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Abstract
The music business is one of the industries most affected by digitalization of content and distribution
channels. As industry revenue shifted from principally physical to digital channels in 2015, while being
the business with the largest presence and most popular accounts in virtually all social media platforms the current state of the music industry is change. This has led industry professionals into searching for
new and innovating ways of reimagining the business model of music distribution. Thus, the purpose of
this study is to investigate the potential of video live-streaming as an addition to the current social media
channels used to market artists. This was done through looking into what industry professionals think of
the subject in terms of strategic reasoning and potential, observing an interactive live-stream with a
Swedish boy band, and a questionnaire directed towards end-users and listeners of Swedish popular
artists to define what their stance is towards music-related social media in general, and live-streaming in
particular. The findings show that live-streaming certainly has a gap to fill in the social media tool-box at
music companies through facilitating the defining process of superfans based on data analysis gathered
from live-stream consumers, and that the channel has potential to create engagement beyond that of
other social media platforms. Furthermore, end-users want to consume more live-stream content from
Swedish artists. They want content that feels more personal and revealing, while utilizing the abstract
feeling of “here and now” in order for it to be more interesting than other content on social media something that the music industry professionals agree is important in live-streamed music content.

Sammanfattning
Musikbranschen är en av de branscher där digitaliseringen av innehålls- och distributionskanaler haft
störst påverkan. Industrins inkomst skiftar från att huvudsakligen komma från fysiska till digitala kanaler
samtidigt som musikbranschen har den största närvaron och de mest populära kontona i praktiskt taget
alla sociala medier - musikindustrins nuvarande tillstånd är förändring. Detta har lett branschfolk in i
letandet efter nya och innovativa sätt att återuppfinna affärsmodellen för musikdistribution. Således är
syftet med denna studie att undersöka potentialen för video live-streaming som ett tillägg till de
nuvarande sociala media-plattformar som används för att marknadsföra artister. Detta gjordes genom
att titta på vad branschfolk tycker om ämnet vad gäller strategiska resonemang och potential, observera
en interaktiv live-stream med ett svenskt pojkband, samt en enkät riktad till användare och lyssnare av
svenska populära artister för att definiera vad deras inställning är till musikrelaterat innehåll i sociala
medier i allmänhet, och live-streaming i synnerhet. Resultaten visar att live-streaming har en lucka att
fylla i musikföretagens sociala medier-verktygslåda genom att underlätta definitionsprocessen av
superfans baserat på dataanalys som samlats in från lives-streams, och att kanalen har potential att
skapa engagemang utöver det som genereras av andra sociala medierna. Dessutom vill användare
konsumera mer live-stream-innehåll från svenska artister. De vill ha innehåll som känns mer personligt
och avslöjande, samtidigt som man utnyttjar den abstrakta känsla av "här och nu" för att det ska vara
mer intressant än annat innehåll på sociala medier - något som musikindustrins yrkesverksamma också
tycker är viktigt i live-streamat musikinnehåll.
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1. Introduction
In this section of the report, the background video live-streaming within the music business will be
introduced. After which, the problem statement and sub-questions are discussed.

1.1 Background
Within the modern music industry it may be easy for an artist to produce and distribute their
music thanks to the Internet. Yet it is often hard to stand out of the abundance of artists and
reach an audience. In order to handle this, music companies in today’s industry utilize marketing
in ways that are not necessarily directly connected to the music - building the artist’s brand and thus potentially broadening said artist’s reach and fan base. Today we have moved far past
the simple notion of music being distributed and marketed as simply audio, and the artists
delivering it are people for whom we show large interest even outside their professional lives.
Therefore, music companies have to keep up with technological advancements that change the
nature of how we live our lives through implementing their business in these upcoming
technologies and platforms - in order to be where the end-users are (Ogden et al, 2011). There
could therefore lie, within the area of video live-streaming, a potential for further development
in the field of marketing. With the recent market interest taken by large tech-conglomerates in
live-streaming channels and applications, this seems to be a confirmed strategy. Periscope, a
smartphone application for live-streaming video, was in 2015 acquired by Twitter for $86 million
(Twitter, 2015). Facebook released the live functionality, previously restricted to verified endusers, to anyone with a Facebook account in April 2016 (Facebook, 2016). Youtube is rumored
to be releasing a mobile application dedicated to only live-streaming in the spring of 2016,
called Youtube Connect. This is said to be complementary to the current live function of
Youtube, and will not phase it out (Yeung, 2016).
Live-streaming has exploded in interest during recent years within the gaming scene, where
hundreds of thousands of viewers continually watch people stream themselves whilst playing
games, in varying degrees of professionalism. The streams of other categories have also
emerged and increased in popularity. For example, marketing the release for Twitch Creative (a
category on the gaming-focused streaming site Twitch.tv revolving around the creation of art) a
8,5 day stream of Bob Ross’ The Joy of Painting brought 5,6 million viewers (Riesman, 2015).
Also, Hollywood actor Shia LaBeouf’s initiative All My Movies, reaching over 150k people, in
which he streamed himself in a cinema watching all of his movies in a marathon simply shows
that the interest for live-streamed media is growing even outside the area of gaming (Perez,
2015). However, in the world of music, video live-streaming has yet to become conventional - as
musicians and artists begin discovering it as a viable channel for marketing and interaction, but
few are utilizing it to its full potential.
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1.2 Problem Definition
This report will investigate the business’ and end-users’ view of video live-streaming as a
marketing channel for Swedish artists. In order to find an adequate solution to this, the research
question is as follows:
How do professionals in the Swedish music industry view video live-streaming as a social media
channel for their artists, and how does this correspond to what the consumers expect?
In order to answer this question I will have to look into what the music industry in Sweden is
doing now in this area, and get in contact with their listeners to - through qualitative and
quantitative means, try to determine what the professional and consumer view is of video livestreaming. The greatest challenge is getting in contact with people - both music company
marketing executives and end-users. Thus the more specific questions that will need to be
addressed are:
1. How and for what reason do listeners of Swedish artists follow these artists on social
media?
2. What is the current and future purpose of social media in the Swedish music business?
3. What kind of live-stream content do consumers of Swedish artists prefer and what is the
reason for this?
4. What is the music companies’ strategic marketing purpose for distributing video livestream content?
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2. Theory and Related Work
In this segment the central concepts used in this report are introduced and explained, followed by the
theory that is the fundament of the investigation. This includes a background to the digital music
business, and Live streaming in various areas.

2.1 Central Concepts
2.1.1 Video live-streaming
Video live-streaming denotes the task of distributing a video feed in real-time to a potential
audience using either screen-capturing of another device, or a recording camera - or a mixture
of both (Pires and Simon, 2015). Furthermore, it is viewed as common practice that Video livestreaming also includes sound.

2.1.2 Social Media
Social media denotes the type of media that includes possibilities for interpersonal
communication, where each user has potential of being both content creator and consumer.
Examples of this are social networking sites, blogs, forums, or other content distribution sites
with means for such interaction (Mangold and Fauld, 2009).

2.1.3 Music Business
In this study, music business is described as the entirety of the music industry, from business
strategy and marketing to recording and touring artists. In this investigation the concept is also
divided into physical and digital music business where physical represents sales and production
of physical recordings, traditional marketing or live-shows, whereas digital includes streaming,
social media, et cetera.

2.1.4 Video on Demand (VoD)
Video on Demand (VoD) are videos or video distribution platforms that allow the user to
consume the video at any point in time - and are not constricted to certain broadcasting times
(Pires and Simon, 2015).

2.1.5 Digital Channels
The concept of digital channels in the music business includes streaming services (video and
audio), social media, online stores (e.g. iTunes), and e-commerce sites (IFPI, 2015). These are
discussed throughout the report, in terms of usage and strategic reasoning.
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2.1.6 Electronic Word-of-Mouth (EWoM)
Defined by Kietzmann and Canhoto (2013, p.147) as: “EWoM refers to any statement based on
positive, neutral, or negative experiences made by potential, actual or former consumers about a
product, service, brand, or company, which is made available to a multitude of people and
institutions via the Internet…”

2.1.7 “Superfan”
This concept explains the type of fan that is generally viewed as a member of the core fan-base
of a particular artist. These people consume more than most other fans of a certain artist, often
relating to anything and not just music-related content to the sacrifice of their own comfort.

2.1.8 Q&A
Questions and Answers (Q&A) is a content form often used in entertainment purpose, where
consumers of that particular content ask questions to the person in focus, who then answers
these questions to the best of his or her ability.

2.2 Digital Music Business
As was pointed out by Ogden et al (2011, p. 120): “The current landscape of the music industry is
change”, while indicating the continuous technological advancements as the catalyst for this
development. This statement says a lot of the state the music business is in - needing to
continuously develop their marketing and distribution strategies in order to stay relevant to
customers and stakeholders. As described in this study’s background, music business and music
marketing has been through great changes. However, the marketing of music is moving towards
being a more personal connection between the artists and their listeners (Ogden et al, 2011),
rather than the large conglomeration-like marketing that has been present in the late 20th
century.
Even though the recording industry has suffered monetary losses due to illegal file-sharing, this
is still just a small portion of the entire music industry (Kusek and Leonhard, 2005). More than
46% of the global music industry’s revenue came from digital channels during 2014, a 7%
increase from 2013, marking the first point in history where the digital and physical sales are
equally large (with the remaining 8% of revenue coming from performance rights) (IFPI, 2015).
These 46%, corresponding to $6.9 billion, are divided across the digital channels as seen below.


The red part (52%) corresponds to the revenue acquired from downloads on platforms
like iTunes or the Google Play store.



The dark blue part (23%) is the monetization from consumers subscribing to streaming
platforms such as Spotify, Apple Music, Google Play Music, or Tidal.
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The beige part (9%) corresponds to revenue generated from streaming platforms that
are supported by ads, and not subscription.



The light blue part (3%) corresponds to revenues from mobile personalization features,
meaning mostly ringtone purchases



The green part (12%) shows the revenue generated from other channels, be they video
live-streams or other venues or platforms

Figure 1. Global digital revenue streams throughout 2014, divided by sector (IFPI, 2015 p. 7)

In Sweden however, the statistics are quite drastically different. The revenues in the Swedish
digital music business in 2014 were 92% from digital subscription streams, 5% from downloads,
and 3% from other channels - where 65% of people used streaming platforms, and 10%
downloaded their music (IFPI, 2015).
In the end of April 2016 the IFPI-report on the digital music business for the year of 2015 was
released. In this report it is stated that finally digital sales constitute over half the music
business’ revenue. This is partly since the rest of the world are beginning to catch up with
Sweden’s streaming-patterns with an increase from 32% to 45% in digital revenue from
streaming as a 93% increase in streaming consumption was seen throughout 2015 (IFPI, 2016).
Furthermore, download revenues went from 52% to 41.5%, and ad-supported streams
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diminished from 9% to 4% - further pointing toward the fact that Sweden has been leading the
way in terms of global digital music consumption (IFPI, 2016).

2.3.1 Social Media in the Music Business
A reason why digital sales are surpassing the physical sales in the music business is the presence
of artists and music companies on social media, since social media platforms are often a place
for music distribution and discussion (IFPI, 2015). According to Twitter, 50% of their end-users
follow at least one musician - where the most followed account (with 84 million followers) is
Katy Perry’s, followed by Justin Bieber (77 million), and Taylor Swift (72 million)
(TwitterCounter, 2016). The same goes for the top most viewed videos on YouTube, where 9
out of 10 are music related (IFPI, 2015). Furthermore, some researchers have even gone as far
as to state that social media presence is crucial for an artist to ever be heard in today’s media
landscape since there is an abundance of artists around the world (Burnett, 2015). Apart from
these numbers showing the music business’ widespread presence on social media, artists are
using social media in innovative ways which therefore often leads the way for social media
marketing in other commercial areas (IFPI, 2015).
The fundamental point of utilizing social media in a marketing context is that it creates
participation, collaboration and sharing between end-users and content producers (Kaplan and
Haenlein, 2010). As social media gives end-users a platform for expressing their opinions, it is no
surprise that music related content is a popular area of discussion, since “word-of-mouth” has
always been closely knit together with the marketing of music (Ogden et al, 2011). This online
“word-of-mouth” that is distributed on social media does affect other end-users and their
consumer behavior - often resulting in changed decisions of purchase (Chen et al, 2011;
Kietzmann and Canhoto, 2013). This Electronic Word of Mouth (EWoM) is more powerful in a
marketing sense than traditional word-of-mouth since it is instant, has potential for great reach,
and is publicly displayed and therefore more trustworthy (Kietzmann and Canhoto, 2013).
However, the freedom of interaction on social media means that negative publicity can flourish
as well, damaging the brand or artist (Kietzmann and Canhoto, 2013).

2.4 Video Live-Streaming
2.4.1 Video live-streaming platforms
The technology of live streaming has existed on the Internet for the past 20 years. However it is
not until recently, with advances within Internet bandwidth and new streaming platforms, that
live streaming has become a social media. This development has allowed anyone to put up their
own streams (Smith et. al, 2013).
Available platforms based on the concept of Video Live-Stream, as defined by Pires and Simon
(2015), in spring 2016 are:
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Twitch.tv: Gaming oriented video live-streaming platform where streams mainly consist
of either people playing games or e-sports matches. However, the Amazon-owned
platform has also categories of streams within the field of music and creative where
people either stream themselves creating music or other pieces of art, e.g. paintings.
Even though this means Twitch.tv is not solely meant for gaming, it is part of their core
business to be oriented towards gamers - regardless of streaming category (Zhang and
Liu, 2015; Twitch, 2016a).



YouTube Live: The live functionality of the popular VoD-platform YouTube has since its
launch in 2008 been open for anyone to stream but has been mostly focused on larger
events and/or e-sports (Pires and Simon, 2015). With its release of 60 frames-per-second
streaming in 2015, the platform marketed itself as a contender to Twitch.tv in the
gaming-sphere (Gutelle, 2015). The rumored Youtube Connect is not related to this
platform.



Ustream: As a more premium-content live-streaming service provider, Ustream is an
IBM company which focuses on high-quality streaming of sports or tech-events around
the world (Ustream, 2016).



Facebook Mentions: This is not solely a video live-streaming platform since it includes
everything that Facebook is, but with an added feature of video live-streaming for
verified end-users (end-users that have a certain amount of followers and have been
approved by Facebook to use the application) (Facebook, 2016). However, in April 2016
this feature was opened to anyone with a Facebook-account - making it even more
resembling to Periscope.



Periscope: A smartphone application usable by anyone to distribute live video and
audio-feed from your smartphone to others anywhere in the world. In August 2015
Periscope had over 10 million end-users and 40 years of video was being watched using
the application each day.



Bambuser: A platform available on both mobile and desktop used for instant and easy
video live-streaming and consumption (Bambuser, 2016).

2.4.2 Video live-streaming in Gaming
Since gaming currently houses the largest live-streaming community to date, it will be described
first in order to later draw parallels to the other areas. Serving as meeting grounds for
communities, Twitch.tv has during recent years become the most popular streaming site for
gamers with over 35 million unique monthly viewers (Hamilton et. al, 2014). On this platform,
the tens of thousands of continuous streams within the field of gaming can largely be divided
into three larger content groups: E-sports, Speedrunning, and “Let’s Play” (Smith et. al, 2013).
These genres will be described in further detail below.
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E-Sports is the abbreviated term for “Electronic Sports”, denoting the competitive and often
professional way of playing video games. In the world of live streaming it houses the biggest
stars and largest community of followers (Twitch, 2016a). This genre includes competitive play
in the form of professional tournaments and matches, often team-based, highly resembling of
classical sports games traditionally distributed on television (Smith et. al, 2013).
Speedrunning is the genre in which players attempt to complete a specific game as fast as
possible, while following certain rules. This category of live-streaming has a more interactive
community than E-sports, partly due to it not housing as many viewers - but also since many of
the viewers are either active speedrunners themselves, or wants to be. Watching a speedrunner
is also considered to require more from the viewer than other live-streams, since it is fast-paced
and complicated in regards to for example game mechanics (Smith et. al, 2013).
“Let’s Play” is the most common live-streaming genre in regards to number of streams. It is also
a popular genre for videos on Youtube with the biggest star being Pewdiepie (around 40 million
subscribers) (YouTube, 2016). However, while sticking to live-streaming, Let’s Play is a genre in
which the players simply play a certain game, often while interacting with their audience,
inducing the feeling of watching a friend play together with you in the sofa (Smith et. al, 2013).
This type of stream is often highly dependent on the personality of the caster, since the
experience is very informal and therefore mostly based on the actions of the person streaming.
Unlike the other two genres, the skill level of the player(s) is not relevant to the level of
entertainment distributed, but it is often more reliant on the interactivity between
streamer/viewers. This interactivity could nurture both intrinsic and extrinsic motivators in the
viewers based on either giveaways (games, other apparel) or just by the streaming personality
noticing them (Smith et. al, 2013).
These different types of content nurture varying forms of user engagement - and therefore
possess other characteristics in terms of strategic reasoning. E-sports, often being large events
watched by hundreds of thousands, works well with large, intricate partnerships and sponsors
(Rocket League, 2016). Speedrunners have their own events filled with strategic partnerships
and sponsors befitting their consumer segment, while their profiles often times also have a
vastly developed and devoted fan base who watch them even when they are not on events creating a community where consumers often are recurring and in some cases become financial
support to the streamer (Hamilton et. al, 2014). Let’s players function in practically the same
way as speedrunners in the way they build a community, or fan base. These streamers, since
their fan base are the sole reason they can do what they do, often have a close relationship to
their consumers, unlike for example companies in the E-sport business. This connection leads to
these let’s play profiles becoming a great marketing channel for partners identifying with their
group of consumers. Commonly, let’s play streamers are allowed access to games that are yet
to be released, in order to build hype and thereby engage people into potentially buying the
game (Hamilton et. al, 2014). A similar strategic reasoning, regardless if it is large scale
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partnerships as in E-sports, or smaller engagement-building content as with speedrunners or
let’s players, this idea is most probably applicable to other genres than simply gaming.

2.4.3 Video live-Streaming in Music and other areas
Twitch.tv has traditionally been solely
for gamers, distributing content with
gaming in its core. Yet, an emerging user
group on the platform is within the
category of creativity. Here, in this part
of Twitch, distributors are welcome to
stream themselves performing various
creative tasks, often in the form of
painting and visuals, or producing and
performing music (Twitch, 2016b). One of the most popular distributors is Deadmau5, a worldfamous DJ and producer, with over 140’000 followers. On his channel Deadmau5 streams
himself for hours on end either while in the studio, producing and creating new music, or
playing games - with a continuous viewer-base of around 2’000 (Twitch, 2016c). Here is a
screenshot taken of Deadmau5’s creative stream on March 4 th where he was sitting in his
studio, producing music. While he does not have a streaming schedule, he does stream
somewhat regularly and has managed to bring in 7’500 new followers during February 2016
(SocialBlade, 2016).
Universal Music has done several live-streaming events. One was conducted in August of 2013
called The True Reveal for the artist Avicii’s upcoming album “True”. In this live-stream two large
speakers were set up in an old nuclear facility in Stockholm. These speakers were diverted
towards a glass box in which the album cover to “True” was hidden. Each time someone
tweeted with the hashtag #TrueReveal the volume of the music from the speakers was turned
up, resulting eventually in the glass shattering and thus; revealing the album cover (Universal
Music, 2013; The True Reveal, 2013). Also, in June of 2015, artist Tove Lo released a music video
to the song “Timebomb”. For this release Universal Music created a similar web-site like that for
“The True Reveal”, but this time dedicated to the release of Tove Lo’s music video (Tove Lo - We
Are A Timebomb, 2015). The idea was that each and every fan visiting the website would get to,
after the push of a button, watch the video for the very first time together with another fan,
while seeing their face broadcast via their webcam as they see your face on their screen - next
to the music video itself (Universal Music, 2015). This way, even though the music video wasn’t
live, people got to see a live-stream of another fan while watching Tove Lo’s video.
Large music festivals like Ultra and Coachella have during recent years live-streamed some or all
of the concerts at their festival. The Ultra Music Festival has for two years live-streamed its
entire festival on both Twitch.tv and Youtube Live (Popper, 2015), and Coachella has streamed
its festival with Youtube as its official platform (Terdiman, 2011) - adding 360 degree video in
12

2016 (Brennan, 2016). In 2014 the Ultra festival’s live-stream on Youtube received 11 million
unique viewers with a maximum of around 220’000 concurrent viewers (Trakin, 2014).
Live-streaming is not simply limited to music and gaming neither, there exists other values
within live content as well. For instance, when marketing the announcement of Facebook Live
becoming available for anyone with a Facebook account - instead of having to be verified Buzzfeed live-streamed two people putting rubber bands around a watermelon until it
exploded, in front of 800’000 concurrent viewers (Gutelle, 2016).
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3. Methodology
In this section the methodology and the reason for using it will be explained. Then the methods for
information and data gathering; interviews, with music companies and end-users, and user questionnaire
will be explained in further detail.

This report is based on a mixture between quantitative and qualitative methods in order to
achieve results that are: scalable and generalizable (from gathering quantitative data), and indepth and insightful (from gathering qualitative data) (Venkatesh et al, 2013). This combination
of methodology has, in practice, provided stakeholders of this study with scalable data on endusers’ view on video live-stream, and comprehensive discussions and insights on both the
business side and the users’ experiences within the field of video live-streaming music artists.
Thus since this report handles interchangeable elements such as people’s and business’ view of
video live-streaming, simply having quantitative methods would not provide enough basis of
analysis to answer the problem sufficiently (Saunders et al, 2009 p.109, 122-123). When leading
a study that ventures into a new field where not much has been done previously, it is preferred
to implement a mainly inductive methodology. An inductive methodology is tied to
understanding the meanings humans connects to events, the collection of qualitative and
quantitative data, and less concern with the need to generalize results (Saunders et al, 2009,
p.127-128) - which is highly applicable to this particular study.
In order to answer the research question and its sub-questions posed above, the method will
consist of three parts. These are listed below in consecutive order of execution:


Interviews with music company professionals: qualitative semi-structured interviews
with marketing executives at Swedish music companies



Observation and Data-collection of Live-stream: qualitative non-participatory
observation of a video live-stream of an artist while gathering data on engagement and
reach of the event



User questionnaire: quantitative questions on user interest for video live-streaming in
general, and of Swedish popular artists in particular

3.1 Interviews with Music Companies
The first means for gathering data in this study were the semi-structured interviews. An
interview is described by Kahn and Cannell (1957) as a purposeful discussion between two or
more people, and a semi-structured one is an open ended interview based on discussing themes
rather than specific questions, to facilitate the asking of follow-up questions and acquiring new
insights (Saunders et al, 2009, p.601). The interviews were around 30 minutes each and were
conducted with personnel at, or associated with, music companies in Sweden that have some
social media marketing as part of their marketing strategy. These interviews provided
14

qualitative data on how the music companies use social media and potentially video livestreaming for marketing purposes today. Furthermore the interviews determined the strategic
purpose of the music companies’ social media usage and potential distribution of video livestreams. The interviews were audio-recorded so that the information gathered could later be
transcribed in order to facilitate analysis.
When compiling the transcriptions, the data was analyzed to detect features that either
answers part of the original problem statement or its sub-questions. Since the interviews were
semi-structured, novel insights that could prove interesting for the investigation were also
sought after (Yin, 2011 p.183). These detected features or new insights were then compared to
the data gathered from the user questionnaire, observation, and literature study - to provide a
basis for discussion.

3.1.1 Interview Themes
During these semi-structured interviews, the questions and/or themes that were the basis for
each discussion are found in Appendix 1. The questions were arranged according to themes but
did not necessarily reflect the order of execution.
In order to gain an overview of what each company’s social media strategy is, how they use it,
and how they work with new technologies and/or platforms, questions on their social media
usage were discussed.
Questions under the theme of today’s video live-streaming were asked to give insight into the
company’s and that particular individual’s view on live-streaming in general, and as a marketing
channel in particular. The strategic perspective is interesting since it describes whether or not
the social media usage or video live-streaming of the companies’ artists is simply something
they are doing to keep up with what should be done, rather than having a clear and thorough
understanding of why it is beneficial, for both them and the artist. Furthermore, the
interviewees were asked what their thoughts were of a certain Q&A live-stream of Ten Music’s
artist Elliphant, in order to get hands-on feedback on concrete results from live-streaming.
After this, the theme of video live-streaming’s future was discussed in order to gain an
understanding of what that person, in the capacity of a knowledgeable professional, thought
the future had in store for social media and live-streaming within the music business. This
theme led to some insights on which channels the music companies think works best for what
purposes - and if they are trying to venture into different kinds of live streaming-platforms, or if
they work with different channels within the same area of functionality - or if the entire notion
of video live-streaming is just a temporary phenomenon.
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3.1.2 Interviewees
The information on the interviewees, the company they represent, what their position is, and
when the interview was conducted can be seen in the table below.
Name:

Company:

Position:

Date:

Samuel Arvidsson

Warner Music Group

Digital Sales Manager

23/3-2016, 09:00

Eddie Persson

Universal Music

Head of Creative Labs

31/3-2016, 11:00

Ankit Desai

Universal Music

Digital Strategist

13/4-2016, 11:30

Ola Håkansson

Ten Music Group

CEO and Founder

21/4-2015, 11:00

3.2 Observation and Data-collection of Live-stream
During a small-scale live show and Q&A with The Fooo Conspiracy (one of Ten Music’s artists) at
the Ten offices with no other audience than me and a couple of Ten employees, distributed
using Facebook Mentions, and marketed through Ten and The Fooo Conspiracy’s social media
channels - I acted as observer. The artists performed an acoustic version of their latest single My
Girl after which the viewers of the live-stream got to ask questions to the artists which they
answered in real-time.
As is described by Saunders et al (2009, p. 596), observation as a qualitative research method is
“The systematic observation, recording, description, analysis and interpretation of people’s
behavior”. However, there are several different types of observational methods, but for the
observing of a live-stream and its stakeholders a non-participatory observation is preferable to
not affect the natural order of viewers and performers. This simply means that I as the
researcher would not interfere in any way, but rather just watch people interact in and through
the live-stream. After the live-stream, the data from comments, views, and reach, will be saved
so that the analysis of observations and that scalable data can be done afterwards - since I will
continuously throughout the task of observing take notes on occurrences and insights.
The reason for conducting this observation is to gain insight into how artists and viewers
interact during this type of live-stream, what the interactive Q&A-element bring to the
otherwise one-way live performance, if this type of content is scalable, and what value it brings
to the music companies. Witnessing and noting impressions from one single live-streaming
event of one particular artist will most probably not yield enough insights to generalize over the
music industry in general. However, the results will hopefully provide basis for discussion when
comparing the outcome with the quantitative data from the user questionnaire and qualitative
data from expert interviews.
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3.3 User Questionnaire
The questionnaire used for this will be online based, which is defined by Saunders et al (2009,
p.596) as a data collection technique that is delivered via the Internet, read by a test-subject
who answers a predetermined set of questions, in a particular order, without the interviewer
being present before having it returned electronically. The reason for choosing this particular
type of questionnaire over other alternatives is that the sought after end-users (i.e. listeners of
these particular artists) can be expected to be reached easiest through the social media
accounts of these artists and the music company they are signed to.
Therefore, the questionnaire was distributed through the social media accounts of Swedish
artists at Ten Music Group in order to reach their listeners. The questionnaire contained
questions which provided quantitative data for answering the questions of if the artists’
listeners follow Swedish artists on social media, which platforms they follow, and why. Also,
they will be asked if they watch video live-streams of any kind, why they do this, what aspects of
live-streaming that they think are most important, and what they would think of an increase of
this type of content coming from the artists they follow. Since the followers of Ten and their
artists amount to hundreds of thousands on both only Twitter and Facebook, it is safe to
assume a sizeable amount of responses will be acquired this way.
The questionnaire had the end-users provide their age and gender in order to facilitate the task
of quantifying the data, which could lead to certain insights based on user group. The questions
chosen for the questionnaire have been based on the instructions from Saunders et al (2009), p
368-371), in order to satisfactorily answer the parts of the problem definition suited for
quantitative data analysis. Also, the questionnaire that was sent out was written in Swedish to
limit the respondents to Swedish-speakers, in order to be able to look past inherent cultural or
technological differences in data analysis. It was conveyed that the answers to each question
was contributed anonymously, and there was no log-in required in order to simplify the process
and to reduce the number of drop-outs from technological or problems related to the user’s
experience. The entirety of the questionnaire can be seen in Appendix 2.
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4. Results
In this section you will be presented with the results from the interviews with music company executives,
observations from the live-stream, and data from the user questionnaire.

4.1 Interviews with Music Companies
4.1.1 Social Media in the Music Business
All interviewees unanimously agreed that social media provides a central channel for many
strategic marketing reasons. Desai states that social media is, through engaging with end-users,
mainly used for identifying an artist’s target group and adapting the artist’s social media
persona to that in order to achieve the greatest impact (Desai, 2016). Another reason, as stated
by Persson, is that many social media platforms are inherently social and therefore provide a
natural word-of-mouth flow between people already following a particular artist and those with
that person integrated in their flow - thus providing larger reach for the initial post (Persson,
2016).
The notion of electronic word-of-mouth will probably be seeing better results since last year,
says Arvidsson, as the algorithms determining which content is shown in the social media flows
(on for example Instagram, Twitter, or Facebook) have been tweaked to better fit the strategic
needs of the music business, resulting in better spread (Arvidsson, 2016). However, as most
interviewees seemed to agree of the value of social media platforms with a flow-based interface
with a natural virality feature - there were differences in opinion regarding the use for platforms
like Snapchat, where posts are not placed in a flow but rather requires the user to follow a
particular account in order to be exposed to his or her content.
Arvidsson argues that the nature of Snapchat’s lack of virality has rendered it rather hard to use
for people within the music business (Arvidsson, 2016). On the other hand, Desai and Persson
both pointed towards the Internet sensation born from Snapchat; DJ Khaled, stating that
Snapchat very much possesses the means for virality, as long as the content is good and
continuous (Desai,2016; Persson, 2016). An important factor for social media is that it’s also one
of the only ways for young and emerging artists to gain reach, according to Håkansson (2016).
Since more traditional media-outlets like linear radio and television are often governed by broad
consumer segments’ view of what content should be distributed, and are therefore reluctant to
“risk” emerging artists - social media has provided these artists with an excellent channel to
create engagement and gain reach (Håkansson, 2016).
Companies within the music industry choose which social media platforms to be active on, both
from the point of the company and the artists, based on where people are - where the most
“eyeballs” are facing (Arvidsson, 2016; Desai, 2016). Fundamentally, this is because the music
companies can “afford” not to push their artists on arising, or entirely new, platforms - since the
value provided would be minimal, as that particular platform has yet to attract end-users and
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therefore would not yield as good an engagement as some of the more popular platforms
(Desai, 2016; Arvidsson, 2016). For instance, based on gathered data one can assume that the
fans of artist Thomas Ledin are not on Snapchat, but they are quite commonly using Facebook so there’s no need for Tomas Ledin to utilize Snapchat to try to engage with his fans (Persson,
2016). However, the interviewees agree that testing out new and interesting platforms and
solutions to increase user engagement and reach is important, as technological advancements
and new user behaviors emerge.

4.1.2 Live-streaming today
As a social media channel, live-streaming has yet to become as central as the other platforms in
the music business, based on the interviewees’ answers. This type of distribution is still
somewhat in the trial phase at many music companies, where some have tried more than
others without going into detail (Arvidsson, 2016; Desai, 2016; Håkansson, 2016). At the time of
the interviews, the platforms that had been used for video live-streaming were Periscope,
Facebook, and Youtube. Yet, Desai (2016) stated that he believed live-streaming would certainly
be part of the music companies’ social media tool-box in a near future. This was a notion
apparent in Arvidsson’s opinions as well since he spoke of how companies within the music
business have yet to be able to use the available platforms in a serious manner, but that he
believes it to be a channel of the future but that the scope of six months was probably not
reasonable.
At Warner Music, according to Arvidsson (2016), some artists - preferably with a younger
demographic - utilize Periscope as a channel for interaction with their fans, whereas some
artists do not use any live-streaming platform. He stated that this works well as a means for
increasing engagement with “hardcore” fans, but that it serves a poor channel for increasing the
artist’s reach and fan-base - even though it might be the action that converts a regular “fan”
into a “superfan”. Furthermore, Warner weren’t at the time actively using any other platforms
for live-streaming - and the reason for that goes along with the argument that the eyeballs have
yet to travel to such a platform (Arvidsson, 2016).
At Universal Music they are using Youtube as the only platform for live-streamed content - most
of which is thoroughly worked through by their Creative Labs-department with a clear strategic
reasoning behind it (Persson, 2016). One of the campaigns they had done was a series of livestream following Avicii in the studio during a road trip across America from Los Angeles to the
music festival Ultra in Miami, where he played the songs he had recorded during the trip. This
particular campaign shows that the copyright issues with live-streaming the studio process does
not have to render it unsuitable for live-streaming - how these issues were tackled could Desai
(2016) not account for however. Even though live-streaming is not really central to the strategic
goals of music companies today - it is quite apparent, according to Desai, that end-users are
moving towards live-streaming since Facebook is now introducing live, Periscope is growing,
Youtube is putting a larger effort into live, and the explosion of gaming streams and Esports
(Desai, 2016).
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Since Ten’s artists are generally interested in social media and new developments, they have
been seen using Periscope, Youtube, and Facebook as platforms for live-streaming. Where
Facebook and Youtube has been most frequently used on Ten’s own directives, to distribute
more thoroughly planned out performances or Q&A-sessions (Håkansson, 2016). Håkansson
states, however, that he sees a problem with the live-streaming of live performances as it can
often put the artists themselves in an exposed situation where errors in the performance potentially caused by others than the artist, could portray them in a bad light. For instance, if
Zara Larsson was to distribute one of her regular performances on tour, every audible fault,
regardless if it’s the technician’s, anyone in her band’s, or her own error, it would come back to
hurt her brand as an artist (Håkansson, 2016). Other than that, Håkansson is positive to the teststreams that have been performed at Ten with The Fooo Conspiracy and other artists, where he
admits to it having real engagement-building potential - but that there might take some time
before there is monetary validation in this kind of content.

4.1.3 Live-streaming in the future
There is a consensus between the interviewees regarding that live-streaming will play a large
part in the future of social media in the music business. Desai (2016) mentions the fact that we
now have the technology to seamlessly stream and consume video content - thanks to faster
Internet speeds and widespread devices with possibility to both distribute and consume live
footage. Building upon what was stated by Desai (2016) about technological advancements,
Håkansson (2016) is astounded why not more live-streams are conducted, since it becomes a
great engagement building channel for a cheap resource cost. Furthermore, Desai states that
the data gathered from live-streams can contribute with insights not visible in data from other
social media platforms - especially for live-streamed shows or performances since people taking
time out from their regular schedule to watch a certain artist perform, will most likely be more
invested in the artist than fans that do not. This could then result in the music companies being
capable of pushing the artist more in regions where these “superfans” are gathered (Desai,
2016). However people are probably not willing to set aside time in their schedules to stare into
their smartphones or laptops on a live-stream on some artist - unless they are part of the core
fans, making it a poor channel to reach out to people not part of this segment (Arvidsson, 2016).
Yet, there is a time and place for live-streaming as a marketing channel for artists - just that
there exists some obstacles for the music companies to overcome before it can be considered
part of the core marketing strategy for artists (Arvidsson, 2016). Although the “superfans” are
becoming more and more important for the music industry seeing as it is most probably them
who purchase tickets for live-shows, help spread the artist’s social media posts, and stream
their songs several times more than casual fans (Desai 2016). Thus, Desai believes the core
functionality could be to locate core fans in order to nurture and cultivate their engagement,
while Arvidsson states that the core strategic focus of the music business should be to widen
the number of casual fans (Desai, 2016; Arvidsson 2016).
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More practically, Persson (2016) states that when producing content for live broadcasting, it is
necessary to have it produce the “nerve” of live interaction - for the live-part of the content to
have fundamental significance. As an example of this he brought up something Universal’s
Creative Labs had done for a Tove Lo video release. As people entered a website set up for this
release they were paired with another fan with who you would share webcam feeds while
watching the video, adding a “nerve” to the otherwise regular consumption of a music video.
What this “nerve” is exactly, could not be defined, yet all he could say was that it will be central
to live-streamed content - in order for it to provide an experience that transcends what VoDs
can provide (Persson, 2016).
As a final quote on the future of live-streaming in the music business, regardless of strategic
purpose, content, or user interaction is from the interview with Desai at Universal:
“If I’m going to be optimistic; after the summer everybody’s going to be using live-stream”
- Desai (2016)
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4.2 Observation of Live-stream
The Live-stream was conducted on the 23rd of March 2016 at 17:00, stretching on for 25
minutes and 13 seconds. It was shot using a smartphone directly through the Facebook
Mentions application. The live-broadcast (as can be seen in Image 1 below) generated 3’100
viewers as indicated by the blue bar, 6’900 comments as indicated by the red bar, and a reach of
18’800 as indicated by the yellow bar - providing a significantly larger number of interactions
and real-time viewers than previous posts to their Facebook page that have not included live
content.

Image 1. Print-screen of data from Facebook on the live-stream in comparison to previous non-live posts,
measuring Reach in yellow, and Engagement in blue (viewers) and red (comments).

The number of live continuous live viewers during the broadcast ranged from 900-1’200 from
the point that they started singing to the entire broadcast’s end, with 4’425 unique viewers. The
viewers, from what could be derived from the people commenting, were female teens familiar
with the band members, and their song - and could thus be considered fans. During the
performance part of the broadcast, the comments revolved around their voices and the song’s
text, and during the Q&A the questions were more varying but most were about the artists’
appearances, followed by emoticons.
Furthermore, during the Q&A part of the live-stream, the questions could not be read by the
artists themselves since there are 4 of them in the band, which lead to an employee of Ten
having to act as mediator - choosing which commented questions to ask the band. Another
observation was that few comments were added as responses to what was said by the artists,
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most comments either revolved around their appearance, upcoming performances, or asking
new questions.

4.3 User Questionnaire
The questionnaire reached a number of 137 full responses, gathered from Twitter and Facebook
end-users following either Ten Music Group’s own channel, or one of their artists who shared it.
Out of the respondents 63% were
female and 37% were male. They
were in all ages, ranging from below
15 to over 50, but with a majority of
88.4% between the ages of 15 to 35
(survey), as can be seen in the circle
diagram featured here to the right.

4.3.1 Social Media Usage
In the first part of the questionnaire, the respondents were asked about their habits of following
and interacting with Swedish artists on social media. 136 out of 137 (99.3%) admitted to
following a Swedish artist on at least one social media platform. The distribution of platforms
were as Figure 2 describes, where 90% of the respondents followed a Swedish artist on
Instagram, 72% on Facebook, 70% on Twitter, 57% on Snapchat, 37% on Youtube, and 25% on
Periscope.

Figure 2. Graph describing the percentage (Y-axis) of respondents following one or many Swedish artists
on that particular social media platform (X-axis).
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The respondents were then asked to state how much they agreed with certain statements on
reasons why they did this. They were asked to grade the scale on how much they concurred
with a certain reason from 1 to 5, 1 being not at all and 5 being completely. A mean value was
calculated from all answers to each suggested reason, which are displayed in Figure 3. One can
see that the most common reason for following a Swedish artist on social media is that the user
likes that artist’s music (a mean value of 4.53), and they want to stay updated in what the artist
does (4.32). Fewer chose to follow the artist because he or she has interesting opinions (3.56),
or for the reason that they want to be able to interact with the artist (3.02). The standard error
was calculated and is displayed by the black lines atop each column.
5
4,5
4
3,5
3
2,5
2
1,5
1
Likes the artist's music

Stay updated on what The artist has interesting To be able to interact
he/she does
opinions
with the artist

Figure 3. Graph describing the reason (X-axis) why respondents chose to follow Swedish artists on social
media (1 meaning they do not agree at all, and 5 meaning they agree completely - Y-axis).

The respondents were then asked to state if they had any other reasons for follow a Swedish
artist on social media. Some of the other reasons for following were stated as “a general
interest in popular culture”, or “a personal relationship with the artist(s)”.

4.3.2 Video Live-Streaming Usage
In this second part the respondents were asked about their connection to, or attitude towards,
using live-streaming platforms in general - and for music content in particular. 115 (84%) of the
respondents answered that they at some point had watched a video live-stream online, while 22
(16%) stated they had never done so. The type of content these 115 individuals had consumed
was divided up as shown in Figure 4, where 62% of the respondents had watched a live-stream
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with Music content, 31% including Lifestyle, 23% including Sports, 18% including Gaming, and
2% including Cooking.

Figure 4. Graph showing the percentage of respondents (Y-axis) having watched a certain type of livestream content (X-axis) - based on the 115 out of 137 who had consumed a live-stream.

The platform which was used for this is displayed in Figure 5, where 57% answered they had
watched this live-stream content on Youtube, 45% used Facebook, 42% used Periscope, 19%
used Twitch.tv, 6% used Bambuser, and 3% used Ustream.

Figure 5. Graph showing the percentage (Y-axis) of respondents having watched a live-stream on that
particular platform (X-axis) - based on the 115 out of 137 who had consumed a live-stream.
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Much like reasons for following Swedish artists on social media the respondents were now
asked to grade different reasons to watch live-streams that were not considered in the genre of
live sports or E-sports. The grading system was the same as before (1-5) with 1 being not at all
and 5 being completely - from which a mean value was calculated for each individual question.
The results are shown in Figures 6 - with the most popular reasons being “That the here and
now-feeling is present” (3.91), followed by that the viewer gets a more personal insight than
other social media channels (3.83), and to be able to interact with the distributor in real-time
(3.35). The reasons “to be able to interact in real-time with other viewers” (2.56), and “that the
viewers get to work together with the distributor towards a common goal” (2.81), resonated
less with the respondents’ reasons to watch live-streams. The standard error is shown by the
black lines atop each column.
5
4,5
4
3,5
3
2,5
2
1,5
1
0,5
0
"Here and now"

More personal

Interaction with Interaction with Work together
distributor
viewers
with distributor

Figure 6. Graph showing what (X-axis) aspect(s) of live-streaming is most important (1 meaning they do
not agree at all, and 5 meaning they agree completely - Y-axis).

Respondents were then asked if they would like to see more live-streams from Swedish artists.
To which 61% answered “Yes!”, 18% answered “Maybe!”, 15% answered “Yes, but with other
content than is offered today”, and 6% answered “No, it is not interesting for me.” - as can be
seen in Figure 7.
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Figure 7. Responses stating if they would like to see more live-streams from Swedish artists.

Finally, respondents were asked to add anything they wished about Swedish artists in livestreaming or social media in general - too which 13 people responded. Some respondents had
views on content for live-streaming stating that “they should play live with a full band”, or
“Behind the scenes, rehearsals, when the artists write/produce is really fun to watch!”, while
some stated that live-streaming in general is something they want see more of from all artists.
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5. Analysis and Discussion
In this segment the results will be analyzed and discussed based on the stated hypothesis and research
question - with its sub-questions - drawing from the literature study and data from previous research.
Also featured here is a method criticism, looking into how the investigation could have been improved.

5.1 Sub-questions
The insights from each part of the results will here be analyzed and discussed through the scope
of the sub-questions.

5.1.1 How and for what reason do listeners of Swedish artists follow these artists
on social media?
As is shown in IFPI’s reports (2015; 2015) on the digital music business, the music consumption
habits of Swedish people have been leading the way for global consumption since a few years
back. Based on the fact that artists have the most followed social media accounts, and that
some of this study’s interviewees state that social media is perhaps the most important
marketing channel - one might argue that Swedish consumers could have habits that will lead
the way in terms of global practice here as well. However, as this study only looks at the
Swedish artists, and asks Swedish end-users on their connection to these - it might not be as
generalizable as if the artists had not been bound to Sweden. Thus, from the questionnaire it is
apparent that an absolute majority of Swedish end-users follow Swedish artists on social media,
that the most common platforms are Instagram, Facebook, and Twitter, and that they mainly do
so because they like the artist’s music and want to stay updated on what they are doing. Since
the respondents were reached through the social media of a Swedish music company, these
number are however not generalizable over the entire Swedish population. Yet, this goes in line
with what was stated by the interviewees as well, that social media houses the number one
channel for interaction between artists and fans. This also connects back to the research from
Kaplan and Haenlein (2010), that marketing on social media is in fact inherently social, creating
participation and collaboration, while - in the music business in particular - invoking EWoM as
described by Kietzmann and Canhoto (2013). Partly based on Ogden et al’s (2011) fact that
music has long been marketed through word-of-mouth, and with the questionnaire showing
that the most common cause for following artists is their music, one can argue that the music
business has succeeded in creating a channel that is both in line with guidelines from Kaplan and
Haenlein (2010) on nurturing participation, and with what end-users want from artists on social
media. However it is always debatable what consumers want and what they have grown
accustomed to in terms of functionality on social media. Yet consumers generally seem to
remain content on what is being distributed, at least in the music business.
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5.1.2 What is the current and future purpose of social media in the Swedish music
business?
Based on the questionnaire it is apparent that a vast majority of consumers of Swedish artists
have, at some point, watched a live-stream on one of the available platforms described in this
study. Although this is notion is most probably biased because of the fact that all respondents
follow a Swedish music company, and can therefore not be generalizable over the entire group
of consumers of Swedish music. However, the streams they had watched were mostly musicrelated, followed by lifestyle, sports, and gaming - hardly a surprising insight since the
respondents all followed either Ten Music Group’s own social media account, or one of their
artist’s, making it rather obvious that they probably have an interest in music in social media.
Thus, this is also connected to the fact that music and artists have the largest presence and
followers on social media as was pointed out in the IFPI-report (2015), while pointing toward
the fact that music - in the eyes of the user - certainly has a place in the world of live-streaming.
Furthermore, the reasons for these respondents to watch live-streams were rather scattered.
Yet, the fact that the calculated average of the respondents’ views resulted in one of the most
popular reasons to watch a live-stream being getting a more personal view of the distributor shows that the reasoning behind Kaplan and Haenlein (2010), that social media becomes
interesting as long as it is personal and feels “real”, is also highly applicable to live-streaming.
This makes the live-streaming platforms interesting for strategic purpose in the music business,
as stated by interviewees, since it becomes highly engagement-building - and therefore
manages to nurture a fan base, something that seems to become more and more crucial for
artists in the digital era (Desai, 2016).
The other most popular reason was the feeling of “here and now”, which is rather abstract but
speaks volumes of how the “nerve”, as described by Persson (2016), is probably the most
important part of what the content should be when distributing a live-stream. This might
include interaction, or it might just include the distribution of the feeling of being at a live
performance - it is an abstract concept, yet the questionnaire shows that it is crucial for livestreamed content to become interesting and engaging. Since this is, as defined by Kaplan and
Haenlein (2010), central to social media usage, it is important that the live-stream content
focuses on it even more - in order to stand out in the social media landscape as was mentioned
by several interviewees.
Even though the respondents did not rank the gaming live-streaming genre as one of the most
popular, it is, as defined in this report, the most popular type in terms of viewers and
distributors. Therefore, one might argue that what the E-sports, Speedrunners, and Let’s players
are doing right is sticking to the two reasons the respondents stated as the most important;
“here and now” and a feeling of personal interaction. Thus, in order to fully understand what it
is that makes these types of content interesting and engaging in a live-streaming environment,
one would have to investigate them further - something that was not within the scope of this
investigation. Furthermore, the observed performance and Q&A live-stream of The Fooo
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Conspiracy received a lot of viewers and comments. This content definitely employed the
feeling of “here and now”, seeing as it was a live performance followed by live interaction in the
form of the distributors answering questions posed in the comment section during the livestream. Also, seeing as there was a Q&A - the viewers got a more personal insight into the
artists lives, seeing as the questions were chosen in real-time and thereby answered without
any preparation from the artists. However, since the questions were not chosen or read by the
artists themselves, one might argue the mediator created a certain barrier between the
commenters and the artists, resulting in a decreased feeling of personal insight into the artists’
lives.
Finally, questionnaire responses show that a vast majority would like to see more live-streams
from Swedish artists, and some of these would prefer to see other types of content than is most
common today. Seeing as the content distributed through live-streams differs a lot between
artists and music companies, it is quite hard to define what this “most common” content is.
However, since many respondents stated that they wanted different content, it is safe to
assume a change to the process of content creation is in order. Therefore, one might argue that
the gap between what is distributed by artists and what is sought after by the consumers do not
align properly. Based on the defined reasons consumers have for watching live-streams
discussed above, and the social media usage of these respondents, it seems as if there really is a
significant interest that can and potentially should be seen to by Swedish music companies
when it comes to content creation in video live-streams.

5.1.3 What kind of live-stream content do consumers of Swedish artists prefer and
what is the reason for this?
As was explained by the interviewees, and mentioned in the theory section of this article, social
media does play a central role in the marketing of music, and the value created from artists
being present on the most popular platforms is multi-faceted. It creates a basis for interaction
between artists and fans, thus moving away from the one-way distribution traditional media
channels had adopted. User data from social media platforms provides companies and artists
with necessary insight to determine which content is interesting for which segments, and when
and where that content is best suited. Furthermore, as mentioned by Håkansson (2016), social
media is even more crucial for younger, up-and-coming, artists since traditional media has a
data-based reluctance towards distributing new music - especially when trying to push Swedish
artists abroad.
The EWoM, as defined by Kietzmann and Canhoto (2013), being the basis for the strategic
reason of creating engagement in social media - provides a fundamental framework according
to which music companies work with their artists on social media. According to the interviewees
one of the main functionalities of utilizing social media to market their artists is how the nature
of the platforms are inherently social - thus contributing reach with every interaction, be it
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positive or negative. The EWoM thus, provides artists and music companies with a natural
marketing distribution, while staying true to the end-users.
However, as the infrastructure in which music marketing is done in social media provides little
to no actual data on the return on investment (ROI), music companies have a hard time
allocating resources and capital to content creation and partnerships. Although, as the main use
for social media is not to drive sales - but rather to market content, create engagement, and
provide user data - most of the interviewees did not see this as a particular problem. Thus, it is
safe to assume - also based on the fact that the music business has the largest presence on
social media - that music companies tend to disregard a clear ROI-calculation over softer data.
Based on the insights from the interviewees, and what has been done in social media within the
music business leading up to this report, one might argue that Swedish music companies have a
positive, highly strategic, view of social media’s current state - while looking interestingly yet
hesitantly on for new platforms and solutions to further increase consumer engagement and
reach for their artists’ music, while continuing the collection of data facilitating the content
creation and marketing process for each individual artist.

5.1.4 What is the music companies’ strategic marketing purpose for distributing
video live-stream content?
A particularly interesting insight that came up during the interviews was the fact that superfans
are becoming increasingly important for the music business, a statement which was seconded
by the IFPI report (2016). The nature of how music is purchased and consumed is crossing over
to paid digital streaming services, and some to ad-driven services, from previously being a
mainly physical sales of vinyl followed by CDs. In the era of physical music sales, superfans
bought a CD - providing the same monetary gain for the artist and Music Company as a casual
fan who did the same - while today they stream and interact with the artist to a much larger
extent, thus broadening the income-gap generated from casual and superfans. As was apparent
with the observed live-stream, the majority of the viewers could definitely be seen as part of
The Fooo Conspiracy’s superfans since; a majority of the viewers began watching the livestream the second it started showing they had been waiting for it to start, and the viewers
seemed to know both the performed song and the characteristics of the artists themselves. This
pin-pointed a fact which was introduced during several of the conducted interviews; that livestreaming could potentially work really well as an identifier of superfans - complementing the
already used social media platforms in this respect. Furthermore, thanks to the growing
significance of superfans, identifying their behavior and locating their whereabouts could
provide quantitative data to know how, when, and where to distribute content or market artists
in order to achieve the greatest impact.
Apart from providing an important basis for data-analysis of consumer segment, live-streaming
is also - as mentioned before - highly effective in community creation. If one were to look at the
gaming scene in general, and speedrunners and let’s players in particular, live-streaming has a
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significant community building potential as these ventures are mostly driven by this fanengagement. As discussed in the theory-segment of this report, speedrunners and let’s players
nurture a community in order to attain subscriptions, donations, and partnerships directed
towards their particular segment of fans. This is a notion also obvious in the questionnaire
results, where one of the main reasons to watching live-streams is the increased personal
connection it yields between the distributors and consumers. Also, considering the live-streams
that had been done previous to this investigation in the music genre, for example; music
festivals, Deadmau5 on Twitch.tv, Avicii’s #TrueReveal, and Tove Lo’s chat roulette-inspired
video release, can all be considered engagement-building but with a different approach to the
phenomena. Thus, one might argue that the strategic positioning of the music business, as
reported from the interviews, is certainly in line with what is to be expected from the livestreaming platforms - while the industry is keen on testing out new ways of realizing the
potential of live-streaming.

5.2 Method criticism
5.2.1 Interviews
The four interviews that were conducted did not include representatives of all the larger music
companies in Sweden, since contacting professionals in the area proved a lot harder than
anticipated - mostly due to extensive travels. Thus, the results from the interviews are not
completely generalizable for the entire music industry. However, since representatives of a
majority of the larger companies were included in the study, it can be deemed enough to
highlight potential trends in the Swedish music business.
Since the area of social media in general, and live-streaming in particular, is a very new addition
to the business and strategy-based part of large music companies, the experience and
competence of professionals varies a lot. This was shown in the interviews as some of the
interviewees had great and deep knowledge of certain questions discussed, whereas others did
not have that same competence. Due to this fact, the information gathered from each interview
differed quite dramatically, which makes it harder to generalize upon the results - since the
insights sometimes seemed more personal to each interviewee than based on their professional
and strategic opinion. However, in the end, the diversity of the answers highlighted how novel
and engaging the question of social media and live-streaming in the music business is - rather
than pin-point certain facts.

5.2.2 Observation
The observation itself provided both quantitative and qualitative data to the fact that livestreaming of an established artist works as an engagement and community enhancing channel.
However, since the observation was only conducted on one particular band with distributing a
certain kind of content - the results were not as general as one could have hoped. Instead of
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pointing towards a general idea of what live-streaming should be in the music business, the
observation showed that an artist with a broad base of superfans can stream a performance and
Q&A to a positive outcome – meaning that the amount of viewers and interactions are
considered sufficient or better. In hindsight it would have been preferable if the observation
would have been done on artists with several different types of consumers – meaning
superfans, casual fans etc. Also, the research would have probably benefited from an
observation on the same artist but distributing several types of content – not just an interactive
performance and Q&A, but to see how for instance a live show would be accepted by the
consumers. This could have provided more bases for discussion in comparison to the results
from the interviews and questionnaire, since it would have yielded better insight into the
investigated problem.

5.2.3 Questionnaire
In a medium that is inherently global, it is hard to determine the nature of one segment of endusers based on country of origin. Therefore, only looking at Swedish artists and consumers
might have limited the project’s scope unnecessarily much, since looking at a global community
of end-users could have yielded similar results. Furthermore, since the questionnaire only
received 137 responses (which corresponds to around 2% of potential answers, based on
followers of accounts it was shared through), one might argue it is hardly generalizable over the
entire segment of “consumers of Swedish artists” - yet in this study, its results were used as
indicators toward certain insights rather than absolute truths. Also, having the questionnaire in
Swedish provided quantitative data for comparison with IFPI’s report on Swedish music
listeners’ habits. One of the reasons for this was that Ten Music Group realized that sharing the
questionnaire on their artists’ social media channels made them look unprofessional.
Unfortunately, had this come up sooner this problem could have been overcome and more
respondents could have been recorded.
Also, since the experience of answering the questionnaire should be as unobtrusive as possible
it did not require a login and therefore enabled respondents to send in several responses, which
could potentially have altered the result outcome.
Finally, the “end-users” that answered the questionnaire, as was mentioned briefly in the
discussion, do not represent the entire group of consumers of Swedish music. For instance, the
respondents were reached through Facebook and Twitter, thus eliminating every music
consumer and follower of Swedish artists on other social media but those particular two.
Therefore one can only speculate whether an end-user following a Swedish artist on for
example Youtube only, has another view of social media and live-streaming of music content.
However, as Twitter and Facebook still represent the most popular social media platforms in
terms of users, the results from the questionnaire have not suffered that much from this fact.
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6. Conclusion
In this segment the conclusion to this entire report and its problem statement will be presented. This will
include the discussion based on results and theory, while taking into consideration method criticism and
other potential future work.

6.1 How do professionals in the Swedish music industry view
video live-streaming as a social media channel for their
artists, and how does this correspond to what the consumers
expect?
In order to answer this problem statement, the different areas need to be answered separately,
in order to make sense of this entire investigation piece by piece.

6.1.1 Music business and live-streaming
Since there has to exist strategic and financial arguments to pursue new resources or activities
in the business world, music companies are reluctant to try new things in terms of social media,
without having enough experience and data to back it up. However, there exists an open
attitude, and a willingness to adopt new platforms that reach a large number of people who fit a
certain customer segment for their artists.
With the digital transformation of music sales and the music business in general, social media
has a very significant role, as artists have the largest accounts and most popular content on
virtually all channels. This in unison with the fact that end-users seem interested in the more
naked interaction into the artists’ lives provided by live-streaming points towards the fact that
live-streaming will indeed be a valued tool in the social media tool-box at music companies.
Furthermore, the user-data collected from social media - being one of the most important
factors of music companies’ presence in social media - is definitely found in live-streaming as
well. The data collected from live-streams may even be more strategically interesting since it
provides insight into the users that are open to actually sacrifice a pre-set time of their day to
watch the artists distribute a live-stream. This shows that these end-users are more invested in
the artist than people simply interacting with his or her Youtube VoD, or Instagram picture.
Apart from providing the music companies with quantitative data on where and who the
superfans might be, it has potential to help create even more engaged communities than other
types of social media - something that has been seen in the area of gaming. Through having
more engaged communities, artists can broaden their base of superfans and increase their
popularity due to the communal nature of social media.
Live-streaming has however been proven to work in this sense for an already established fanbase. Yet the content that has been investigated in this study does not work as well as other
social media platforms in terms of reaching out to new end-users. This is partly due to the fact
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that it is live and therefore harder to access for people who do not follow the artist, but also
since the virality-factor is not as strong in live-streaming platforms as in other channels with a
more concise content where this feature is central (for example Facebook, Instagram, and
Twitter).

6.1.2 Consumer interest in live-streaming music-related content
The interest amongst consumers for live-streamed music content from Swedish artists is large.
This attitude seems to have come at the same time as large technology-corporations such as
Twitter, Facebook, and Google have ventured into this market. Periscope, Facebook Live, and
Youtube Connect (rumored) have recently invested into mobile-oriented live-streaming
platforms. This development has come due to technological advancements in the hardware of
phones and tablets, as well as internet speed increase.
Live-streaming in gaming is growing both in terms of E-sports and let’s play or speedrunning
profiles. Yet, it is also growing in other areas as well. Twitch created their creative channel,
music festivals such as Coachella and Ultra are streaming and growing each year, and artists
have begun live-streaming in various more or less interactive situations. This, particularly the
fact that artists have begun live-streaming, opens up the world spoken of by experts in the
music business; that the engagement artists create through live-streaming has potential of
widening the increasingly important group of superfans. These end-users do then contribute
with the largest number of purchases and streams of the artists in digital channels - thus having
potential to directly increase ROI of social media investments for music companies.
Furthermore, the content that is available today from live-streaming seems to be in line with
what the consumers expect. However, this probably has to do with the fact that respondents
have answered from the perspective of what their favorite artists have done. Yet one can argue
that this is what live-streaming will be about initially - catering to the already existing users and
strengthening. Regardless, the feedback from users shows that the content that is available is
indeed satisfactory, but that it has room for development and expansion.
Since live-streaming could work in a larger scale it is crucial to identify the factor that separates
the live-stream content from functioning just as well as a VoD. Defining this factor has however
been outside the project scope of this study, yet it is highly important for the future research
and strategic reasoning in the area of creating live-stream content in the music business.
In a concluding remark video live-streaming is definitely a viable addition to the currently used
social media platforms in the music industry as companies and artists have begun realizing its
engagement and data-gathering potential. This development is of course based on the fact that
more and more users are consuming live-streams - especially within the genre of music, which is
much thanks to large technology companies venturing into the distribution of live-streaming.
Thus, although the future of live-streaming in the music business is at an early stage regarding
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content creation and fan engagement, both professionals and end-users agree that it is
something we will see more of in the future.

6.2 Future Research
As mentioned in the conclusion an interesting follow-up study to this is to further use scientific
methodology to establish the “nerve” that is crucial in live-stream content to elevate it above
other, more traditional, social media content. By conducting this study one could conclude
practical frameworks according to which music companies could work when creating livestream content.
One could also broaden the research based on this study to cover a different kind of user group
to yield a more precise conclusion. For instance one could research the fan-base of “boy bands”
and what they think of live-streaming and compare that to some other, less superfancompatible artist - to make it more consumer-centered. However, one could also focus more on
the strategic elements of music companies, and how they should tackle the creation of content
for live-stream platforms. It would also be interesting to look deeper into the collection of userdata from live-streaming artists, and what this could bring in practice to music companies and
artists.
Another project that could emerge from the findings of this study is the investigation of datacollection in association with video live-streaming music, and what value and consequence it
could bring to both companies and fans. Thus, one could look deeper into the identification of
superfans due to data analysis, and thereby define what kind of streams generate the best
outcomes and in which user segments.
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8. Appendices
Here the guide used during interviews and the distributed online questionnaire will be shown.

8.1 Appendix 1: Interview guide

Social media in the Music Business
●

How does [company name] utilize social media to market your artists/reach out to consumers?
○

Why do you use social media the way you do?

○

Due to the rapid technological and behavioral changes, do you continuously test new
things?

Video-livestreaming (today)
●

What are your thoughts on video live-streaming in general?
○

●

… of artists?

What video live streaming channels, if any, are your artists using now?
○

What type of content do you distribute? Does it vary between different channels?

○

Do you have a strategic argument as to why you live-stream your artists - in that case
what?

●

Ten Music did a live-stream of The Fooo Conspiracy’s new single My Girl followed by a short Q&A
with fans, generating X viewers, Y comments, and a reach of Z people - what do you think of this?

●

In which contexts/What type of content works best for live-streaming music-content?

Video-livestreaming (future)
●

What do you think the future holds for social media in the music business?

●

What do you think the future holds for video live-streaming in the music business?
○

Will there be More/Less?
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○

Studio recordings?

○

LIve performances? (Acoustic/”Real” shows)

○

Other types of content?
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8.2 Appendix 2: User Questionnaire
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