
 

Our problem statement: 
 

Which characteristics of small scale cultural events are important in order to succeed in increasing 

brand awareness?  

Well, it depends.  

 

Early in our research process both of us thesis partners agreed we would like to use the 

exercise that is a Master’s thesis in order to better understand an issue which we had encountered in 

our professional lives. We agreed on an overall idea, the emerging phenomenon of using events as a 

marketing strategy in the case of small organizations. Events that revolved around collaborations, 

creativity, and unique experiences. It became apparent to us that the rise of this marketing technique 

was due to three somewhat interlinked factors: a slow change in the cultural industries, a change in 

the business environment, and a change audiences’ expectations of events.  

To stay closer to the data, we decided on performing a Grounded Theory study complete 

from a relativist ontology and a social constructivist epistemology. In turn, we interviewed five 

individuals from three different organizations while simultaneously proceeding with the entire 

process of analyzing the data. We stress this simultaneity of data collection and analysis, because it 

allowed us to elucidated and follow certain emergent notions throughout the process. Notions, 

which in turn, led us to alter our interview guides for future respondents straying away from our 

preconceptions. 

Grounded Theory calls for a certain amount of creativity on the part of the researchers, 

barring the data still speaks for itself. Hence, once again a balancing act. We believe we found an 

optimal point of stability as we divided our findings into 5 core categories: event marketing which 

contrasted with content marketing, recurrent collaborations which contrasted with new 

collaborations, and the overarching category of organizational identity. Subsequently, we returned 

to the library to more precisely define these data categories in light of the literature, while drawing 

comparisons when it was due.  

Finally, we are able to answer our research questions and feel comfortable enough to make 

normative claims regarding the elaboration of event marketing. By combining the two 

aforementioned spectrums we are able to create a matrix of four distinct strategies each with its own 
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advantages and disadvantages: explorative event marketing, exploitive event marketing, explorative 

content marketing and exploitive event marketing.  

Regarding the exploration and exploitation spectrum, on the one hand, we suggest that one 

must explore new partnerships for events mainly because they offer a greater chance at creativity, 

and an opportunity to attract new audiences. On the other hand, we suggest that the exploitation of 

existing partnerships is interesting because they allow for the refinement of previous successful 

collaborations as well as project management advantages. In regard to the focus dimension of 

content and event marketing, here too we argue that both strategies are of interest in specific cases 

and that organizations must make a decision about the underlying goal of the event. Because of the 

fact that different strategies entail a different use of resources, we warn managers about the risk of 

trying to perform multiple events simultaneously and ‘getting stuck in the middle’. We argue that 

this may lead to a less than optimal allocation of the few resources that are at the disposal of small 

companies.  

Therefore because of the fact that there is not one specific strategy of perpetual validity, we 

refer back to literature from the cultural industries and advise that over the course of multiple 

events, organizations must attempt to diversify their event offerings notably in terms of exploration 

and exploitation of partners. Companies must find a balance in between relying too much on their 

existing networks, and the risky task of continuously exploring new partnerships.  

Interestingly, by relying on organizational identity literature and the concept of dual 

identity, we state that a congruence of strategies amongst partners is not a necessity for the sake of 

one given event. A partner may choose to broadcast an event as content in the future to their 

audiences, while another decides to follow an event marketing strategy and focus on their existing 

audience present at the event. 

As suggested by Grounded theorists, the Grounded Theory methodology led us astray from 

our preconceptions and sensitizing topics which are exemplified by our initial research questions. 

While it was impossible for us to predict at the inception of our project that we would be presenting 

a set of four distinct strategies, incorporated in these are answers to the aforementioned research 

questions. For instance, 

 

RQ1 - How should cultural start-ups select a collaboration partner? 
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The answer here depends on the objective of the marketing endeavor. If one desires to 

expand its existing audience and strive for an especially creative occurrence, then one must rely on 

swift trust, take a risk, and choose a collaboration partner outside of the immediate network 

characterized by trust. A perceived match in the organizational identities of the initial brand and the 

partner is also important. Conversely, if the objective is to renew contact with an already existing 

audience with little-to-no project management issues, one must select a partner from a previous 

collaboration, a partner from the immediate social circle.  

 

RQ2 - Which characteristics of experience should cultural start-up focus on?  

 

Here too, the answer depends on an objective of the endeavor, albeit in a different way. If 

the event is of the event marketing strategy kind, managers must try to create memorable 

experiences through stimulation of all the senses, and especially the lower senses. Furthermore, if 

one desires to perform an explorative event marketing strategy, the focus must be on generating a 

kind of shock value by virtue of unique, unusual, never-seen-before collaborations. And in the case 

of exploitive event marketing, on the refinement of a familiar experience reminiscent of a previous 

event that garnered praise. Additionally, for both event strategies, focusing on the transiency of 

events, notably through bans on audiovisual recording devices and giveaways that would be 

impossible online such as happy hours. 

Regarding the content marketing end of the spectrum, the focus should be on the higher 

senses of the online public, in essence, how the audiovisual content looks and sounds.  

 

RQ3 - How can cultural start-ups’ brand awareness still benefit once the event is over? 

 

If the goal is to create future online awareness and avoid drowning their content initiatives 

in the ocean that is social media, managers must make a concerted effort to create the best-looking 

content and therefore follow one of the two content strategies we suggest: explorative or exploitive 

content marketing. This can be done by going outside the walls of an organization towards an 

audiovisual production team and focusing on the online audience’s higher senses. 
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10. Limitations and future research 
 

Limitations 
 

This thesis was subject to limitations in different aspects. The application of Grounded 

Theory presents difficulties to many learning researchers due to its ambiguous understandings by a 

variety of recognized researchers (Suddaby, 2006). Thus, we first had difficulties with identifying 

and connecting our research philosophy to the various interpretations. Hence, we are mindful that 

by using Grounded Theory in agreement with our own research philosophy, we might not fully 

apply in the anticipated manner of Grounded Theory.  

 Applying Grounded Theory depends considerably on our analysis and interpretations 

exclusively grounded in the data. For this reason, we are especially aware of our prior conceptions 

related to our research, especially as we both are involved in the case companies and have observed 

the processes before. In order to minimize the influence of our preconceptions, we continuously 

tried to remove ourselves from our interpretations, which allowed us to take an objective 

perspective in order to identify the possible use of prior knowledge. In this sense, we tried to only 

focus on our data to stay true to Grounded Theory.  

The limitations of our Grounded Theory study remain in its explorative character as the 

findings presented have been obtained in specific setting and time and through the interpretation of 

data from our own perspective. It is very likely that other researchers in another setting at another 

point in time would reach different interpretations of the findings, and therefore our findings could 

gain further confirmation. 

 

Future research 

 

With regards to our categories, we believe that, in hindsight, it could have been beneficial to 

achieve greater permanence through continuing the process of Grounded Theory and perform more 

interviews and theoretical sampling. It could have been interesting to interview candidates from 

other companies and brands operating in the cultural industries in order to collect more data to draw 

on and sample in our theory generations. Due to the time constraints of this thesis, however, we 

didn’t have the time and resources to continue to do such new iterations of our theory and perhaps 

reach a higher theoretical saturation. 
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We acknowledge that this thesis allows for further research in order to develop a more 

distinct understanding of the research field. As our strategies apply for only one event they imply a 

short-term focus and we recommend companies to choose a new strategy for each event. However, 

for more advanced recommendations for the companies this research implies studying long-term 

strategies for companies and examining if the variance of the two spectrums continues to apply in a 

long-term perspective or whether new categories emerge.  

Lastly, it could be of interest to test whether there is a limit for the number of collaborators 

at one event, where the companies would reach a point of diminishing returns. This has been a 

curiosity for us during the entire thesis process, however, it would require totally new study 

involving extensive testing of several cases and events. 
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Appendix 1: Overall interview guide  

 

Topics Questions 

General 

information 

● Can you tell us a little bit about you, your position and the 
company where you work at? 

Communicat

ion channels 

● What communication channels do you use? Budget? 
○ Events as one of these 

● What has your experience been with these channels? 

Event 

marketing 

information 

● What kind of experience do you have in the curating/planning of 
events? 

● Tell us a little about such events. 
○ How would you describe these events? What specific 

name? 
○ How much? Often? 
○ What kind of budget do you have? 
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○ Impetus: who’s idea was it to create these events? 
○ You, collaborator, opportunity 

Planning ● Tell us about the planning process of these events. 
○ How much do you plan for in these events? 
○ Is anything left to chance during these events? 
○ How challenging is it? 
○ What are some of your concerns? 

● What has changed in regards to your planning ritual over the 
course of these events. 
○ Any mistakes you don’t want to make again? 

Collaboratio

n 

● We see that many of your past events have involved 
collaborations with various brand, or artistic communities. Can 
you tell us a little bit about that? 
○ Who do you collaborate with? 

■ Brands, communities, sponsors… 
○ And what is their role?  

■ Guest bookers or creative partners? 
○ Do you repeat collaborations often? 

■ Why and why not. 
○ Is it possible to have too many collaborators at once? 
○ Who’s brand do you think benefits more from 

collaborations and why? 
○ What is your selection process for collaborations? 

■ Complementary or similar brands? 

Success 

criteria 

● Describe an ideal event. 
○ How would you define success for these events? 

■ Do you believe that your brand has benefited 
from these events? 

■ How do you measure it? If you do? KPI 
● Explicit criteria, such as increase in 

followers 
● More tacit. ‘We had fun’ 

● What differentiates events (as a communication tool) and other 
communication channels such as social media, and paid 
advertising (also through social media) 
○ Advantages 

Ending 

questions 

● What kind of advice would you give to someone in your 
situation? 

● Anything you would like to add, that maybe occurred to you 
during the interview? 

● Anything you would like to ask me? 
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Appendix 2: Interview guide SOUNDBOKS 

 

Topics Questions 

General 

information 

● Can you tell us a little bit about you, your position and the 
company where you work at? 

Event 

marketing 

information 

● What kind of experience do you have in the planning of events 
in the context of SB? 

● Tell us a little about such events. 
○ How would you describe these events? What specific 

name? 
○ Impetus: why create these events? (You, collaborator, 

opportunity…) 
○ How often? Exceptional vs. recurring. 
○ How do you come up with the concepts of each event? 

Planning 

process 

● Tell us about the planning process of these events. 
○ Alone? Team? 
○ Is anything left to chance during these events? 
○ How challenging is it? 
○ What are some of your usual concerns? 

● What kind of experience do you want attendees to have? 
○ Demand pull vs. technology push. 

■ (as well as impetus) Are they making these events 
in response to what they believe are changing 
customers desires (market or demand pull), OR 
are these events an obvious tool for them because 
of their product (push) 

● What has changed in regards to your planning ritual since you 
began event marketing. 
○ Any mistakes you don’t want to make again? 
○ Unexpected turns that made the event better? 

Collaboratio

n 

● We see that many of your past events have involved 
collaborations with various brand, or artistic communities. Can 
you tell us a little bit about that? 
○ Who do you collaborate with? 

■ Brands, communities, sponsors… 
○ What do you gain by collaborating? 
○ And what is their role?  

■ Guest bookers or creative partners? 
○ What would make you repeat a collaboration? 
○ Is it possible to have too many collaborators at once? 
○ Who’s brand do you think benefits more from 

collaborations and why? 
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○ What is your selection process for collaborations? 
■ Complementary or similar brands? 

Social media 

after the event 

● Tell us about what happens after the event. 
○ The use of the content that has been created 

■ What’s more useful? The event itself or the 
content? 

○ Debrief 

Success 

criteria 

● Describe an ideal event. 
○ How would you define success for these events? 

■ How do you measure it? If you do? KPI 
● Explicit criteria, such as increase in 

followers 
● More tacit. ‘We had fun’ 

● What differentiates events (as a communication tool) and other 
communication channels such as social media, and paid 
advertising (also through social media) 
○ Advantages 

Ending 

questions 

● What kind of advice would you give to someone in your 
situation? 

● Anything you would like to add, that maybe occurred to you 
during the interview? 

● Anything you would like to ask me? 

 

Appendix 3: Interview guide - Amanda 

 

Topics Questions 

General 

information 

● Can you tell us a little bit about you, your position and the 
company where you work at? 

● We saw that you describe yourself as an music label and creative 
agency, how do events relate to that? 
○ Does this not mean that you are more of an event 

company. 
○ What is the difference, how does this relate? 

Event 

marketing 

information 

● What kind of experience do you have in the planning of events 
in the context of BTF? 

● We have recently visited the event at Bakken. Tell us a little 
about such events. 
○ How would you describe these events? What specific 

name? 
○ Impetus: why create these events? (You, collaborator, 
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opportunity…) 
○ How do you come up with the concepts of each event? 

● Would you say that you’re an event company? What does that 
mean for you?  

Planning 

process 

● Tell us about the planning process of these events. 
○ Alone? Team? 
○ Is anything left to chance during these events? 
○ How challenging is it? 
○ What are some of your usual concerns? 
○ Who are always in involved what it their role?  

● What kind of experience do you want attendees to have? 
○ Demand pull vs. technology push. 

● What has changed in regards to your planning ritual since you 
began event marketing. 
○ Any mistakes you don’t want to make again? 
○ Unexpected turns that made the event better? 

Collaboratio

n 

● We see that many of your past events have involved 
collaborations with various brand, or artistic communities. Can 
you tell us a little bit about that? 
○ Who do you collaborate with? 

■ Brands, communities, sponsors… 
○ What do you gain by collaborating? 
○ What are problems issues when working with 

collaboration partners?  
■ too many collaborators at once? 
■ What would make you repeat a collaboration? 

○ Whose brand do you think benefits more from 
collaborations and why? 

○ What is your selection process for collaborations? 
■ Complementary or similar brands? 

Social media 

after the event 

● Tell us about what happens after the event. 
○ The use of the content that has been created 

■ What’s more useful? The event itself or the 
content? 

○ Debrief 
● Content marketing; 
● What is more important for you content marketing or event 

marketing?  

Success 

criteria 

● Describe an ideal event. 
○ How would you define success for these events? 

■ How do you measure it? If you do? KPI 
● Explicit criteria, such as increase in 

followers 
● More tacit. ‘We had fun’ 
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● What differentiates events (as a communication tool) and other 
communication channels such as social media, and paid 
advertising (also through social media) 
○ Advantages 

●  

Ending 

questions 

● What kind of advice would you give to someone in your 
situation? 

● Anything you would like to add, that maybe occured to you 
during the interview? 

● Anything you would like to ask me? 
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Appendix 3: Interview guide - Mathias 

Digressions and anecdotes are welcome.  

 

Topics Questions 

General 

information 

● Can you tell us a little bit about you and your position? 
● We saw that you describe yourself as an music label and creative 

agency, how do events relate to that? 
○ Does this not mean that you are more of an event 

company? 
○ What is the difference? 
○ How does this relate? 
○ Would you say that you’re an event company?  

o What does that mean for you?  

Event 

marketing 

information 

● What kind of experience do you have in the planning of events 
in the context of BTF? 

● We have recently visited the event at Bakken. Tell us a little 
about such events. 
○ How would you describe these events? What specific 

name? 
○ Impetus: why create these events? 
○ How do you come up with the concepts of each event? 
○ What is role creativity/ playfulness?  

Planning 

process 

● Tell us about the planning process of these events. 
○ Is anything left to chance during these events? 
○ How challenging is it? 
○ What are some of your usual concerns? 

What kind of experience do you want attendees to have? 

○ Demand pull vs. technology push. 
● Any mistakes you don’t want to make again? 

o Unexpected turns that made the event better? 

Collaboratio

n 

● We see that many of your past events have involved 
collaborations with various brands, or artistic communities. 
○ What do you gain by collaborating? 

■ Who’s brand do you think benefits more from 
collaborations and why? 

○ How important are networks?  
§ Your own, your partners?  

○ Who shapes the event experience more, you or your 
collaborator(s)? 

§ Who’s coming up with the ideas and who’s 
executing the experience? 

○ What are problems issues when working with 
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collaboration partners?  
■ What would make you repeat a collaboration? 

○ What is your selection process for collaborations? 
■ Complementary or similar brands? 

Social media 

after the event 

● Tell us about what happens after the event. 
○ The use of the content that has been created 
○ What’s more useful? The event itself or the content? 

● Content marketing 
● What is more important for you the event marketing or content 

marketing?  
● How does BTF grow from here?  

Success 

criteria 

● How would you define success for these events? 
○ How do you measure it? If you do? KPI 

■ Explicit criteria, such as increase in followers 
■ More tacit. ‘We had fun’ 

● What differentiates events (as a communication tool) and other 
communication channels such as social media, and paid 
advertising (also through social media) 
○ Advantages 

Ending 

questions 

● Anything you would like to add, that maybe occurred to you 
during the interview? 

● Anything you would like to ask me? 
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Appendix 4: Interview Mikkel Hjortshøj Thomsen  

SOUNDBOKS 

Communications Director 

 

April 3, 2018 

 

Giordano  

00.00 

Can we record you? First of all.  

Hjortshøj 

Thomsen  

00.05 

You can record me. 

Giordano  

00:08 

Thank you. Your name is Mikkel Hjortshøj Thomsen and you 

live in the US. 

Hjortshøj 

Thomsen  

00:10 

Yes. 

Giordano  

00:12 

And can Americans pronounce your name or do they just call 

you Michael? 

Hjortshøj 

Thomsen 00:15 

Eh… They do Miguel. Closer to the Spanish version. It’s 

easier than my middle name. It’s a lot harder. 

Giordano  

00:30 

Alright well we are writing a thesis, Gesche and I, and we’d 

like to talk to you a little about event marketing because that is 

something that we are studying and how that affects brand awareness 

and things like that. Can you tell us a little bit about what you do and 

the company where you work at, briefly. 

Hjortshøj 

Thomsen 00:56 

Yeah. So what I do right now at SB is the communications 

director which means that I am stepping this role of overseeing any 

communication that we put out except for the community work that is 

very… We like to distinguish in between proactive communication 

and then like the ongoing maintenance communication. Where I am 

responsible for the proactive side of PR, social media… Basically 

connecting the story to all the content that we put out to our audience. 
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Giordano  

01.33 

We have been looking a bit into what you have been doing 

and that you have been using a lot of events as a way of marketing, 

can you go a little bit into that and tell us what the mission is there? 

Hjortshøj 

Thomsen 01:45 

Yeah. It all comes back to the product that we have and how 

to showcase it. We very quickly found out that it was obviously by 

playing loud music. And there is no better scene to do that than the 

events. We did do way back in the past events where we used the SB 

as a kind of PA speaker inside.  

Giordano  

02:13 

By PA you mean? 

Hjortshøj 

Thomsen 02:15 

PA like the regular power stage speakers. But we quickly 

found out that we kind of needed a different type of event that could 

very naturally showcase the product. 

Giordano  

02:22 

What kind of events? 

Hjortshøj 

Thomsen 02:28 

Well we are now calling them Renegade parties. Renegade in 

the sense that it is kind of breaking with the tradition of how an event 

used to look like, or how a party used to look like. In essence it’s 

once two SB that can amplify a party of at most 100 people. It’s in a 

kind of setup where you wouldn’t be able to drag a power cable. That 

is the basic premise. A way for us to, for one, create our own events, 

and two piggy back on other events. But for both of them in a very 

authentic way showcase the product. 

Giordano  

03:10 

Cool, cool. When you mention piggyback. I am not sure I see 

what you mean. 

Hjortshøj 

Thomsen 03:14 

It’s basically events that we do not have to plan ourselves. Or 

at least don’t have to put the leg work into… 

Giordano 

03:27 

So do you just offer the product? 

Hjortshøj 

Thomsen 03:28 

Yeah. So we either lend or give out the product in like 

basically, in return of on-site awareness but even more so, the content 

being captured from the event. 
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Giordano 

03:41 

Alright, also the content that you capture from the event. Is 

that a big part of it as well? 

Hjortshøj 

Thomsen 03:48 

I’d say that’s the main part of it. Because that is the ongoing 

awareness creation. The offline awareness creation is fine, but the 

size of the events 

Giordano 

04:01 

When you say offline creation, that is? 

Hjortshøj 

Thomsen 04:05 

The in-person awareness to the people, or exposure to the 

people attending the event. It is very limited when we are speaking of 

100 people. The content is kind of the link from offline to online and 

also why this setup makes sense because it makes for this alternative 

storytelling. 

Giordano 

04:27 

So if I understand correctly you have these two different 

kinds of events: the ones that you piggy back on, and the ones that 

you do yourself. 

Hjortshøj 

Thomsen 04:30 

Yeah but they are actually, I think it is different in a sense in 

the amount of work that we put into it but the output is somewhat the 

same. We are just kind of trying to go from having to-do a lot of the 

work ourselves to find partners that can basically facilitate the whole 

thing. Because they are already doing something similar. 

Giordano 

04:55 

What kind of partners have you worked with in the past? 

Hjortshøj 

Thomsen 05:00 

Eh.. 

Giordano 

05:05 

Is it an artist, is it a company? 

Hjortshøj 

Thomsen 05:06 

It is mainly artists. Like we work with record labels for 

management. And then mainly it has been DJs, because those are the 

easiest artists to work with because they have a mixer and they can 

make that battery powered, and two that that kind of music sets the 

stage for a bit of a rowdy remote party? 
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Giordano 

05:30 

Renegade would you say? 

Hjortshøj 

Thomsen 05:32 

Renegade party! 

Giordano 

05:34 

Going back to the selection process, do you do events with 

new collaborators every time or do you have some that are a bit more 

recurrent where you have a resident DJ or something like that?  

Hjortshøj 

Thomsen 05:56 

We do a bit of both. I mean ideally, the artist gets hooked in a 

kind of way that they kind of take it upon themselves to do more. We 

did it with this DJ called OOKAY. He did one of these Renegade 

parties in the metro and then kind of did this tour. 

Giordano 

06:18 

In the metro? In LA? 

Hjortshøj 

Thomsen 06:23 

Then in every city on his tour, he had a pre-show thing where 

he just brought out SB, invited his fans. That turned into a whole 

music video of the recap. 

Giordano 

06:39 

For those events particularly, what was your job? How much 

piggy back? 

Hjortshøj 

Thomsen 06:42 

That was the most piggy back we have done. Because they 

did the events and they had the content people they sent us the 

content and we were able to use his name to promote his parties but 

because of the nature of the event, and the product. 

Giordano 

07:00 

Alright. Would you say now in hindsight that that was a 

successful kind of event? 

Hjortshøj 

Thomsen 07:07 

Yes very much. I think like the entry point for us was just to 

give him a SB and then of course we spent a lot of FB money to 

promote it on SoMe and we have given him a lot of awareness in 

return. But beyond that, we did not have to put up a big partnership 

fee to engage with him. 

Giordano 

07:32 

The amount of money that you put into the FB, the FB 

marketing… Was that agreed upon before? Was that something that 
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came up when you began to see that the event, well that the content 

was some good content and you decided that… 

Hjortshøj 

Thomsen 07:49 

Yes very much so. The second one. Because it kind of 

evolved very naturally actually. So it started being the one video that 

we heavily promoted and then kind of became a recurrent segment 

Giordano 

08:00 

So that was a successful one, have there been any less 

successful? 

Hjortshøj 

Thomsen 08:06 

Yeah, I mean. We have had our fair share of… Initially before 

even settling on this type of event, we had one after the other of 

events that we didn’t know how to go about in the sense that it didn’t, 

the type of event didn’t translate into content that showcased the 

product in the right setting. So that was definitely the big batch of 

unsuccessful events in hindsight but then also it is very much a 

matter of the partner and their ability to also, kind of… relate a bit to 

this Renegade story. OOkay for instance, really took into upon 

himself to make it a kind of theme of his whole tour where we also 

see people that are interested and show up, but don’t embrace the 

setup and the pop-up kind of party. They would rather just do a meet 

and greet with their fans and hang out, which ultimately doesn’t 

result in the sort of content and storytelling that we want to push. 

Giordano 

09:20 

In this difference in between ‘good’ events and ‘bad’ events, 

you mentioned there that one of the differences was that the partner 

was not a match. What do you think, if anything, you could have 

done to make your next collaboration, your next event a good one? 

Hjortshøj 

Thomsen 09:48 

In the beginning our assumption was that even just the fact 

that they would commit to an event like this meant that they had the 

right mindset to be the right partner but we have also… 

Giordano 

10:00 

You are going towards them? 

Hjortshøj 

Thomsen 10:03 

It varies. Both ways. We have a partner that basically his 

main job is to connect us with artists. 
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Giordano 

10:17 

Is this someone who works at the company? 

Hjortshøj 

Thomsen 10:19 

No, works at an agency in LA. It is a bit of both. Sometimes 

people have seen these videos and they come to us, other times we 

approach different labels.  

Giordano 

10:32 

Underlining again the importance of the secondary part of the 

event again? Not the event itself? Regarding the success criteria of an 

event, how would you define that? 

Hjortshøj 

Thomsen 10:53 

Pause…That’s a good question. It very much lies in the 

content that we come up with. 

Giordano 

11:00 

How do you decide, do you come to an agreement with the 

people you work with on the quality of the content? 

Hjortshøj 

Thomsen 11:19 

I mean it is very much collaborative process with a lot of edit 

and feedback back and forth. Always a bit of a compromise in 

between product placement and showcasing an artist in the way that 

they also have a brand. So basically merge those two brands together. 

Ultimately it comes down to the, like the effectiveness of the videos 

and their performance. A very dollars and sense way of measuring. 

Was this a success? But also the very vague element of did it 

showcase and attract other partners, did it make them hooked enough 

that they make it a recurrent thing. Many elements but the short 

answer would be the video performance online.  

Giordano 

12:11 

And a way of analyzing that is the basic tools you find on 

SoMe?  

Hjortshøj 

Thomsen 12:13 

We basically mainly use just the FB backend both for FB and 

Instagram. For the whole promotion side of the content distribution. 

There are some very basic metrics for the cost per each post 

engagement, or the cost per 1000 impressions stuff like that. 

Giordano 

12:40 

Going back to the distinction in between the events that are 

piggyback and the ones that are more proactive can you tell us a little 

bit about some of the more proactive ones, how does the planning 

process happen? Is it very structured or, more organic? 
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Hjortshøj 

Thomsen 13:04 

It’s a good question. I mean in general we have really been 

through a year of going through as many different set-ups as possible, 

which causes a very dynamic workflow between partners. Looking 

back I think that there is always a partner in some way or another but 

that for these non-piggyback events we actually do the whole event 

execution ourselves. We have people actually standing there setting 

up the speakers and the DJ mixer, and do the RSVP for the people to 

join the event and promote beforehand. And that setup is always a bit 

different.  

Giordano 

13:55 

Is there an important budget associated with these types of 

events? 

Hjortshøj 

Thomsen 14:18 

We have had a lot of different marketing budgets online. I 

don’t think that we have found the final setup yet. Gesche knows 

better than I… But no, in general we are trying not to take the money 

spent on promoting the event beforehand upon us, but rather find 

partners that would have an audience that would automatically show 

up. 

Giordano 

14:45 

What kind of partners would that be? 

Hjortshøj 

Thomsen 14:48 

That would again be artists or record labels or brands, or 

whoever. 

Gesche 

14:55 

Going back to the collaborators, do you think there was one 

instance of having too many collaborators for one event? If yes, why 

were there too many? 

Hjortshøj 

Thomsen 15:13 

I think we have had that most in terms of the demands that 

people have. We recently had a dance party and three partners. One 

was the dancer who also has a TV show on Netflix that she wanted to 

promote, second we had a DJ who also wanted to promote his music 

and his DJ abilities, and third we also had a media production 

company called NEST who were really keen on how the content 

looked. 
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Giordano 

15:44 

Keen? 

Hjortshøj 

Thomsen 15:46 

As in they had very high quality standards. They were picky. I 

think we ended up with two different edits. One for each of our 

channels. O that extent picky. I think in hindsight that was too many. 

But then again they also have their followings. And then we do have 

the instances where a record labels very particular with how long we 

can run the promotion or how much of the song we can play. Some 

record labels are much more liberal with the creative freedom that we 

have than others because they are trying to protect their talent. 

Gesche 

16:48 

How well known are the brands? Is it better to have a 

collaboration partner that is very known, or one that is lesser known? 

Hjortshøj 

Thomsen 17:03 

I think, actually a bit back to the video performance we 

haven’t seen a drastic difference between people or artists with a low 

and big following. As long as the content has the right energy or the 

right pace or whatever it is. That is something that we really try to 

underline when we negotiate with these partners. Basically the size or 

the scale of what you are doing isn’t very important to us, we just 

want to find like-minded people. That being said of course, there is 

again the extra exposure to a larger audience but then again the things 

that are in our hands, which is the content and how we distribute it, 

there is not a big difference between the two. Of course if you go to 

Skrillex or Justin Bieber that is going to change. But if we are 

looking between 15k or 200k followers, the difference is not that big. 

Giordano 

18:10 

There must be some advantages to having these smaller kinds 

of artists that have different kind of community with maybe more of 

an intense following? 

Hjortshøj 

Thomsen 18:24 

Definitely and also it adds to the story which is also the other 

thing that maybe then levels or evens out… 

Giordano 

18:30 

The story? Back to the Renegade? 
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Hjortshøj 

Thomsen 18:33 

Yeah a little bit but also, in terms of, In the sense that it’s a 

new way of promoting artists we are also offering them a platform 

instead of trying to piggyback on the following that they have. So we 

can actually tell a story of how we expose this artist to a lot of new 

fans. 

Giordano 

18:56 

More than just piggybacking on their platform, you are also 

allowing them to piggyback on your platforms. It is more than just a 

product, you are gathering this, there has been an attempt to gather 

this community, this SB community as a valuable brand in itself. 

Hjortshøj 

Thomsen 19:16 

Yeah. I definitely think so. I think that we are still not at a 

point when where the connection is fully there just because we have a 

very, a very broad demographic. We can’t really go down locally and 

say okay this is the SB community come down to this event because 

there won’t be enough people interested yet. 

Giordano 

19:38 

So what does the SB community look like? 

Hjortshøj 

Thomsen 19:50 

I think that what we are trying to do play around with this 

term inside out community which is that the community that we are 

creating with people owning SB globally should ideally be the same 

kind of people that we have internally in the company. So we are 

trying to eliminate the distance, the community is very proactive in 

helping people with the table setup of their party but then again we 

are also trying to take their energy and their way of partying 

internally into SB and make that a thing for Friday bars, and the way 

we have people dropping lunch doing a pop-up party for 5mn and 

leaving again. We are trying to eliminate the distance a little bit. 

Giordano 

20:35 

If we could go quickly back to the planning process, you 

mentioned that there is a lot of communicating with other partners 

but inside the company, how many people are involved? 

Hjortshøj 

Thomsen 20:50 

Regarding the ones we have done in LA, which is where we 

do the majority of the events. On average we are 3-5 people.  
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Giordano 

21:02 

That includes you, that includes… 

Hjortshøj 

Thomsen 21:08 

Frederik Emil. We usually have a video guy and we have 

Frederik Emil overseeing the creation of the content for post-

production and then I am basically the one pushing and setting up the 

whole distribution afterwards. I think that is the lowest we will go. 

And we have also included the community team in terms of sending 

out invitations to people in the area to try to get to the point of having 

these events translate very much into our community. And then they 

are the ones writing and sending out the emails. And in some cases 

we need to also show up there and help stamping people or whatever 

practical requirements there might be. 

Giordano 

21:55 

You mentioned that you are doing these events more in the 

US than here in Copenhagen. Why is that? 

Hjortshøj 

Thomsen 22:03 

Yeah. It is a big of two things. One, the content being shot in 

LA is more globally appealing than… There’s a certain seasonality in 

the content 

Giordano 

22:22 

You mean snow in April isn’t appealing? 

Hjortshøj 

Thomsen 22:27 

For some reason… I would say that the content combined 

with the seasonality and then also the amount of the influencers over 

there that we can work with as partners is vastly bigger in the US. In 

particular LA. And for some reason we have had a bit of a hard time 

until now to actually get Danish labels and artists on board without a 

big upfront payment because they are. I am not sure if it is because 

they are more protective of their artists. I think they are less likely to 

try something new than people in LA. Or at least the kind of people 

that we work with over there. But now they see that it is working 

over there, they actually want to do the same. Or send their people to 

LA and do it. And then we have the manpower to actually carry it out 

over there, in terms of content people. 
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Giordano 

23:34 

Regarding the planning process again, you established that the 

important thing from these events wasn’t the events in themselves but 

the content that you get after. That is interesting. But it seems as 

though the process is very structured. Is there anything left to chance? 

Is there room for creativity?  

Hjortshøj 

Thomsen 24:10 

I think there is. First of all, just being outside there is always a 

big question of the weather. Then there is, or there has been, we are 

trying to make it less random but usually the actually setup, how do 

we place everything according to where the frame is going to be, has 

been super random. We did one Renegade party which was in 

Bronson Canyon where we ended up in a cave. Initially they just put 

up everything in the middle of an open area and then one guy came 

and said that we were way to few people, let’s go over to the exit of 

this cave and then it looks like a bigger crowd in a tighter space. In 

that sense, there is this element of creative freedom. But then I think, 

the main thing that happens during the vent is, it comes from the 

simple setup. We have had tables breaking mid set or speakers falling 

over. People picking up the speakers randomly. There is always the 

element of having it be very dynamic. 

Giordano 

25:42 

Do you market these events before? Do you make a FB 

event? Do you tell people this place, this time, gorilla party. Or is 

again mostly about the content? 

Hjortshøj 

Thomsen 24:53 

Mostly the content. We do have an advantage in the fact that 

it is around 100 people. Like we do not have to promote it that much 

to be sure that 100 people show up. That being said, I think that we 

have done a lot of different setups because certain artists are big 

enough that they can just tweet out an hour before ‘be here in an 

hour’ and then 200 people show up. But we have also had instance 

where we have had to run promotions for a week leading up to an 

event. But that is definitely something that we are trying to step out 

of. Because them we become an event planning company. If their 

label can do it, it is fine. 
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Gesche 

26:42 

Following up on that. The people that are coming is it mainly 

friends and the close network, or the public? 

Hjortshøj 

Thomsen 26:52 

We have had our first two guys who showed up because they 

had been to previous Renegade parties which was a milestone for us 

because it had only been until now fans of the artist. Or people 

wanting to listen to the SB and who lived in the area. A bit of a mix, 

hopefully more and more. 

Giordano 

27:20 

The brand is starting to get its own platform that can start to 

bring people in itself… 

Hjortshøj 

Thomsen 27:26 

Ideally yeah. And then we are also trying to connector to 

these FB groups, that are national FB groups. So we have US, 

Germany, Denmark where we are always sharing the fact that there is 

an event going on. Also, figuring out the role of that community 

group in this bigger setup. 

Giordano 

28:04 

The impetus for the events. If we take a step back and think 

about the reason for doing these events…are these tailored to a 

change in demand that you see from the audiences, that there is this 

need for collaborations, or would you mostly say that this is a natural 

sequence of events for a speaker company? 

Hjortshøj 

Thomsen 28:45 

It is a bit of both. We very much approached it as a way to 

showcase the SB but we also very much stumbled on the fact that, we 

had a bit of an assumption that these artists need something extra. 

They need something that is not like ‘comment on this post to win a 

chance to win tickets to my next concert’. They needed another way 

of activating their following and this has a story that is strong 

enough, they are partying with their closest 100 fans and it provides a 

great deal of value for them. And we have found out that this was 

something that they had been missing and we can provide but was 

not how we approached the setup initially. And there is a bit of an 

age thing, that a lot of their followers are not old enough to go watch 

them at clubs or at shows and this is a place where they can connect 

with their underage audience. 
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Giordano 

30:05 

Yes, the United States. You tend to forget about that living 

here. 

Hjortshøj 

Thomsen 30:10 

And there is no alcohol at these parties. Because it is in 

public.  

Giordano 

30:19 

What if you would partner up with a paper bag company? 

Hjortshøj 

Thomsen 30:21 

We could find a loophole. I definitely think that people bring 

a small pocket whatever…  

Giordano 

30:30 

Careful we still have you on the record… 

Hjortshøj 

Thomsen 30:33 

Allegedly.  

Giordano 

31:00 

What kind of advice would you give to someone in your 

situation? I have this French speaker brand and I’m going to the 

United States, how do I do it? What are some of the bullet points I 

should think about when doing events to increase BA? 

Hjortshøj 

Thomsen 31:15 

That’s a good question… I think the big part of what helped 

us was that we very early on had one of our founders who went out 

and met a bunch of people from contacts of people that we knew 

from back home and he got introduced to some people that were 

genuine which is very hard to find. 

Giordano 

31:46 

Genuine? 

Hjortshøj 

Thomsen 31:50 

Like very honest people who wanted to help out and not to 

exploit. We had a really good partner in this guy who helped us 

partner up with artists from day 1. So I guess, find the right partner. 

But then also kind of find the recipe, find out what you want and then 

do it on your terms. Because we could have paid tens of thousands of 

dollars to get into talks with bigger artists and then did it on their 

premises but then we wouldn’t have had anything to push out 

content-wise. Because it didn’t come from a place we actually needed 

or wanted. Then it would have been a waste of money basically. 
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Giordano 

32:40 

Are you saying to get away from a kind of sponsorship? Is 

that the ‘bigger artist’ image? 

Hjortshøj 

Thomsen 32:47 

I think at least figure what you are worth and then try to find, 

not as much a compromise but a win-win so we basically tailored this 

to a point where our general marketing dollars that we would put in 

advertising which would just be product introduction videos, that 

money is just as much if not even better spent on promoting these 

videos that come out of these events. And it saves us a lot of trouble 

of trying to fake parties. Because it tells the story of the product in 

itself. 

Gesche 

33:32 

I have seen content of the first parties on Islands Brygge… 

Hjortshøj 

Thomsen 33:34 

Yeah. They didn’t look good. 

Giordano 

33:40 

Why didn’t they look good? 

Hjortshøj 

Thomsen 33:41 

They didn’t look authentic. I actually think it looked super 

good, maybe too good. It was staged. And we all just quickly found 

out that it’s extremely expensive and hard work to stage a party. So 

we just said ‘Okay, we need to make parties’. 

Gesche 34: 

22 

Yeah, well is there anything you would like to add? So 

Hjortshøj 

Thomsen 34:40 

No not really. But I just realized that the biggest event that we 

are doing and that hasn’t been mentioned is Roskilde but that is one 

of a kind… 

Giordano 

34:55 

Why is it one of a kind? 

Hjortshøj 

Thomsen 35:00 

Because that is where SB was born, it is kind of a celebration 

of our roots more than a marketing initiative to tell a very product 

specific story other than the story… We are connecting in a setting 

where many people have the product. 
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Giordano 

35:50 

Anything you would like to ask us? 

Hjortshøj 

Thomsen 36:15 

No I don’t think so. 

 

  



 132 

Appendix 5: Interview Frederik Emil Laursen  

SOUNDBOKS 

Creative Director 

 

April 3, 2018 

 

Giordano  

00:04 

Do you mind if we record this?  

 

Laursen  

00:05 

Not at all. Go nuts.  

Gesche  

00:06 

We have to do that.  

 

Giordano 

00:09 

 

Yes. So, we’re studying how event marketing how that can help with 

brand awareness, and how this increases brand awareness. 

So first of all, we would like to ask you about your positions at 

SOUNBOKS and about your experience with event marketing. 

Laursen  

00:36 

 

For sure. So, I work as a creative director at SOUNDBOKS. And my 

main responsibility is how we look, visually. And I work closely with Mikkel  

(Communications Director) 

, who you guys just talked to, who is in charge of the communication. 

So, he is running our communications team and I’m running the creative team. 

So, we are basically creating all the content, all the photos, all the videos, that 

he’s then posting out and sending out to the rest of everything, community 

wise.  

Laursen  

01:12 

 

And I started two years ago. Just as an intern or as study employee. I 

was working here one day a week. Eh… and then the company just grew and 

figured out that content isn’t just something that we needed once in a while, 

but it’s something that we highly needed all the time and was very, very 

important for our own company. So, I was offered a position to come in full-

time and started doing video, photos fulltime without any real goal setting or 

framework and the whole process was very learning by doing. We did  a 
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bunch of stupid stuff, we also did some good stuff and kind of adjusted along 

the way. Eh… 

Giordano 

02:03 

What’s some of the stupid stuff?  

Laursen  

02:04 

Some of the stupid stuff… 

Giordano 

02:05 

Some lesson you have learned?  

Laursen  

02:06 

Eh… We opened a studio in Los Angeles, recording studio and though 

that we would gonna be a music industry.  

Giordano 

02:12 

So you work in Los Angeles.  

Laursen  

02:14 

Yes, we still have the studio. 

Giordano 

02:16 

Was that some of the stupid stuff?  

Laursen  

02:20 

Yeah. But it was kind of clever at the same time. Because we opened it 

with the right mind-set. We were always, like we always believed that we 

would become more than a speaker company. And that… that thing is like not 

known what it is, it’s something related to our core and our why. Eh… it’s 

related to music, it’s related to community and people. But… 

Giordano 

02:46 

I don’t get that ‘more’. What is that? 

Laursen  

02:49 

That was kind of the reason, why we did open the studio. Back than 

we believed that we would kind of do some Red Bull stuff. We wanted to do 

interviews with artists in the studio, we wanted to do like behind the scenes, 

video shoots and like have pop-up events in the studio.  

Giordano 

03:03 

So diversifying content.  

Laursen  

03:04 

Yeah, exactly.  

And maybe like make some content that is a bit more interesting to 

watch. Like interviews, mini documentaries. Kind of what you see Viceland is 
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doing, and like Red Bull and all that kind of stuff. And that idea was good 

enough and that made sense as we are a speaker company, it’s music, like 

that’s kind of a natural thing to focus on. The problem was just that no one 

knew us, we didn’t have the authority, we didn’t have the platform to that start 

telling these deeper meaningful stories. It makes sense that Red Bull is doing 

it, because they’ve been doing it for so long. But we just didn’t have that 

platform. So we kind of, I think we jumped the gun on that. The idea was 

good, but it wasn’t the right timing.  

Giordano 

03:48 

Yeah.  

Laursen  

03:51 

So, that was some of the stupid stuff. And the stupid thing about it was 

that we didn’t really have plan with it. We just thought, ey music, studio. And 

then suddenly we had a studio, and we paid half a million Danish crowns. And 

we had to figure out what to do with it, and that kind of didn’t work. 

Giordano 

04:03 

So, what happened to the studio now?  

Laursen  

04:05 

We subleased it right now. So,… it’s a producer that is working from 

there. It’s still ours, so it still says SOUNDBOKS everywhere and we still 

have the lease. So, if we in two years figure out now it actually makes sense, 

we can move back to the studio. Eh… 

Giordano  

04:23 

So, some of the changes from the bad to the good, some of the 

mistakes, how did you correct them? Where so, from Viceland, to Red Bull to 

where?  

Laursen  

04:31 

Yeah. Good question.  

I think actually that stupid stuff, was a very important part of the 

process and how we got here. Because that was kind of what made us realize 

what SOUNDBOKS is not. And started the whole process of figuring out 

what SOUNDBOSK is. Eh… and some of the things. Basically, all of the 

things we figured out and defined around our brand and our core, is stuff 

we’ve learned from our community. How the community reacted to our 

content, how the community used the product. And some of the things we’ve 

learned from the stuff we did in the studio was basically based on how the 
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community perceived it or reacted to it. And it was a lot of negative 

comments, people are very honest on social media.  

Giordano 

05:26 

Mh. Yes, that’s true.  

Laursen 

05:27 

They didn’t understand why we had so many speakers in a small room 

with an exclusive party. In their eyes SOUNDBOKS was outdoors, it was not 

a huge set-up with speakers. It was maybe one or two with your friends and it 

wasn’t exclusive, it was inclusive. Eh… so, actually we learned everything 

from our community. They kind of just called bullshit on all of that stuff we 

did. Why are you showing us this stupid DJ and how he worked in the studio, 

that’s not what you guys are about. And then instead they told us or showed us 

what SOUNDBOKS is about. And they did that by doing what they do with 

the speaker. Which is going outdoors, just putting up a speaker having fun.  

Giordano 

06:25 

How did they show you? 

Laursen 

06:29 

We have a very engaged community. And Gesche knows everything 

about that. They are very happy about sharing the content that they create 

themselves. Like IPhone videos and photos and stuff like that. But also, from 

our customer surveys. And the questions that we get form people, the 

feedback we get from people, how they use the speaker. Just in general all the 

stories that they tell us. Just the same narrative about when we get the speaker 

it amplifies your life somehow. It enables you to either do something you 

weren’t able to do before or something that you did before and now you can 

do it even better. It’s the same story about people meeting new people, getting 

new friends, breaking their social barriers. We kind of figured out that there 

was like the same narrative in all those customer stories and customer 

journeys. So, we started to look into that instead of just thinking of cool 

people and studios.  

Giordano 

07:29 

So, stories, narratives eh… storytelling. How do you do that with 

events?  

Laursen 

07:34 

Eh…, so…, all of that what I just talked about with the customers and 

studio got us into this huge process of finding the why and the core of our 
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brand. And it’s been a long time and we defined it as something called the 

renegade mindset. But that’s like, we have culture of people.  

Giordano 

08:05 

What do feel it is? What is it? 

Laursen 

08:09 

We have a culture of people our age, millennials. Eh… we all want to 

accomplish a whole lot of things, become a lot of different things and we want 

to become good at everything. And we wanna explore the world, we wanna do 

everything at the same time. But at the same time, we are our own worst 

enemy in many ways. Because we have a lot of boundaries doing this. 

Because we are afraid to fail, we are afraid taking the thing we really want to 

do and pursue that, is not the right thing to do. We have to get an education, 

there’s lot of boundaries keeping you back. So, the renegade mindset is about 

taking down those boundaries. It might be social barriers, if you’re afraid to 

go and talk to people. It can be physical barriers, that you’re not able to go 

somewhere or do something. It can also be mental barriers that you don’t 

believe in yourself. Lots of different things.  

But the renegade mindset is about, screw that. We want to pursue our 

dreams. Eh… we want to accomplish everything we dream of and we want to 

do that with other people and we want to create long-lasting friendships.  

Giordano 

09:30 

How, if at all you represent your brand through events.  

Laursen 

09:37 

So, that’s kind of very short our core. Eh… and the thing we learned 

that we don’t have the platform right now to tell those deeper, meaningful 

stories. Because this could be told in a series of mini-documentaries of 

following people that live this out. But people might would go back to this 

scenario, bullshit, you’re freaking speaker company. So instead, we kind of 

realized that is somewhere we want to go. We want to be there in a couple of 

years. But in order to get there we have to pave the way, have to make the red-

thread leading from right now until we’re there.  

So what is the simplest way of showing this renegade mindset while 

doing something that is close to where we are, doing something that sells our 

product and doing something that a lot of people wanna watch.  There is 



 137 

something very product specific, this renegade mindset and community. We 

wanted to combine this in a simple way. And we figured out doing renegade 

pop-ups would be the easiest thing to do, and the thing that would take all of 

these things and put it into one concept. And be super simple to understand.  

Giordano 

11:25 

How did you get these bullet points?  

Laursen 

11:29 

First of all community, because it kind of what defines SOUNDBOKS 

and makes it different. Eh… and the community was what taught us 

everything, we know about the brand. And it’s always community first. We 

can’t do anything that doesn’t include the community somehow, because then 

they would call bullshit again and we would just be on our own.  

Renegade mindset is what we want to communicate, that is the core of 

whatever we do in four years has to be related to that. It has to be kind of in 

that narrative already.  

And the last thing, product is super important, because in the end we 

need to sell speakers to do all of this. Because if we don’t have any money, we 

don’t have a business.  

So it was actually kind of a coincidence way back, because all of this 

studio stuff was also us figuring out how to use influencers.  

Giordano 

12:44 

How do you do that? 

Laursen 

12:48 

Like, one thing is that we moved to Los Angeles, we wanna take over 

America, we opened a studio, it makes sense because we make music stuff. 

But also because we wanted to work with famous people. Because in order to 

sell a speaker in America, we have to convince people to buy it and trust you. 

You can’t just put up ads on Facebook. We had a lot of success with that in 

Denmark, but we have to do it in a different way in America.  

And one thing that you can do it influencer marketing, that you show a 

lot of people the product through people that they trust or they follow. Plus all 

of those people have a ton of reach, so you take some content an put it out to a 

lot of people.  

Giordano How do you pick those influencers that you work with? 
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13.30 

Laursen 

13:34 

We work with an agency over there. So they pidging different people 

to us. We haven’t been super picky so far. Because we’re also just testing out 

different thing trying to figure out what’s working and what isn’t. Lately, we 

have doing a lot of EDM stuff, like House, eh… very hard core EDM.  

Giordano 

13:39 

Is there a reason for that?  

Laursen 

13:50 

 

Because it’s easy, for the renegade concept it’s battery powered, it’s 

portable and it’s remote. Because it has to showcase the USP’s of the speaker. 

Which is battery life, portability, and durability. So, it has to be away from 

power sources, it has to be very visible in the content, that this is going on 

somewhere you can’t normally have a party. It has to a pretty simple set-up to 

play music on as well. An easy solution is to have an Laptop and a controller, 

so that you can kind of have a performance, but you can do it completely 

battery powered. So, we’ve been working with a lot of Dj’s and at the same 

time it has to be a party. And not all electronic music is party music. So, that’s 

why EDM was kind of the easier way to go. 

Laursen 

15:06 

 

And we kind of got into this EDM world a bit too much now. We got 

some feedback of people saying this is an EDM brand, it’s the same people 

that we show all the time. It’s something that we’re very aware of now.  

Giordano 

15:23 

Is that a problem? 

Laursen 

15:25 

 

I think it is, because we kind of start to exclude other people. And it’s 

not that EDM is a problem, but only focusing on EDM is a problem. Because 

then you’ll become that EDM brand, that only works in that genre. You block 

out a lot of people with other interests.  Something that we’ve been working 

on is how to include other genres. You can’t do band set-ups. One of the 

really good things about the renegade concept, is that the artists just have to 

show up and party. We would require much more form those artist, if they 

need to prepare a full set. Maybe that’s something, we can do in the long run. 

But first of all we need to prove the concept, that it works and then we can 

start building on that.  



 139 

Giordano 

16:54 

So has that been a problem in the past? 

Laursen 

17:03 

Not so far. But it could be. It’s very much about keeping it simple on 

the beginning, showing our community, showing our followers that this is a 

concept that we’re doing now. It’s a pop-up party in a remote location with 

fans. And then along the way, we can expand that. It’s proving that to the 

fans, but also proving it to the industry people. Because the sales point for the 

industry people is that.  

Giordano 

17:28 

Who do you mean by industry people?  

Laursen 

17:29 

The musicians, the record labels, the management teams. … is not that 

we’re paying them a ton of money. We’re pretty upfront with that all the time, 

that we don’t have any money. However, we’re always focusing on doing 

different win-win set-ups. Every time we’re doing a renegade party, we either 

promote a single or a tour, or new EP or show. And then we create all the 

content, we get the fans there. All they have to do is show up. Afterwards we 

create the content; we post it, they post it and we take our marketing budgets 

and put money behind all of that.  

Giordano 

18:16 

 

So, what it more important? It seems though, you’re saying that part 

after the event is a lot more important than the part before the event. Why 

even have an event at all?  

Laursen 

18:29 

Eh… 

Giordano 

18:31 

Would you call what you’re doing event marketing? 

Laursen 

18:34 

Nope, more content marketing. 

Giordano 

18:35 

What do say is the difference of those? 

Laursen 

18:35 

The sole purpose of these events is to create content. Eh… and the 

purpose of that content is to inspire people to throw their own events. Because 

maybe we want to become an event company at some point. But right now 
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we’re not a company that wants to throw events. We want to inspire our 

community to throw events with a SOUNDBOKS. It’s definitely more content 

marketing than event marketing.  

Giordano 

19:09 

 

Going back to something you said early on. You said you work closely 

with Mikkel. How do you work? Is there a division of labor? Or is there a 

close communication all the time? Is there a close collaboration between you 

two?  

Laursen 

19:25 

 

It’s kind of strange, because it never really been defined. It’s just been 

this synergy from the beginning. We think very similarly. Sometimes we 

don’t even have to talk, it just makes sense and we just agree.   

Giordano 

19:38 

 

Maybe in a couple of weeks. Haha.  

Laursen 

19:40 

 

But he’s in charge of communication, so what are we communicating 

and how we’re communicating it. And I’m in charge of how it looks. That 

goes very much hand-in-hand. How a video look, what story it tells depends 

very much on what we want to communicate, and what’s the voice, the tone, 

the style. So the way we work is that we have a creative team that is creating 

all of the content, Mikkel is kind of part of that team, because we have this 

initial brainstorms of each production. And he is part of that, so that it makes 

sense and that he can use that. He is part of the high level strategy and 

message, but not so much about how it actually looks.  

Giordano 

21:03 

So what is good content? What does is show? 

Laursen  

21:08 

 

I think an important point is authenticity. Which relates back to thing 

we tried in LA with the studio. That was not authentic. That was not who we 

are. It’s very much about being true to everything, to who our fans are, what 

we show in the content. That’s why we always choose real audio. We always 

show real people having fun, actually enjoying their time. we don’t want to 

hire in models. The artists that we work with should believe in our concept. 

We don’t want them to just come and act like it’s a fancy performance on a 

stage, and don’t talk to the fans. It’s very much about the being on the same 
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level as the fans, no stage. This whole renegade mindset is also about 

everyone being welcome. Everyone is worth something. We keep it simple 

because of the set-up, showcasing the product, but also because of the whole 

core and why. We want to bring people to the same space.  

Giordano 

22:51 

Was there ever a situation, where an artist put himself on a pedal stole? 

And that being a issue?  

Laursen  

23:00 

That hasn’t been an issue yet, because it very hard to know 

beforehand. I think most of the artists, that say yes to this have the right 

mindset.   

Giordano 

23:20 

So yes to this, means that you go to them. When you see someone, 

where you think they would fit? 

Laursen  

23:30 

It’s different, because sometimes agencies and managers also reach out 

to us. But mainly we pitch the concept to people.  

Giordano 

23:37 

What are some of your best collaborations? 

Laursen  

23:40 

 

We have on collaboration, which is probably the best one with a DJ 

called Ookay. And that’s basically how the whole thing started. Because the 

concept wasn’t something we thought of, it kind of just came to us. We were 

doing all of this LA Studio stuff. And we were talking to this DJ called 

Ookay, that wanted to do a popup shop in our studio. And we said, we’re not 

charging anything, in general we’re not super interested in that as that’s not 

really on brand for us. But, we would like to do something with you guys. 

Let’s do a crazy party.  

 Break.  

 And they were like, okay yes. And somehow, we figured out we want 

to go to the LA metro with a bunch of fans and a speaker and just throw a 

party there. We had no idea, how that would turn out, but it turned out really 

well.  

It was an amazing experience for everyone and again we kind of 

learned from the customers and the community, because we didn’t really have 

any expectations, but it was just this magical energy there, everyone had the 

craziest experience of their life, including Ookay. He did literally told us: This 
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was one of the best days of my life. He was used to standing on a stage, two 

meters from the crowd. Suddenly he was just partying with his fans. So it 

actually ended up that he brought his speaker on the tour and threw his own 

renegades alongside his tour.  

Giordano 

25:54 

Where you involved in any of this at all? I mean the following events?  

Laursen  

26:02 

We just gave it away. So, we created content, and shot it. We were 

involved in deciding on the locations, and what shots would make sense. But 

they were the main driver of that. And that was kind of, where we figured out 

there is something here. Because the content that we created was also really 

well perceived on social media.  

Giordano 

26:29 

How do you measure well perceived? 

Laursen  

26:31 

Engagement, clicks.  

But we also run ads with those videos. And the goal with those is 

usually to get people to the website. And measured there is like cost per click. 

And that Ookay one is our best performing ad ever. I think we put in 10 or 

20k US$ just for that video.  

Giordano 

27:15 

 

This is maybe outside of what you may know, but do you feel like 

you’re your brand SOUNDBOKS and Ookays brand, did the benefit in the 

same way? As in would you consider Ookay having a bigger following than 

SOUNDBOKS right now? 

Laursen  

27:35 

 

Yes, definitely. Much bigger. But the way we provide value there was 

kind of in two ways. This wouldn’t have been possible without the product. 

Eh, but also it because of the brand. The SOUNDBOKS brand. In general it 

seems like, because I’ve been myself not sure about that, some of the DJ’s we 

work with are super big, some have over 2M followers and I’m like why on 

earth would you work with us. We’re not that big, you could just get our own 

speakers, we’re not putting that much money behind it. But I think in general, 

it’s also just being associated with a new cool brand, that has fresh ideas. Even 

Red Bull reached out to us, because they were looking for new things to do. It 

seems like a lot of these companies, the bigger they get the more boring, more 



 143 

corporate they get. The creativity or the ideas are missing. And we are super 

not corporate, and we have no structure and are just running around and 

sometimes these random ideas popup that wouldn’t popup in these square and 

corporate setting. So for a lot of people it’s also about what the team and the 

brand look like, the whole community the whole vibe. Kind of raw in many 

ways. So yes, I think we benefited from it but in different ways.  

Giordano 

29:36 

 

You also mentioned that okay benefited on a more personal level. That 

maybe wasn’t as much about brand awareness, but maybe connected to his 

following fans.  

Laursen  

29:50 

 

And that’s back to the renegade mindset as well, because what he 

experienced there was what we are trying to define. Which is also really back 

to the brand, and why they are getting benefit from working with us as well. I 

mean one thing is that the product enables and does this physical thing, but 

also just that experience is something that is created by the product and the 

brand and the community. Community is what he felt because of all those 

circumstances. The SOUNDBOKS community and the SOUNDBOKS 

product and that whole SOUNDBOKS mentality.  

Giordano 

30:33 

 

What about size of collaborators, size of DJs. This guy is a big DJ, a 

couple of Million followers. Is it more important to collaborate with that or 

maybe a smaller one? Is that going into the selection process at all?  

Laursen  

30:43 

 

Good question. It definitely was in the beginning, because in the 

beginning it was very much about reach and awareness for us, so growing our 

channels. What we figured out lately is, yeah this has a lot of value because it 

grows our channels. But a lot of the reason, why we are doing this is to create 

content for our own channels. Because we’ve grown them a lot now, and for 

us it is also a lot about sustaining them and keeping people there and keep 

making interesting stuff for them to see. So for us it’s not that important that 

the people are big, but the main reason is that they have to be equal.  

Giordano  

31:39 

 

Is the renegade mindset throwing a party with Justin Bieber? Or any 

huge artist, with million and millions of followers? Can you keep the renegade 

mindset?  
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Laursen  

31:48 

 

Depends completely on how that person is going to want to work with 

us and their mindset. Like what is the setup looking like. Do we have to use 

half a million dollars to do this? Then that wouldn’t be the renegade mindset. 

If we would work with Justin Bieber, because he thinks it’s an awesome idea, 

he thinks it would be awesome to connect to his fans in that way and he gets 

it. Then that’s fine it doesn’t matter who he is? Everyone is welcome as long 

as they get what it’s all about, as long as they want to contribute to the 

community, to the mindset and just create these experiences. In theory it 

would make sense, but in practice it could be a problem with Justin Bieber.  

But for instance, we’re talking to Skrillex right now. We know his 

personal assistant really well.  

 Break 

Laursen  

33:21 

 

And the way that happened and what the talks are about right now, is 

randomly she told him about what we’re doing. And he thinks it’s a super 

fucking cool idea and he got all the decks and he started brainstorming about 

everything. He wants to do it as raw as possible, as little produced as possible, 

it should just be him and the fans. He genuinely things it’s a good idea and he 

gets it. And he’s a huge artist as well and it makes sense if it’s going to 

happen, because it’s not through a big label, management company and we’re 

not paying huge fees and talking about release forms and all this stuff. It’s 

really authentic. He just thinks it’s cool.  

Giordano  

34:31 

What kind of advice would you give to someone in your situation? 

Going to a different country, learning process,… 

Laursen  

34:51 

 

I think what we learned is that it’s a lot of learning by doing and not 

just think that you have the recipe for everything and you know, how 

everything is be done. First, you don’t know anything about the country that 

you’re moving into. You have a lot of learnings from home, but they might 

not work there at all.  

Giordano  

35:18 

What are some of those learnings?  

 Laursen  

34:18 

What worked really well for us, were just Facebook ads. And selling 

speakers. That didn’t work in the US at all. What we learned was that people 
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 need to experience the product, and you have to build a lot more trust. You 

can’t just put up a product on the internet and not having a physical space. 

They have to go see and listen to it and see some endorse it. So that didn’t 

work at all. I think it is also really important to have a purpose. I don’t know if 

you know Simon Sinek, he wrote a book called start with why. Which is about 

all the products people see is out here. But it doesn’t make any sense if you 

don’t know the reason for this. We started out there, we build a product 

because we needed it. There was no reason for anything, so we kind of ended 

with why, which is also a way to go. We still have success, but for you to keep 

it simple and to understand what’s going on an make the right decisions, you 

just have to start with why. And not just open a studio because you think it’s 

cool.  

Giordano  

36:52 

I see a bit of Simon Sinek in you, when you speak. You got the 

charisma.  

Anything you would like to add, that you think is relevant and we may 

have overlooked.  

Laursen  

37:15 

So, you guys mainly look into event marketing? 

Giordano  

37:19 

So, well, it’s not only event marketing. It’s interesting that you 

mentioned, there is an event, there is marketing, but the event is more a 

support. But it’s different part of event marketing, that’s definitely also part.  

Laursen  

37:33 

 

I think that whole thing between the events like offline and online, 

why you are doing this. We had a lot of discussions about this. Because my 

team is creating these renegades and we are the content team. But the 

community team also wants to do some events in LA for the community. So, 

community related events. So, there’s been a bit of an overlap of who is taking 

care of what. It’s pretty interesting. I think for the community team events is 

to empower the community, which is basically which is what we’re doing 

with our events. Eh. But the community events are about helping the 

community make better events, by coming to them with Djs, equipment, 

helping them find locations, by inspiring them to different theme parties. 

Which is also kind of event marketing, but very offline. It’s only the people 
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that are actually there. So it’s not really scalable. While what we’re doing is 

also event marketing, but it is so much focused on the digital side of event 

marketing. Which is kind of strange. But there’s also some value in the offline 

part of the event, one thing that worked really well for us in Europe was the 

showcasing of the SOUNDBOKS. It’s really hard to sell the speaker online, 

because you can’t show the volume, you can’t show the audio quality, because 

people are listening on their speakers or on their phones, computer. So it is a 

super powerful tool for us is showcasing, which is a huge part of these 

renegades. But it so few people that are actually attending. So what we also 

have to figure out is, is this something we want to keep as this completely 

digital thing and inspire other people to do their own events. Or do we want to 

scale this up and do this globally, and have kind of an event company, because 

it might be a really good sales opportunity. And that’s also something that 

we’re testing out right now. So we are looking into, how to make these event’s 

profitable. And for a lot of people it’s just random speakers at an event and 

think they went to an Ookay party. How can we take those people at those 

events and turn that into sales for instance. What can we do offline, how can 

we make people aware of what they can buy. We have a lot of emails, what 

should we do afterwards? Should we do an email funnel, a recap of the event, 

educating them about the product. Which is something that we figure out right 

now and testing out right now. Maybe we can make into a whole different 

thing than it just being a content opportunity.  

 Talk about pasta dishes. J  
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Appendix 6: Interview Amanda Baun 

Back to Future Sounds 

Creative Director and Founder 

 

April 10, 2018 

 

 

Gesche 

00:15 

So we’re starting today with an interview for our thesis. And the first 

thing is, can we record you?  

Baun 

00:20 

Yes, that’s alright! 

Gesche  

00:24 

I’m not sure, how much you know about what we’re actually doing, 

but in general we’re talking about event marketing and brand awareness.  

But first of all I would like to ask you to if you could tell us a bit about 

you, your position and the company you work at.  

 

Baun 

00:43 

My name is Amanda Baun. Eh, I started, or founded BTF Sounds. And 

I’m alos the creative director of the company. So, yeah, I do, like when you’re 

a smaller startup nearly everything. So you’re in charge of hiring people, 

business development, strategies, reaching out to customers, creative 

processes, developing events, concepts and so on.  

Gesche 

01:12 

You already mentioned the events. What kind of experience do you 

have from planning those events and mainly to BTF Sounds. But also how did 

it start that you did plan events.  

Baun 

01:32 

It happened actually way back in the days, now we’re going really 

back. But when I was 16, I was like, let’s throw some parties here at Roskilde. 

We needed some parties for younger people that couldn’t go into the clubs, so 

I started already back then building up concepts. Actually, we did like James 

Bind theme, and we had like Black and White, like all sorts of stuff. But I 

loved themes, I loved having worlds to enter already then. Then I had a music 

blog, called Mood Music, where we also did two events. And one of them was 

with three designers, where we selected music to their clothing lines. And 
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there they send us the mood boards and we selected the tracks, inspired from 

their collections. And then we also collaborated with some others.  So the 

events were always there.  

But with BTF Sounds it is a vision to change how you experience 

music, and also how you can collaborate with different partners in an 

innovative way. We started back than in 2014, and were like okay, we did two 

release concerts and were kind of like okay this nice to call it a release 

concert, but it was more than that. Than we had a label night on a rooftop, but 

than we figured out, why not call it a session, or something where the words 

of the venue is incorporated in the whole experience.  

So we actually started back then, trying to challenge/ redefine how you 

work around release concerts, and how you work as a label with events.  

Gesche 

03:54 

So you say you’re a creative agency and a label, but the event part has 

always been part of this.  

Baun 

04:00 

Definitely, yes.  

Gesche 

04:02 

And is that? Why did you choose to focus on the events so much?  

Baun 

04:10 

I think it’s because we figured out we’re quite good at it. And we 

figured out that it’s one of our strengths. And that we get a lot of value out of 

creating those events. Valuable collaborators, we actually found a lot of artists 

through to events, because you reach out in a different way that you usually 

do. Like, you’re sitting down and do business like you usually do, writing 

emails, and it ends up in nothing. But here we kind of have a deadline. 

Gesche 

04:42 

Do you think it also has to do with the fact that you meet with people 

at the events? That makes it different, then if you just write to them.  

Baun 

04:50 

Exactly, and also having a meeting point, meeting your audience face 

to face and having, creating… Right now, everything is so digital and I love 

that world. But I also love meeting people in person, and also creating 

something that’s valuable, memories. That’s very valuable. So that’s why. 

And I think we just figured out that we’re quite good at it and have a huge 

passion for creating something special.  
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Gesche 

05:24 

So would you say that you’re an event company?  

Baun 

05:32 

I would say as we are right now, yes.  As we are building in more 

services as we create more and more experiences. But it’s also, right now we 

are an event company, but it’s also a very high-risk business area. So, I would 

like to combine it with something more stable as well. Yeah definitely the 

constellation right now is more of an event company.  

Gesche  

06.17 

Tell us a little bit about the learning process. When you’re planning 

those events, who is part of your team and what are the roles?  

Baun 

06:27 

So actually, right now, everybody is kind of part of the event planning. 

Because Matthias is in charge of music. I mean if you’re such a small 

company everybody gains a role in here, everybody is like the promoter, 

everybody is trying to reach out to their network. Right now, we had Mathias 

Bøgvad reaching out to Unit, for example. I reached out to Louise and 

Escoffery. And Amalie is taking collaboration through the next event we’re 

having. But mainly, the whole concept is the whole team. And then we divide 

into roles from there. Matthias takes all the practical, the more project leader 

role. Amalie is in charge of the communication. And I’m behind, you know, 

having all the control. If there’s a fire burning over here, I’m trying to shut it 

down.  

Gesche 

07:41 

Regarding fire’s burning, so I mean things going wrong during the 

planning and the event, how much is left to chance during the event. Because, 

I know you have a lot of tight deadlines, but how much is left to chance and 

how well does it work, but well does it sometimes not work out? Like 

mistakes and good things that come out of those fire’s, that are not planned 

for.   

Baun 

08:08 

I think it’s sometimes, for example, we were pretty close to close a 

collaboration with this one community/ company, and a few weeks before 

they cancelled. So it was like, okay shit, we need to find somebody else.  

Giordano 

08:28 

Why did they cancel? 
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Baun 

08:31 

They couldn’t get their production done for it. And we were kind of 

like, well we need somebody else as well.  

Giordano 

08:43 

Does that happen a lot?  

Baun 

08:47 

Ehm… I would say 30%, maybe actually 10%. But it’s a lot, when 

we’re doing these concert things, like BTF Thursdays.  

Break 

BTF and friends it’s a lot of different communities that we collaborate 

with are relevant, that needs to fit the date, there are a lot of stuff that need to 

logistically fit. Ehm…  

Giordano 

09:29 

Do you think the good collaborations, there’s, how important is trust in 

the network.  

Baun 

09:42 

It is so important and what I really value is that we are, like 

accountable. We’re trustworthy and people can count on us.  

Gesche 

09:59 

Do you think that people come back to you and continue 

collaboration?  

Baun 

10:03 

Definitely. Like I had a guy we collaborated with on City Lights and 

then we stayed and cleaned up. So, I really value that we leave our 

collaborations, so that we can go back again. That’s a very high priority.  

Gesche 

10:29 

What do you feel do gain from these collaborations? Why do you 

choose to start new collaborations?  

Baun 

10:41 

So, what I think now in Copenhagen, like the music industry in total, is 

very music oriented, but I like to put it out in different context. Like coupling 

up with the IT community, cooperating with photographers or something like 

that, create something extra on the music. We expand our networks, and we 

expand our reach through their channels as well. And we also experience. 

Working with different people. Because people work so differently. And 

people value events differently as well. And that’s also what we experience. 

Working with these communities. Like okay, through BTF Thursdays, we 

were like maybe they didn’t share the event as much as we’ve hoped. These 

people actually got a lot of people and shared it a lot.  
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Gesche 

11:53 

You also have been talking about that people don’t exactly do, what 

you have been expecting them, the other way around also happening. What 

are some main issues that happen due to collaborations?  

Baun 

12:06 

It’s a lot about expectations. Like who does what, and how much? But 

can really get irritated is that it’s your event as well, I mean it’s 50/50. We try 

to divide it in that, why not share with your friends and get this out as far as 

possible. I think that’s because my expectations for the online version, it’s 

because also we have to give good number to collaborators and that. So it’s 

important to get it out there.  

Gesche 

12:43 

That’s the promotion before the event, right.?  

Baun 

12:47 

Yes, exactly. But always, when we’re at the event actually, I have a 

feeling that sometimes you have a lot of ideas, and I know like it’s maybe 

70% of that will actually happen. Because you have a lot of ideas and you’re 

like, then we can do this and this. And then people realize, it takes time, and 

money budget-wise as well. So sometimes, I’m like let’s keep it simple but 

good.  

Gesche 

13:21 

About the quality of the event, is it something, that you, like how to 

you promote that before the event, how do you make people come to the 

event? 

Is it that you tell them about, the last event was really successful, that’s 

why you should come?  

Baun 

13:39 

To the guests, ehm… We always try to take photos, videos and stuff 

like that because people like to get a sense to the vibe they can enter. How do 

we do it, like, I think just through social media, share the event on Facebook. 

The last event we had, was pretty successful. And we had a good vibe and that 

will spread through that.  

Giordano 

14:13 

Why was it successful?  

Baun 

14:16 

I mean the reactions afterward, where people come back to me.  

People were like, it was so cool, I wanna come back the next time. 

When is the next time?  
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Giordano 

14:31 

So physical, feedback right after the event. Why do you do those 

Baun 

15:00 

 

I think it’s a combination of a lot of stuff. First of all, to spread the 

awareness around ourselves. To create a platform where we can promote our 

artists. And then of course to expand our network as well. And also, to reach 

the cultural people of Copenhagen and create something that is in 

Copenhagen. So yeah it’s a combination of a lot of stuff.  

Giordano 

15:31 

You mentioned Copenhagen there. Do you think that this is movement 

that you’re creating, bound to only stay in Copenhagen.  

Baun 

15:48 

No, definitely not.  

Giordano 

15:50 

How far can it grow?  

Baun 

15:54 

I have a vision of like, we’re gonna do this in Berlin, London, or New 

York.  

Giordano 

15:59 

So you mean BTF as guest bookers, do you mean BTF as the artists 

themselves. How would BTF do an event in New York? 

Baun 

16:16 

I think it depends on what we want to achieve, like for example brand 

BTF as a label. It depends on the goal of the event. Then I would seek 

collaborations in New York City, try to find partners that have the same 

values and I would find a venue where the same core ingredient that we will 

always have, taking over a venue and transform it. Or have a venue, that is a 

venue in itself, like container stations. We didn’t have to do much there. Like 

those two elements we’re using. So, trying to create a whole event around 

those. We’ve seen a lot of request on the Scandinavian music scene, so we’re 

trying to fit that in with an Scandinavian artist or stuff like that.  

Gesche 

17:24 

But the collaborations we know from the past events, you always have 

collaborations, when is there a point that you say this is to much? Is it 

possible?  

Baun 

17:34 

Ehm… I think actually last time, was her okay. Of course you reach 

that more people but sometimes you also just have to say stop. Depending on 

the situation.  
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Gesche 

17:58 

Why is that? 

Baun 

18:00 

Because it’s a lot of project management. And it also has to fit the 

universe around it. But we might on the 25th, have more collaborators, but it’s 

artists that are bringing something. But, for example, working with a 

community sometimes can actually be quite difficult. But when you have to 

send out one art work for example. Something simple like that can be more 

difficult, as you need to send it to everyone. As they need to confirm it with 

everyone in the community and then they will come back. So some of the 

decision making is quite long. Sometimes it is more easy to work with fewer 

artists and you have maybe 80% of the control of the events.  

Giordano 

18:50 

Do you feel that stops the creativity? 

Baun 

18:52 

Sometimes.  

Giordano 

18:53 

More cultural. I mean small organizations are more cultural creative 

than say bigger communities.  

Baun 

19:04 

definitely, they are more playful, more open to ideas. But it depends 

really on who you’re collaborating with. Because sometimes the big ones can 

also be very playful around stuff. So it totally depends on the organization, I 

feel.  

Gesche 

19:30 

How do you feel about, what do you think do your collaborators get 

out of the event?  

Baun 

19:39 

So, our selling proposition for the artists, is that we create a platform 

for them to express their art and we combine it in an event together. We take 

this event, we create, the promotion, the PR, the music line-up. Of course, we 

talk to the community about it before. Like the collaboration we had that 

cancelled us, was very picky about what was going, and wanted more control. 

But then we collaborated with Escoffery and Louise and they were like, we 

trust you guys, just do whatever you feel like.  
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Giordano 

20:35 

Why do you think they were more trusting in you than the other guys? 

Baun 

20:40 

I think it was because they were more into music  

(the ones that cancelled) 

. One of them was a DJ. Even if the community was fashion. But 

sometimes some communities have different expectations. 

Gesche 

21:05 

For the brands you collaborate with, how do you select them? You 

mentioned the fit already. How do you decide on that? 

Baun 

21:18 

Actually, we sit down and brainstorm. We sit down and we evaluate. 

Hey what type of communities is this? Who do they reach? We kind of also 

want to create different events. When we do these concepts because usually 

we would have these whole experience events, which is around an artist or 

something like that or around the label story. But when we do BTF Thursdays 

or BTF & Friends where it is concepts, we really try to look into what can the 

community bring to this event that is different. Than we can do. Because we 

build the frame around it and then they build the content that people are going 

to come and watch. 

Gesche 

22:00 

But also a lot of time you bring the music right? Can you for example 

collaborate with a different label? Would that make sense for you? Because 

that is somebody that you are competing with. 

Baun 

22:14 

Hum… Yeah. Actually we like to work around music communities as 

well. We have MMHRadio that is also a radio. I am talking with other labels 

right now that have different styles than we do. For example, a more techno 

label which would be good in the night. It is actually quite fun to watch how 

the techno and deep house environment in Copenhagen is just insane! Like 

they have such an engaging audience and… So that is why we also want to get 

a little bit of that. 

Giordano 

22:50 

How do you know that? That they have such an engaged audience? 

Baun 

22:53 

I look at online, I look at the events. I look at how for example Fast 

Forward productions, but I think that they have been there for a few years 

already actually. But they have nearly 700 interests or nearly one thousand, 
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and 200 participating. Of course it depends… That is quite a lot actually, 

organically. 

Gesche 

23:20 

You talk about the interest on SoMe and how do you feel people are 

more interested in your brand. How easy is it to promote on SoMe because 

there are a lot of events out there. 

Baun 

23:40 

There are quite a lot… 

Gesche 

23:44 

How do you do that? 

Baun 

23:46 

I think. Right now, for example with BTF & Friends, we try to create 

an artwork. We really value the artwork and the whole visual part of it. 

Because it has to be something that people relate to. I’ve had both 

experiences, with having a good artwork graphically but also showing a good 

photo of the venue. There are two different types. It has to be something that 

people can relate to. This is an event that I would like to go to. We do that and 

we do a lot of good old promotional stuff like writing to people. “Come by it’s 

got to be awesome”. Stuff like that, because you still need to do that. You 

need to keep the people engaged, because there’re so many events. You need 

to have something that hasn’t been in Copenhagen before. To direct attention 

to it. 

Giordano 

24:50 

You mentioned that you might want to focus on the deep house, the 

techno scene. How did you get to that point? Did you get to that point because 

he thought that that was what BTF was about or, in opposition did you get to 

that point because you think that there was an audience there for that? 

Baun 

25:16 

I think, it was actually because typically we throw events early in the 

night.  We are really good at warming up people and then they go out. That’s 

our strength.  And the night thing, we haven’t booked that many DJ like that 

before. So, when Bakken asked us to throw parties, they asked us do you want 

the night as well? And we were like, let’s try it. Let’s try to book a night at 

Bakken as well. And then, I was sort of looking into communities that that 

part up as well. We looked into Twin Cities who are throwing amazing techno 

parties as well. That was actually why discovered that part as well. So yeah, 
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looking at the whole experience around the event, we needed some more 

upbeat collaborations music wise. Trying to find somebody like that. 

Gesche 

26:32 

One part is about, you already mentioned, you hear back from people 

that it was a successful event. Do you have some other KPIs online, how do 

you see that it was a successful event? And what do you do after the event? 

Baun 

26:50 

Typically, we would sit down and evaluate. The team members, ‘what 

did you hear’, ‘what did your friend say’. And we gather the feedback. Then 

of course, looking online, looking at the reactions. But Let’s face it, it’s 

getting less and less, because it is such information overload. So people are 

getting less and less engaged online. 

Gesche 

27:10 

You see that people are getting less and less engaged. How do you see 

that? I know you put up the pictures. Is that a big part for you? The whole 

content after the event. 

Baun 

27:30 

I think it is really important actually. Actually, less and less 

engagement. Actually, we got a lot of likes on the… We got quite good likes 

while posting the pictures after the event. To get kind of recap of experience 

because some of the time people are, let’s face it, really drunk when they’re 

there. And then they are like oh wait, that is how it was! 

Giordano 

28:03 

How important is the parts after the event? Because we spoke about 

the fact that there was a debriefing. But that is internal. How important is it 

after the event, can you still increase engagement once event is over? How 

does the event live on? 

Baun 

28:09 

Mainly with content photos that are from the event. Videos that 

capture the vibe. Stuff like that. 

Gesche 

28:40 

Is that more important for you or for the partners as well? 

Baun 

28:46 

A combination. To showcase what we’ve done. But also in the past, it 

was mainly for tagging people. Because then it could spread through that. I 

know for instance after greenhouse sessions, we had a lot of great photos of 

our artists and people there. And I think that after we put that out, five people 

were changing their profile photo to that exact photo. It is kind of like that, 
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that people feel that they can use some of the content. That is amazing. That is 

when I really think, okay that’s a good part. 

Gesche 

29:30 

Is that part of it or is that the main goal? 

Baun 

29:39 

It’s part of it. And also you know I think also where we are heading at 

is more than a private communication, and Insta story for example. There 

were way more sharing is also with our short film release. Like, there were so 

many videos on insta story of people. I watched my friends but also friends of 

friends. And it was all over Insta story. Not as much Instagram posts but insta 

story is taking more and more over. That is a really important digital medium 

for the future of events. 

Gesche 

30:20 

Also for you to promote yourself. 

Baun 

30:28 

Exactly and also FB live. And Instagram live. It’s a whole new 

element of the event part that needs to be more integrated. But, let’s face it we 

also want to make great content. Redoing make Facebook light because we 

can do it. We want to make great content.  And great content costs money. We 

are waiting for the right moment to do it and see the development of it. 

Giordano 

30:58 

Do you feel that with these advances in social media, new features on 

Insta and Facebook, how quickly can you implement these features? 

Baun 

31:20 

Pretty quickly. We have always been very researching for the newest 

features, how to use them. The album function for instance, we will one of the 

first ones to use it. Actually, another agency took or example and showed it to 

some of their customers we are quite first movers when it comes to that. And 

also Facebook live, we are always trying to play around it. We had VAKLE 

that was playing her movie live and had her short movie over her. Try to play 

around medium and we always. I don’t want to be, this is why we haven’t 

used FB live for some of our events, because I feel like we need an extra 

element to it. I don’t want to be like MMHRadio, no offense to MMH because 

I feel that this is the right thing to do for them, but I do not want to just put up 

a phone and just DJ for two hours. Why not be innovative around how we can 
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use it. We are working on it but it also costs money. So if the right brand 

comes along then we will do it. 

Giordano 

32:58 

 Would you collaborate with anyone? Any community any brand? 

Baun 

33:10 

I Think that brand wise we are little bit selective in regards to who we 

select for our own events. 

Giordano 

33:10 

BTF & Friends… Who is not your friend? Who would not be part of 

it? 

Baun 

33:14 

Baby Sam for example. Haha. It’s a diaper brand. But sometimes I like 

to take in a brand that is a bit of a surprising brand. Say, Heinz ketchup. Like, 

how can we incorporate them in a nice way. I like to take some of the bigger 

brands and see how they can be incorporated in the art or in some way that 

people are getting like… ‘Why are they here?’ But still keep it in our DNA. 

Giordano 

34:03 

So, Heinz could feasibly one of the friends? 

Baun 

34:05 

It really depends so who we are collaborating with. 

Gesche 

34:12 

The person at Heinz you are working with. 

Baun 

34:20 

No, no. What kind of event we are going to throw. For instance, we are 

going to do an event with UUnit, we could imagine them doing something 

artistic with ketchup. Something like that you know. Try to think of it, ‘why’? 

Try to get that experience. ‘Wow, I didn’t think of that and that is kind of 

weird but a great idea!’ 

Giordano 

34:44 

Do you think that you could collaborate with a competitor? Say with 

another music label that is also involved with events. Would there be any 

benefit to that? 

Baun 

34:55 

It very much depends on which label it is. The artists that they have. It 

depends on the reach that they have and the values that they have. It is very 

hard to say. I need a concrete example. I am trying to think of one. We are 

pretty open to it. We are pretty open to collaborating around it because I feel 

like in Denmark we need to stand together, against the bigger labels. So I 
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think that a good example is the Big Oil Company. Pretty good label here in 

DK. They have good artists. I could collaborate with them if we figured out 

expectations. Once again, we sit down and, you do this, you do that and what 

is the goal to get out of it. 

Gesche 

36:09 

But for you is it, do you prefer to work with the bigger brands or the 

smaller ones.  

Baun 

36:18 

We do a combination. For example, we took contact to SB and 

Jameson and I’d like to do a combination. But I also like to work around 

brands that are open to playing around because that is what we need in the 

future. We need to build an experimental marketing. And for that you need to 

be memorable and you need to be playful. 

Giordano 

36:42 

Memorable and playful. Is that what experiential marketing is? 

Baun 

36:49 

Yeah, I would say so. It is some of it. Experimental marketing is a lot 

of stuff. 

Giordano 

36:55 

Experimental or experiential? 

Baun 

36:57 

Experimental. Sorry I have gum.. I should have probably taken it 

out… Haha I think you need to be, you need to stand out and for that you need 

to be playful and open to being playful. 

Gesche 

37:28 

What kind of advice would you give to someone in your situation, 

trying to make events with a start-up brand in Copenhagen? 

Baun 

37:42 

Well if it was me 5 years ago… That is a really good question good 

job guys! 

Giordano 

37:50 

Yeah so Amanda Baun with Mood Music. 

Baun 

38:00 

Get good people around you. Get passionate people around you. Have 

a good team is really important. 

Giordano 

38:12 

Good? What is good people? You mentioned passionate… 

Baun 

38:16 

Talented people as well. Also of course, that have a great network. 

Seriously, when I take in people I also look at their network, of course I look 
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at how good they are and stuff like that but I also look at okay where have you 

been before, what have you done, which kind of people do you know, stuff 

like that because it is essential when we are working in what we are working 

in. Because everything is network and knowing the right people. But one of 

the things I also value a lot is not to be too… In Danish we say ‘???’ 

Arrogant? 

Giordano 

38:59 

Jantelovn? 

Baun 

39:04 

Yeah! We like to be down to earth and I think that that is one of the 

values that I have kept in the beginning. Don’t get too… You know what I 

mean? That would also be a piece of advice. So, good people, passionate 

people, people with network and then it takes a lot of courage and energy. 

And you have to be aware of that and the personal balance. Like how much is 

BTF and me, when am I me? That is also one of the important parts to keep 

yourself in it. And then,   yourself. Sometimes you are, as a girl, sometimes 

you know how it is… haha you get in those moods sometimes maybe also the 

boys but I think like boys are a little more confident sometimes. 

Giordano 

40:20 

We hide it. 

Baun 

40:21 

Yeah you hide it maybe probably a little bit better. Trust in your ideas 

and then work hard. 

Gesche 

40:35 

Anything you would like to add? 

Baun 

40:42 

No not really… Sometimes you ask questions and I go from here, to 

here and haha ‘What am I answering’. Actually not. 

Gesche 

40:58 

Anything you would like to ask us? 

Baun 

41:01 

How great is your thesis going to be? Haha not that you have really 

good qualitative data. 

Gesche 

and  Giordano 

41:09 

Thank you 
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Baun 

41:10 

You are so welcome. 
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Appendix 7: Interview Mathias Bøgvad 

Back to Future Sounds 

Label Manger 

 

April 17, 2018 

 

 

Gesche 

00:35 

This interview will be about event marketing and how to increase 

brand awareness. The questions will be a bit general and we you just answer 

what feel you feel suits the question best, try not to think about it too much. 

So, there are now wrong answers. Don’t worry about it  

Bøgvad 

00:54 

Okay, I will do my best.  

 

Gesche 

01:02 

If you suddenly have a different idea or flow, while we are talking just 

continue and we will stop you, if it is too far out.  

Bøgvad 

01:09 

Cool.  

Gesche 

01:10 

Yeah. To start with, can you tell us a bit about you and your position at 

Back to Future Sounds 

Bøgvad 

01:20 

Yes, I am working as a label manager at Back To Future Sounds. So, 

I’m the one handling the label part of our company. So, I’m in contact with 

our artists and doing all that, like organizing stuff.  

Gesche 

01:40 

How much are you doing in terms of the events? Are you also helping 

there, or is it only the label side your dealing with?  

Bøgvad 

01:51 

No, I’m doing the events as well, in collaboration with the rest of the 

team.  

Gesche 

01:56 

And, you say or describe BTF Sounds as a music label and a creative 

agency. But how do events fit into that? Why does it make sense organize 

events?  

Bøgvad 

02:12 

We are putting our company and our artists in a creative environment. 

… Can I have some seconds to think about the question? Can you ask it 

again? 
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Gesche 

02:32 

Why are you also doing the events? Why does it make sense as a 

music label?  

Bøgvad 

02:44 

It’s because I need to answer in English. So, I need to think about it. 

…The reason why we are doing the events is because we want to put the 

things that we are working with, like for example artists, in another 

environment, compared to what other labels are doing. So, I see the events as 

a way to promote the vision that we have. So, we are promoting our artists, as 

well as other upcoming artists.  

Gesche 

03:39 

So, you do a lot of events at the moment. Would you say that you’re 

more a music label or more an event company? 

Bøgvad 

03:47 

Ehm. Right now, we are more an event company. 

Gesche 

03:55 

And what does that mean for you, why would you say that you are an 

event company? 

Bøgvad 

04:00 

Ehm. Yeah, it depends on what time you are asking me that question. 

Because right now, we don’t have a lot of releases from our artists and we are 

doing a lot of events. So, from seeing outside, we are more an event company, 

but I know that we are working as much with artists as through events. From 

my point of view, we are still an record label.  

Gesche 

04:38 

In regard to this event planning, we have for example visited the event 

at Bakken. Can you tell us a bit about this event? How would you describe 

this kind of event?  

Bøgvad 

04:54 

The event concept or the first event you went to? 

Gesche 

04:59 

The event concept and thereafter the specific event.  

Bøgvad 

05:02 

The concept is an event concept, where we are collaborating with other 

creative agencies or artists. So, for example the event that you went to, was in 

collaboration with two artists, who did some poems and some art exhibition. 

And yeah, the concept is to collaborate with other creative agencies/ and 

artists. And by that making a unique event.  
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Gesche 

05:56 

Why, what is the reason for those events? Why did you do this event 

there? Why did you not just post it online and say, those are interesting artist 

out there? 

Bøgvad 

06:17 

Ehm. We created the event to create some awareness of our brand as 

well as our collaborators brand.  

Gesche 

06:41 

So, what is the use of having multiple collaborators, multiple brands in 

the same event?  

Bøgvad 

06:55 

Like in each event or the same event? 

Giordano 

06:56 

In one event, for instance were BTF, and ESCO, the clothing brand, as 

well as Louise. That’s three different kinds of brands on one event. What is 

the use to having multiple brands in one event? 

Bøgvad 

07:27 

I think the more people, the more different point of views you get on 

an event. You like get an event with more, and a lot of different ideas. More 

creative. And of course, you get some more people to come. You can use that 

probably.  

Gesche 

08:07 

To get more about the creativity, how much is it your idea, i.e. BTF, 

how much is it the artists that you are collaborating with? Like about the 

concept?  

Bøgvad 

08:26 

I would say 50/50. But that depends on what kind of collaborators we 

are collaborating with, because if the collaborators we are collaborating with 

have some ideas in the music, then they can get to have something to say. But 

if they don’t care and only want to put up some art and do some art 

installations than we can take of the music.  

Giordano 

08:56 

How easy is it to work with people in general? Have there been 

difficulties? 

Bøgvad 

09:03 

At our events?  

Giordano 

09:06 

Yeah, with the collaborators. Tell us about a bad collaborations? 

Bøgvad 

09:14 

I actually haven’t been doing so many events with BTF. I have been 

doing the last event and then two before that. Ehm. But the difficulty with our 
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events, is of course that we are collaborating with others, but have some other 

ideas. Ehm.  

Giordano 

09:57 

Do you have any repeat collaborations? 

Bøgvad 

10:04 

Yeah. Our next event is with a creative community, which we 

collaborated with once before, so yeah.  

Giordano 

10:16 

Why are collaborating again? What worked? 

Bøgvad 

10:20 

Ehm. Their energy is enormous. That’s a great thing. They do some 

cool stuff, they do some cool art. They are a lot of people, which means that 

they get a lot of people to the events. 

 

Giordano 

10:48 

Would you say that gives a lot of value to the events, that that is the 

most important aspect? 

Bøgvad 

10:57 

The most important aspect is to make a cool event. But the event isn’t 

cool if there is no people.  

Gesche 

11:12 

As you said about you repeat the collaboration, because they bring 

something to the event. What do they bring that you can’t? 

Bøgvad 

11:30 

I mean in this example, they are an Art Community, they are bringing 

art installations, and a lot of things.  

Gesche 

11:37 

What is your part in the next event? 

Bøgvad 

11:43 

Practically. We are booking the music, we are doing the life concert 

and the DJ part, we are like planning everything from the Facebook event and 

the venue.  

Giordano 

12:06 

How important is the Facebook event? I mean the overall marketing 

before the event, the whole online before the event? 

Bøgvad 

12:20 

Very important, the Facebook event. You know I’m from this time, I 

don’t know how event marketing worked before.  

Giordano 

12:30 

Joking. We are definitely not form this time. We don’t know what 

you’re talking about. Haha.  
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Bøgvad 

12:35 

I don’t know how events worked before Facebook. I can’t imagine or 

remember.  

Gesche 

12:41 

What promotion strategy are you doing on the Facebook events?  

Bøgvad 

12:43 

We are writing all the description, we are doing all the promotional 

stuff, the videos and gifs. And inviting people.  

Giordano 

13:01 

Okay. Gifs? What exactly are some of gifs you do? So that seems like 

it’s artistic as well, to a certain extent? It seems like you are also taking part in 

something more than the music? Why is a gif important? 

Bøgvad 

13:29 

So that is a way to make like some kind of visual universe of the event 

before the event. It’s like an Album artwork.  

Gesche 

13:44 

What happens after the event. How do you use the event to promote 

your brand, or the artist of your music label? 

Bøgvad 

19:44 

We are using the event to future collaborators and to future 

partnerships in some way. And we are using the events to promote ourselves 

as a creative agency, as we are. Because our brand is not only a record label. 

We are more creative than that and that’s a way to promote our brand.  

Gesche 

14:50 

What about Social Media? How do you use what’s been going on 

during the event afterwards online?  

Bøgvad 

14:59 

Pictures and videos.  

Gesche 

15:06 

How important are those pictures and videos. Because as I said before 

you can show the event as it was to future attendees. 

Giordano 

15:32 

Okay, so it is like a business card? 

Bøgvad 

15:36 

Yeah, kind of. 

Giordano 

15:41 

What is more important? I can live the event without being there, I can 

see what the event was about, I can tell the whole atmosphere, I can tell the 

whole enrgy without actually having been there. 

Bøgvad 

15:52 

Hopefully yeah. 
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Giordano 

15:53 

So what is more important? The event itself or after? Who are you 

doing this for? Are you doing this for the people that are actually there. The 

attendees or for anyone and everyone on social media that may see the 

event?... What is the point? We want to understand why you are doing these 

events, in general, what is the overall question. 

Bøgvad 

16:27 

Okay, but there is a lot of different parts of why we are doing the 

events. Our brand visibility, we are developing our own brand from the 

outside. And of course, I didn’t mention it before but we are doing 

partnerships with some brand around the events which is also like, an 

economical thing for us. It’s a way for, the way we are running around 

somehow. But I don’t think I answered your question. 

Giordano 

17:17 

 To a certain extent yes. 

Bøgvad 

17:19 

Who are we doing the events for? 

Gesche 

17:20 

 Yeah. 

Giordano 

17:25 

There you mentioned that is was the business people, and that kind of 

side. There are two different spectrum here. On the one side, you have the 

creatives and on the other side you have the business people. And on the other 

spectrum, you have the people that are there, and the people that are not there, 

anyone in the world. What we want to understand, is it more interesting to 

Focus on the people that are here, or on the people that are not here. A way of 

focusing on people that are not here, could be to fake an event. If all you need 

is good content of people having fun, you could fake an event right here. You 

would invite 20 friends, put them all in that corner, and have one camera angle 

that is really cool and maybe a second one. 

Bøgvad 

18:34 

Haha. That is an idea. I don’t know what to answer. 

Giordano 

18:46 

 Do you feel like you spend more time working before and during an 

event, or after? 
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Bøgvad 

18:52 

 Before and during the event. That is a hard question. 

Gesche 

18:57 

 The content and pictures are not as important for you as the event 

itself. 

Bøgvad 

19:12 

 I don’t know. 

Gesche 

19:20 

I think there was…  why do you make the pictures, why don’t you 

push them so much? 

Bøgvad 

19:44 

 What is the main goal with the pictures? As I said before, I don’t 

know what the main goal is. But probably the main goal is to promote our 

company. To promote what we are doing so hopefully in the future more 

people will know. 

Gesche 

20:09 

Those events you mainly did Copenhagen. Do you see these events 

happening somewhere else in the world? 

Giordano 

20:25 

Where does BTF go from now? 

Bøgvad 

20:30 

We can go everywhere. I don’t think that Copenhagen is the only place 

we can do the events. That the reason why we are doing the events here right 

now, is because we have a group of audience here. We can collect some 

people to come to the event. And we know where the venues are. One of our 

visions is also to make the events in some edgy venues. But Bakken is not an 

edgy venue. That is a bad example but before Bakken, one of our visions was 

to make these events only in places where you have not been before. For 

example we made an event at the Bioteket. Which is a greenhouse.  We could 

do the events in other places if there are some edgy venues. 

Giordano 

21:48 

 You mentioned that you were doing these events to get people to 

know about BTF. Are edgy venues a better way of doing that? Or more 

‘mainstream’, I am using the airquotes, mainstream venues such as Bakken. If 

is too edgy, then you’re in a basement and no one knows about it. Is there a 

balancing act? 

Bøgvad 

22:24 

But it is not that it needs to be exclusive in my basement. It’s like, it’s 

that it needs to be something different. A new experience. A new way to drink 
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a beer in a different kind of environment. So, if your basement is, I don’t 

know, a big sand castle or something, yeah we could do a party down there 

but haha But it also depends on what kind of brand that you are. 

Giordano 

23:05 

Okay, what do you mean by that? 

Bøgvad 

23:08 

If you are a brand that is representing mainstream music then, it is 

probably better to make an event… On some kind club. Some kind of 

mainstream club. 

Giordano 

23:23 

Not BTF? 

Bøgvad 

23:24 

Yeah. Not BTF. But we are this electronic label and creating agency, 

so we want to express that we can do something different. 

Gesche 

23:44 

You could have just decided to say “we area music label we put out 

our music” in that sense. Why do you think you actually chose to create these 

events. Do you think it is a common thread? 

Bøgvad 

23:59 

I don’t think it’s a common trend. I think we are one of the few that 

are doing it as we are doing it. The reason, you are asking? 

Gesche 

24:17 

Yeah why not just put it on Sound cloud for example? And promote it 

online. Why do you think this is a better way to do it, a new way to do it? 

Bøgvad 

24:29 

There are a lot of different answers on that one but one of the answers 

could be that it’s just not easy to sell music today. If you want to sell your 

music you need to create some more value about your music. So, you want to 

sell your music as a whole experience, a whole universe. Which we think of 

ourselves as a universe. We have some artists 

Giordano 

25:18 

You were saying, and this is interesting since it is something we have 

never heard before, that in order to brand yourself, in order to get people to 

know you, you have to do something that is not just online. Why doesn’t just 

online work? 

Bøgvad 

25:35 

Because we live in a world where everything is online and you need to 

make some physicality awareness to knock people in the head. 

Giordano 

25:48 

Okay that makes sense. But isn’t it limiting somehow how 

international you can go? And maybe it isn’t a problem… 
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Bøgvad 

25:57 

How international you can go? 

Giordano 

26:00 

Because you mentioned that you thought it was possible for BTF to 

expand into different countries, internationally. And by going with this more 

grassroots, this more organic kind of approach, by knocking people on the 

head, it is very community driven, you are calling these events BTF & 

Friends, it has that tight knit kind of group to it… My question is: doesn’t that, 

by staying very offline as opposed to online, limiting your opportunity to go 

international? 

Bøgvad 

26:43 

No I don’t think it does because that is also a reason to do the pictures 

and that kind of stuff. Then, you can promote your company worldwide. The 

things that you are doing here, you can promote them worldwide. We do not 

seek worldwide with our events but we are seeking worldwide with our artists. 

If we are getting more attention in your local area then it is easier to go 

worldwide with a part of your company. 

Giordano 

27:33 

All recognition is good recognition. 

Bøgvad 

27:35 

Exactly. Word. Haha 

Giordano 

27:48 

Again, briefly back to BTF & Friends. The ‘Friends’, is there any 

company, brand or community that would not be included into that? How do 

you select your ‘friends’? 

Bøgvad 

28:10 

I think we are picking communities who we see as something, 

someone who is doing things in a different way. So 

Giordano 

28:30 

So would it be okay to say that it’s a bit back to what you were saying 

about BTF?  

Bøgvad 

28:42 

Yeah. 

Giordano 

28:44 

Is there a brand that would not be part of BTF & Friends? 

Bøgvad 

28:47 

A brand or a community? 
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Giordano 

28:47 

If you have a community, a community. But that may be a little harder 

to find… Just a brand that you would not collaborate with. ‘Ah that is just not 

us’ 

Bøgvad 

29:00 

 It would be weird to do something with a sport kind of community. 

Like a soccer community. 

Giordano 

29:10 

That would be like… ‘FC around the block’ that kind of has BBQs on 

Sunday mornings after the game? 

Bøgvad 

29:20 

Yeah that would be weird. And then of course politically. 

Giordano 

29:28 

Anything political? Or just some parties in particular? 

Bøgvad 

29:31 

I actually do not know. 

Giordano 

29:35 

That’s a policital answer right there! That’s a whole other can of 

worms. Okay. 

Bøgvad 

29:42 

But I could imagine that something extraordinary politically 

community would not be great to work with. Because then you divide, you are 

not inclusive. 

Gesche 

30:02 

Do you believe that what BTF is doing with these events. It’s some 

kind of marketing. But is it more event or content marketing? If you know the 

difference in between the two. 

Bøgvad 

30:26 

That is a very good question. 

Giordano 

30:50 

Event marketing has a lot to do with what happens during the event. 

Content marketing is a lot about what happens after the event. The Social 

media and the sharing. 

Bøgvad 

31:00 

Event marketing. 

Giordano 

31:05 

Anything you would like to add? 

Bøgvad 

31:15 

Don’t know, feel free to ask? 
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Gesche 

31:30 

I think we are good! Thank you. 
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Appendix 8: Interview Elio Escoffery 

ESCO 

Founder and artist  

 

April 20, 2018 

 

 

Giordano 

00:15 

We want to talk to you about the last event, the Bakken event. We 

went there, we saw how it was. What was your role during the event?  

Escoffery 

00:20 

So, I was one of the artist collaborating with BTF Sounds. And my 

role was to bring some kind of visual element to the event and to shawcase 

my brand.  

Giordano 

00:41 

And what is your brand? 

Escoffery 

00:43 

It’s Esco, it’s T-Shirts right now. And it’s a mixture between poetry 

and sketches.  

Giordano 

00:54 

Why did you decide to initiate this collaboration with BTF Sounds?  

Escoffery 

01:01 

It’s a bit of a weird story. I’ve known Manda for a very long time, 

who’s head of BTF Sounds. And we’ve done a few events before in the past. 

And they’ve gone quite well and someone actually cancelled for the first 

event, but she had me in mind from before anyways and she was like, would 

you be interested and I said, yeah of course. Also because I have a new 

collection coming out. So I though why not.  

Giordano 

01:30 

Why, what does the brand gain from collaborating with BTF, what do 

think? 

Escoffery 

01:36 

I think because they have their own kind of esthetics with music.  

Giordano 

01:44 

Can you describe those esthetics?  

 

Escoffery 

01:48 

Well, it’s mostly kind of like electro actually. But I was thinking that 

it would be good to collab with them in that place in Bakken, because it 
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would be the right kind of clientele, that kind of people I want to be wearing 

my brand, so yeah.  

Giordano 

02:14 

Can you describe those people? What are those people like? The 

average wearer of an Esco Tee.  

Escoffery 

02:24 

Well they kind of a bit like of a voyage, I would say. They like to 

watch a lot of people, like to look. But they also very understated, they are not 

the kind of person, who’s a very showing of kind of person. So yeah. Y brand 

identity is about people who are kind of just under the surface, like kind of 

know who they are but they don’t have to like shout out loud about it.  

Giordano 

02:51 

Do you feel like you brand identity as much as it goes with the fashion 

brand identity? Do you feel like it matches well with BTF’s musical brand 

identity? Do you think there’s a need for your brand to match in a certain way 

with the other brand who were present?  

Escoffery 

03:21 

I actually don’t. I think it was like the collaboration was it’s music and 

art and fashion, and they all have their own kind of avenue anyway. So like to 

tie them in, it doesn’t have to necessarily mean they have to collab on the 

same; the music has the same as the brand and the brands has to be the same 

as Louise’s pictures. That it all kind of ties in in one itself. Because it’s a good 

harmony to have music and art together.   

Giordano 

03:54 

Alright, so it’s not as much a match, not as much as complementary.   

Escoffery 

04:00 

No, I wouldn’t say it was complementary. It has its own kind of like 

avenue, but then when we all kind of tie it together.  

Giordano 

04:07 

Complementary in different mediums. Like music,… 

Escoffery 

04:09 

Exactly.  

Giordano 

04:16 

The name of the event, was BTF and friends. Do you feel like this was 

your event, that you had ownership of this event? Or they you were somehow, 

piggybacking on top of BTF for the sake of this one event? 

Escoffery 

04:37 

Actually, to be honest this event with BTF, Amanda gave me free 

reign I could do whatever I wanted to do. It was kind of like it was their night, 
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but we could actually have any influence on my part. She didn’t tell me, I 

have to do this, or this is what they expect. It was kind of like, they had 

enough trust in me and the other artist that we could do whatever we wanted 

to do.  

Giordano 

05:01 

Trust, do you think that’s important? 

Escoffery 

05:03 

Of course, because you can’t have collaboration without any trust.  

Giordano 

14:13 

Does that trust with Amanda in particular come from the years of 

knowing her as a personal friend? 

Escoffery 

05:19 

Yes. I think so. Because we’ve done things before in the past, so she 

knows that I’m gonna obviously like have a responsibility to give a good 

night to the people that come.  

Giordano 

05:31 

How do you build trust? What is the recipe to build trust? 

Escoffery 

05:36 

I think showing your worth, and not letting down someone. Always 

make sure that the things that are important when you are like… like if it is 

like the first event you have done with her, make sure that like, if I tell her 

something is gonna be done by that day, it’s done. And that’s how you build 

trust. And her trust obviously made her come back to me, because she could 

have chosen someone else for that event. But she obviously remembered, that 

it worked with me in the past, so she chose me.  

Giordano 

06:17 

She didn’t in the beginning. She picked these other guys and that 

didn’t work out. So, she knew you, and that way it makes sense. So you 

consider that the event was a success.  

Escoffery 

06:40 

It’s hard to measure success, because… 

Giordano 

06:41 

Why is it hard to measure success in these kinds of events? 

Escoffery 

06:49 

Because people come there in the beginning, because it’s free drinks 

and obviously you get people there and it’s crowded, but I think the only 

measure of success, if more people are interested in what you’re doing. 
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People had no idea in what we’re doing. Alright she wants to find out more 

about my brand or what Amanda is doing. It is really hard to measure. I think 

it’s very hard, measuring success for me is kind of like people who knew 

nothing about that brand actually came up to me saying I really like it, I’m 

gonna start following you on Instagram or whatever. You know, I really like 

your T-shirts. That to me is success, it doesn’t have to be concrete.  

Giordano 

07:34 

So very tacit, very organic kind of process. That makes sense. 

Therefore, do you feel since it’s this kind of face to face, that people have to 

see it experience it kind of process. Do you believe that the future of the 

marketing of the Esco brand, is it gonna go through social media or is it gonna 

be more through these kinds of face to face events? Is it gonna be online or is 

it gonna be offline? Or a combination of the two? 

Escoffery 

08:07 

For me it’s gonna be online, it’s gonna be on Instagram, but I also 

think that having these kind of events, and getting more people interested in 

the brand is beneficial like, it didn’t cost me that much to produce this night. 

So why not. And it’s good to have it at clubs, or places where people will go 

there no matter what and they will see your brand and then they will start 

talking about it. It’s beneficial on both sides. And it will definitely be on 

Instagram and it will be through this kind of events.  

Giordano 

08:45 

We saw that you marketed the event, that all partners involved 

actually marketed the event a lot before and also during to a certain extent. 

However, there was less done after. Notably on your part, notably on Louise’s 

part. BTF had a certain album. Was that a conscious choice?  

Escoffery 

09:12 

You know what. That is a good point, because that is something I need 

to get better at. I think that, you can’t just have the night and then do nothing 

after. I think you need to have some kind of continuation after the event ends. 

But there’s something about it, that I like. When you have the event and then 

the people turn up. And if you weren’t there. I kind of like that. I like that it 

doesn’t have to keep going on and on, because the event is over. But that 

other side of it is really important as well. To keep people still interested and 

remind them of what they were at.  



 177 

Giordano 

09:58 

That is a very interesting point, that we don’t hear lot, the transiency 

of events and keeping it a bit more exclusive in that way. Do you believe, 

what was for you the benefit of collaborating for instance with Louise? Did 

she bring anything to your brand or to the event? So twofaced question: we 

know what BTF did, they have the event, and there are both of you Louise 

and yourself. What did Louise believe her brand, her artistic talent brought to 

the events.  

Escoffery 

10:46 

I don’t know what she felt, but I think that she brought definitely a 

visual element. I had T-shirts and I had like the video. And she also had the 

video, but I think she still bring the Instagram side of the it. She is quite 

popular on Instagram and she has this kind of like fan base in Copenhagen. So 

obviously a lot of people like went there to go and see her. And also to see 

what she was gonna produce. So I think she brought in more clientele.  

Giordano 

11:23 

Do you believe so, in that way, if you push that logic to a certain 

extend you will get to for instance collaborating BTF and 25 different friends, 

25 different artists, 25 different communities that all have their own little 

online communities, online followings, offline networks. My question, is 

there a point when if you add another collaborator, you just losing something 

from the event. As in maybe you bring some more people, but then it just 

becomes too complicated? 

Let me rephrase it: Can there be too many collaborators in one event 

like this? 

Escoffery 

12:17 

Definitely. I think it’s the fact that we were all doing different things, 

like Louise is known for her Instagram kind of like using food or fruit or like 

being a bit like banal sexual. But if she was doing T-shirts, if she would be 

doing what I was doing, that would take away from my brand, or it would 

take away from her brand. So, it’s good that we all were doing something 

different. If Amanda started doing T-shirts whilst doing music, then it would 

take something from my brand and I probably would have not been as 

interested in doing that. So, if you wanna do a collaboration, it should be 

either with people, who are doing exactly the same thing and who have an 

connection and do things that are locked together. But you can’t do this kind 
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of event, if it’s the same kind of avenue that you’re working on. So can’t have 

two brands that are doing T-shirts together, you aren’t really collabin’. That 

doesn’t really work, I think.  

Giordano 

13:27 

So there needs to be some kind of collaboration that it makes sense, 

alright. Really quickly to finish with a few questions on your planning process 

prior to the event. There were three partners involved, including yourself. 

How did you three work together if at all.  

Escoffery 

13:55 

The first thing we did, is that we had a meeting at the BTF studio. Me 

Louise and Amanda and spoke about a few things, like threw around some 

ideas with what could be good for the night. But the thing about that was, it 

was kind of like we each had our separate thing. It wasn’t really like we were 

trying to gel it together, like what am I gonna do, what’s Louise gonna do, 

how is Amanda gonna make the night better by bringing in the DJ’s.  

Giordano 

14:27 

Just quickly. And that only worked because you all had different kind 

of areas of expertise. If you were all doing T-shirts it wouldn’t work? 

Escoffery 

14:36 

Exactly. Then afterwards, we went to Bakken, when it was still closed, 

and we had a look around and we measured some things out, saw what we 

could possibly do in the yard. And from that we just kept in contact by email. 

Saying like who is gonna do the projector, who is gonna do the certain things 

to bring it all together. What we’re actually concretely gonna do for the night 

by email. And that was it actually. And then we just like on the day got there 

a bit earlier, set everything up, so it wasn’t many meetings, it was just one 

meeting, went to Bakken and the rest was just done my email. 

Giordano 

15:22 

What kind of advice would you give to someone in your position. 

Very generally.  

Escoffery 

15:37 

I think that, I need to learn. If I’m gonna give someone a pointer, I 

think I need to learn to be better at putting content out, because I’m a very 

inward person, when it comes to what I’m doing. But it doesn’t work, you 

need to put yourself completely out there. So that would be my advice for 

someone, even though I’m not doing it myself. Also, I think just don’t have 

any fear, like just contact whoever. I’m mean, I’m going to be in a store, 

called LeFix, and I really thought I will just try, I mean what’s the worst. It’s 
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just an email. All they can say is no. But they actually came back to me, like, 

we like it. So, I want down and showed at to them and they we’re really into 

it. Just don’t have any fear. I mean it’s hard, it’s a hard thing to lose, to get 

that away from your mentality of like I’m putting myself out there. But it 

really is what you have to do.  

Giordano 

16:57 

Thank you for taking your time. Is there anything that come to mind 

now, after these twenty minutes of speaking together? That you feel like 

could be useful for the project.  

Escoffery 

17:07 

I think that your line of question was very good.  
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Appendix 10: All categories and codes - NVivo Treemap 
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Appendix 11: All categories and codes – NVivo Sunburst 
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Appendix 12: Memo table 

Core 
Category 

Category SB 
Interviews 

Baun (BTF) Bøgvad 
(BTF) 

Escoffery 
(ESCO) 

Event 
Marketing 

Real-life 
showcasing 

Importance of 
showcasing 
possibilities. 

Creating 
these events 
offers a 
service, link 
to 
experience. 

Promote/ 
showcase 
BTF’s artists 
at the events 

Again, 
showcasing 
opportunity 
when it comes 
to a product. 
Pop-up shop-
like. 

 The 
experience 
event 

What the 
event offers 
the attendees. 
The red 
thread of the 
event. What is 
it for? 
(Renegade) 

 Selling music 
as an 
experience to 
create more 
value 

 

 Promotion 
for the event 
itself 

 Using social 
media, but 
can see 
decrease in 
engagement 
online 

Everyone is 
doing online 
marketing. A 
characteristi
c of our time. 

 

 Attracting 
attendees 
through 
networks 

The role of 
the artists is 
to attract 
attendees, 
they are often 
times fans.  

BTF uses 
their network 
for attracting 
event, this is 
what made 
them start 
and for now 
stay in 
Copenhagen  

 Partners with 
a bigger 
following 
attract more 
attendees.  

 Transiency of 
events 

   Whole new 
idea for us. 
Idea that 
events which 
do not live on 
are more 
desirable 
because they 
are more 
‘underground’ 
and ‘if you are 
not there you 
missed it’ not 
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mainstream 
and not 
contributing to 
the online 
noise. 

Content 
Marketing 

Online 
Marketing 
with content 

Important 
part of the 
work. Recap 
of the 
experience. 
Good if it is 
authentic. 
Main source 
of KPIs. 

Very 
grassroots, 
organic, 
tagging 
people. New 
technologies 
change this 
landscape 
continually. 

This can lead 
to more 
awareness 
besides only 
the event 
visitors, this 
is especially 
important for 
their artists 
 

 

Focus of the 
brand 
promotion 
online. But 
sees the event 
as a one-time 
thing.  

 Need for 
authenticity 

Having a real 
event, not 
faking one in 
order to get 
authentic 
content 

   

Both 
Marketing 
strategies 

The role of 
communities 

Community is 
a very well 
thought 
through word 
for their 
audience. 
‘Our 
community’. It 
has a very 
online focus 
in their 
definition. 

The definition 
expands. 
BTF: uses the 
word for 
speaking 
about other 
communities. 
People to 
collaborate 
with. Small 
cultural, 
creative 
groups. 

  

 Success 
criteria 

Very much 
tacit (because 
of the 
attraction of 
future 
partners and 
showcasing 
which are 
difficult to 
track) but the 
explicit KPIs 
are few and 
mainly are 

KPIs still 
very 
subjective 
(‘all my 
friends liked 
it, shared it’) 

The event 
can’t be 
good, if there 
are no 
people 
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online 
engagement, 
clicks and the 
such. “a very 
dollars and 
sense way of 
measuring’ 

New 
collaboratio

ns 

Collaborator 
selection 

Role of 
‘identity 
match’ with 
SB identity, 
like-minded. A 
partner 
should give 
value to you 
and you 
should give 
value as well. 

Reach of 
collaborator 
more 
important 
with small 
communities 
that do not 
have many. 
Market and 
demand pull. 

Role of 
identity-
differentiatio
n. Not like 
minded. Like 
minded in 
the way that 
they are 
different 
from the 
norm. 
All 
collaborator
s have a role 
in the event, 
but it is their 
decision how 
much they 
want to be 
involved 
Having 
several 
collaborator
s make the 
event more 
unique 

The emphasis 
is put on the 
selection of 
complementari
ty partners 
mostly. But 
also the good 
harmony 
amongst them.  
By choosing 
who you 
collaborate 
with you can 
specify exactly 
who the target 
audience is 
going to be. 

 Venue 
selection 

Somewhere 
away from 
electricity to 
showcase the 
product 
features 

Venue that 
can be 
transformed 

Edgy venues  

 Increasing 
creativity 
through 
collaboration
s 

Creating a 
platform, 
everyone 
comes up with 
the ideas 

All partners 
can be 
creative, not 
depending on 
size 

More people 
more ideas, 
working with 
creatives 
make the 
event more 
special 

 

 Strategic 
adjustments 

The trial and 
error process 

Trial and 
error in 

 The fact that 
ESCO is a one 
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that growing 
companies go 
through. SB is 
big and old 
enough to 
have thought 
about these 
issues and the 
learning 
process is 
visible.  
. 

order to 
know if the 
partners 
work or not. 
Continue 
learning 
about 
technological 
features.  

man brand, 
means that it is 
personal for 
him on 
another level 
than the others 
who are all 
employees to a 
certain extent. 

 New 
collaborator 
communicati
on 

Almost 
exclusively 
before the 
event, the 
more partners 
the more 
complex. 

 

Need for 
clear 
communicati
on in regard 
to 
expectations 
of promotion 
before the 
event. 
More 
collaborators
, less control. 

Different 
ideas of 
collaborator
s make the 
process more 
difficult. 

 

Recurrent 
collaboratio

ns 

Collaboration 
within 
networks 

Partners that 
already know 
the concept 

Finding 
partners 
known 
partners, 
recurrent 
partnership 

  

 The role of 
trust 

The role of 
trust in 
decreasing 
the need for 
communicatio
n. 

Building trust 
as an 
Important 
reason to 
collaborate 
again. 

 Trust in 
regard to 
trusting that 
collaborators 
will do their 
jobs. Would 
lead to less 
communicatio
n and also 
lead to future 
collaborations. 

 Combined 
planning 
process 

Issues of 
budget, 
responsibility 
and control.  
 

Importance 
of deadlines. 
Working with 
the whole 
team and 
collaborators
.  

 Concrete 
elements 
include 
‘brainstorms’. 
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Overarching 
category 

Identity SB core: the 
product, 
community 
and 
‘Renegade 
mindset’ 

The 
importance 
of the 
element of 
surprise. 

The core of 
BTF is to do 
something 
different 
that makes 
it more 
unique 
(unexpected
) 

Events lead 
to gathering 
the ‘right 
kind of 
people’, a bit 
underground 
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Appendix 13: Table of grand reveal 

 

 


