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This paper aims to examine U.S.-based musical festival, Coachella and its cultural and economic value for both the music industry and the wider market by investigating the festival’s impacts on the local geographic area, key stakeholders, and social media and technology. Key stakeholders include festival-goers, artists, brands and sponsors, concert promoters and music journalists.  
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Over the last fifteen years the Coachella Valley Music and Arts Festival, nicknamed Coachella, has become a well-known and widely regarded live music and cultural event in the United States with nearly 100,000 attendees per day and $704 million in economic activity (Faughnder, 2016). The festival takes place over three days for two weekends in April at the Empire Polo Club in Indio, California situated in the Colorado Desert, and is organized by Goldenvoice, a concert promotion subsidiary of AEG Live, with nearly identical bookings for each weekend ranging from rock, indie, hip-hop and electronic dance music (Wakim, 2015). It is an all-ages festival with a core market demographic of 16-34 year olds with disposable income (Anderton, Dubber and James, 2013).   
Pearl Jam created the event in 1999 in a counterculture endeavor to host an event in a venue that was not owned by Ticketmaster. Knowingly, the event was a widespread success and has been sold out each year since 2004. Coachella can be compared to the “spring break for music lovers” with over 150 eclectic acts performing at the stationary festival (LA Weekly, 2016). Due to thousands of people in attendance each day Coachella seems to create a pop-up city atmosphere with equal pop-up parties and restaurants that are carriers of culture that transform places into temporary unique and spectacular spaces. 
Throughout its history Coachella has been about popular music and people expressing themselves, whether it be through fashion, art installations, or brand activations; such as Prince tributes the festivals second weekend days after his death. While the festival industry is about corporatization, professionalization and the customer service demands of an ever-changing audience (Anderton, Dubber and James, 2013). There is a trend in multi-faceted social events as an experience that people do not want to miss which is the heart of Coachella’s cultural value. Celebrities, influencers, and musicians are all watching and their experience is amplified through social media for all to see (Faughnder, 2016). Also, with its five main stages, art installations and high-profile acts Coachella is a huge hotspot for and because of social media, and the place to be seen at. The truly immersive experience that Coachella embodies is expressed when festival-goers buy pre-sale tickets as early as ten months in advance and worry about the lineup later when it is released in January, four months before the event itself, showing that being at Coachella is more important than the artists performing. 
Since the festivals creation concert ticket sales have increased 40% between 1999-2009, demonstrating that although downloading has increased and stifled recorded music sales, the desire to see music has increased as well. This can be because technology has separated and diminished personal contact that festivals cater to the communal nature of human beings. At Coachella music markets and consumption come together and intersect with culture and society to produce rich and engaging experiences for all involved, which together have many impacts on the local area and wider music market as well as their key stakeholders. 
[bookmark: _Toc343765381]Coachella and the Local Area

Regionally, Coachella is a vibrant source of income for the Coachella Valley, making $254 million for the desert region alone and roughly $90 million to Indio itself during the 2016 season (LA Weekly, 2016). Hence, Coachella music tourism is a vibrant opportunity for many property owners and commercial businesses in the area to capitalize on. Due to the large amount of people and the desert’s lack of hotel accommodation, home rental company Air BNB has thrived with homeowners renting their homes and charging $2,000 to $3,000 per weekend (Faughnder, 2016; Sherman, 2016). Even though accommodations are booked well in advance, hotels charge their most expensive rates for the festival weekends in order to capitalize on festival-goers. For hotels in valley, celebrity or brand sponsored festival pre-parties tend to attract three times the amount of guests the hotel would normally have on a DJ-hosted weekend (Faughnder, 2016), even rooms thirty miles of the festival sellout. In order to combat the lack of accommodation, Coachella has created sponsored on-site camping facilities for a smaller fee than hotel charges.  
Coachella itself is expensive, with general admissions tickets price from $399 and VIP packages from $899 a weekend, and thus can only be attended for those who have or come from families with high cultural capital. A modest weekend at the event could range from $800 to at least $1,200 including travel, lodge, admission, parking, and food and drink (LA Weekly, 2016). Schilling (2016) believes that paying for VIP tickets are not worth it because goers end up farther “away from the action”. 
Travel-wise, Palm Springs Airport becomes the most expensive option for flyers into for music tourists due to its close location, entertainment channel Fuse (2016) suggests flying into LAX and renting a car would be a cheaper fare. Recently there have been shuttles implemented by private owners to transfer goers from the airports to the festival area (Sherman, 2016). Lastly, aside from travel, a lot of big festivals outsource food and drink provision; thus Coachella indirectly creates additional employment in the area for a period of time. 
[bookmark: _Toc343765382]Coachella and Stakeholders

There are many parties to take into consideration when staging a successful festival like Coachella, each with a vested interest in music but also the socio-cultural and economic venture associated with it. Key stakeholders in the festival include the festival-goer, artists, sponsors and brands, and festival promoters and critics. 
Firstly for the festival-goer, the most important factors of the event are authenticity and community where goers share a unique emotional experience that is linked to the notion of being “lost in the crowd – an intense, spontaneous, immediate” feeling where time seems to either stop or flow (Anderton, Dubber and James, 2013). Coachella is a space where people can express themselves and experiment with alternative ways of living through the carnival-nature and expression of group and community identity that encourages social integration and community cohesion (O’Reilly, Larsen and Kubacki, 2013). 
The festival is selling a “memento of being there” (Frith, 2007). Due to the cultural need to increase their social capital, goers are hyper engaged with their social media, taking photos and videos constantly, even if it distracts from the immediate experience of attending so that they can prove they were in attendance. Music lovers and festival-goers assume a certain amount of risk when attended Coachella, whether it be to their health or their wallet. However, goers do receive a certain amount of credibility socially for attending the event. Live events cannot be owned so the only way to experience the true effects of the event is by buying a ticket for access. Likewise performances cannot be replicated as they are produced through interaction between musician, audience and the environment, and the experience itself cannot be separated from music, which is why it is regarded with the highest capital (O’Reilly, Larsen and Kubacki, 2013).   
Due to the location of the event, goers must deal with the extreme weather conditions of heat and wind that come with the desert (Gander, 2016). In addition to the extreme heat, the massive crowds in front of the stages cause health and safety risks due to lack of available water. As noted by festival-goer, Schilling as the night wanes down and the headliners perform there is a massive crowd at the stage area referred to as “lockdown” because attendees cannot move and are tossed around if they try (Schilling, 2016). Also, overcrowded spaces are also a problem for some goers as they wouldn’t be able to see the stage, which can lessen ones experience. 
Fans at home are able to attend and benefit from the festival from the comfort of their own home by watching the festival in a live online, Fuse in the United States and the Guardian in the United Kingdom had the rights to stream the second weekend of the event enticing viewers to click-through their websites and increase brand engagement (Schilling, 2016; Sherman, 2016). Since Coachella has been known for its legacy lineups and spectacles, one critique on the corporatization of the event is how there has been a cultural shift from celebrating counterculture to becoming a mainstream spectacle. Due to this shift the chance of a breakthrough artist discovery for tastemakers is limited because the lineups are homogenous, however there is still a chance festival-goers will discover their new favorite act. 

Artists who play Coachella have certain benefits. For many smaller acts, playing at the festival is validation of their career and an opportunity to reach more fans since the festival has a larger audience than a club or ballroom could ever provide (L.A. Weekly, 2016). According to an interview with Adam Grace of Truth and Salvage Co. “one performance, in terms of fans, can be worth three months of touring” (ibid.). Many artists receive their first major concert audience from festivals due to sheer size (Wadell, Barnet and Berry, 2007). For larger acts festival headlining can become a lucrative career, potentially making seven figures for the most sought after artists. Lastly, Coachella can be seen as a platform for other acts to re-launch their careers, for example Guns and Roses, NWA, and LCD Soundsystem have all recently graced the stage after long hiatuses. 

The most important stakeholder for festivals is a brand sponsor because they are integral towards the success of the festival. Although they do not profit high levels of sales in their product on-site brand sponsors hope to capitalize on the positive energy and exciting leisure experience of the audience, with their benefit accruing long term through enhanced attitudes towards brand (O’Reilly, Larsen and Kubacki, 2013). According to a Live Nation report in the Wall Street Journal, 80% of festival attendees purchased something in preparation for Coachella (Mediakix, 2016). Since the possibility of purchase rate is so high sponsored corporations are eclectic in sector, ranging from financial services, drinks and electroics and mobile network providers all targeting the young adult festival-goers with disposable income (Anderton, Dubber and James, 2013). 
Another lucrative way for brands to market themselves to goers are by sponsoring or hosting festival pre-parties at local hotels, while usually giving away free products and giveaways that are not affiliated with Coachella but are an important aspect of the festivities people travel for (Faughnder, 2016). Some of the parties are public and others are invite only, but anyone can attend these parties through social media posts, which are a brands core demographic. Companies will also sponsor particular activities in return for publicity and promotion amongst the audience, seeking benefits such as “increasing visibility, enhancing their brand image, growing their customer base, and fulfilling their social and philanthropic agendas” (O’Reilly, Larsen and Kubacki, 2013). If there are too many sponsors at the event it can cause conflict of interest between brands and lessen authenticity and become exploitative in the festival-goers eyes. Larger festivals drive their commercial success on brand sponsorships and activations to make ends meet, although it counters the heritage ethos, goers do not mind as long as they are being marketed to tastefully (ibid).    
Co-branding is when two or more parties associate their individual brands for mutual gain. Brand co-partners in 2016 included Uber and Blade’s Uberchopper collaboration where attendees can book a helicopter to take them to the festival (Waga, 2016). Another co-branding stunt was H&M’s #HMLovesCoachella campaign to promote their festival inspired clothing line. Marketing trade website, Mediakix (2016), writes, “millennial audiences aren’t impressed by branded banners hanging behind stages; todays festival-goers desire marketing campaigns that offer something of value”. Although the commercial nature of brand sponsors grapples with the historic counterculture ethos (O’Reilly, Larsen and Kubacki, 2013), it is seen that millennial audiences prefer integrated brand campaigns, and a recent study of sponsorship at music festivals concluded that a memorable on-site experience combined with social network interaction can help brands build long-term relationships with music lovers (Hudson and Hudson, 2013).  
 It has been noted that young consumers want brand marketing campaigns integrated into their experience and not distractions from it. The most successful way for brands to accomplish this is through activations (Anderton, 2015), such as Sephora’s Beauty Bar in 2015. Through activations Consumers are involved in the generation of new ideas through crowdsourcing-led innovations that invites them to help improve the service (Hudson and Hudson, 2013). Fashion, technology, food and household goods have joined the well-established sponsors showing there is no sector barrier when it comes to entering the market as a sponsor. 
Social media stars that attend the festival guarantee brand campaigns will be seen by millions of consumers through their profiles effectively showcasing and ultimately differentiating brand services. Consumer driven marketing, such as word of mouth, online research and consumer reviews, has increased the impact of brand campaigns such that brands are partnering with social starlets to create buzz for them and the festival itself (Hudson and Hudson, 2013). Corporate brands capitalize on the widespread interest of Coachella audience member and are constantly looking into how consumers make buying decisions in an online environment and one way to do so is by partnering with social media influencers. Examples of influencer-led campaigns include, H&M’s Coachella campaign partnering with Instagrammer Hailey Baldwin dressed in the collection that generated high engagement for the brand with about 300,000 likes in under one week of posting (Mediakix, 2016). BooHoo also partnered with Youtuber Amanda Steele to create a Coachella look book for her three million subscribers to drive the company’s pre-event sales. Both of these campaigns depict how culturally relevant of an entity the festival is.  
Companies use social media analytics to identify and reward influencers. More research is needed to guide festival marketers and the research must adopt new approaches to theory and method in order to examine deeper level consumer emotional and behavioral responses.

Festival promoters assume the most risk when planning and staging the event. For other promoters wanting to stage festivals, the profit margins are “pretty small” due to economies of scale but the threat of entry is low because live music is always in demand (LA Weekly, 2016; Porter, 2008). Although the major festival circuit in primary markets is saturated, there are opportunities for independent promoters in secondary and tertiary markets that cannot get or afford bigger acts.  
In it’s first year Goldenvoice lost $1 million on Coachella 1999 and had to partner with AEG Live to lessen their debt (LA Weekly, 2016). This further shows how festivals and promoters need partners and sponsorship to make the event successful. Partners can make the difference between making and losing money and sometimes the only way to keep ticket prices down. L.A. Weekly (2016) reported between 2003 and 2010 music sponsorship doubled from $574 million to $1.17 billion. However, having budgets set in the millions with large capital risk “cannot afford to make a mistake” (Waddell, Barnet and Berry, 2007). The costs of live performances rises faster than inflation (Anderton, Dubber and James, 2013) there are extreme financial risks in staging a festival due to costs, such as licensing fees and requirements, security, policing, surveillance, insurance, rising artists fees, complex technologies and stage shows. Sponsorship money enables promoters to plan ahead and book essential elements before cash flow from ticket sales to reduce risk.       
Booking talent for festivals becomes a talent competition for the best, most universal acts between independent promoters and festivals. Luckily for Goldenvoice Coachella tickets for sell out before the lineup is even announced, putting them in a favorable negotiating position when booking talent (Anderton, 2015), also being backed by AEG can leverage artists by promising bookings at other venues in their control. However many partners, there is still pressure for them to make money because they are major companies backed by stockholders. Good relationships with agents are necessary in order to secure top choices which only effective networking, sustainability and establishment can offer. Exclusivity deals used to regulate festival headliners to prevent them from being generically filled with top-billed artists playing a string of festivals instead of touring, and some festivals have re-introduced these clauses to retain their programs distinctiveness which also has the consequence of raising artist fees (Anderton, Dubber and James, 2013).    

Aside from promoters, music journalists claim to have been harmed by Coachella because it is “not about the music” and the event “is not rare and meaningful anymore” (Pareles, Ratliff and Caramanica, 2016). It is argued that due to the festival’s size it is too big a business to not adhere to mainstream and homogenized tastes because all potential customers in attendance or watching from home must be served (ibid). Pareles et al (2016) believe that Coachella is a social event rather than a music event, with a focus on “clothes, drugs, topography and regional weather” and playing major sought after talent on a festival loop for the season. Alternatively, Henry (2016) believes that the homogenization of lineups and expectations of Coachella are part of the experience that goers thrive for. Goers know and will expect to have an eclectic line up of universal acts from hip-hop to punk to top 40 artists, although with a skew towards mass public appeal. Festivals are a place to see all types of music scenes coexisting and gages the musical climate by showing who draws the most crowd across the five stages playing at the same time. Festivals are a view into how audiences listen to music in a digital age. In rebuttal to Pareles et al (2016), Henry suggests that in order for music critics to cover the festival they need to adjust their focus to where music is a part of a whole and not their main attraction since Coachella is a multi-faceted event.  
At Coachella the music is secondary to existing due to its multi-faceted nature and contributions from many stakeholders to increase revenues and the cultural capital of the event that keeps the festival afloat.
[bookmark: _Toc343765383]Coachella and Social Media Technology 

Technology plays an important role to the cultural and social aspects of Coachella, so much so that event attendees have been criticized as narcissistic in the New York Times (2016). The event is broadcasted throughout social media and the Internet whether it is by attendees or brands and influencers to raise awareness. 
As mentioned brands use influencers to raise awareness for their services and this awareness becomes possible through social media platforms and the immediate Internet delivery system. Social media gives behind-the-scenes looks at parties and concerts which drive followers to a brand’s social media channels, for example with celebrity Snapchat takeovers, because they achieve “far-reaching high return on investment results” (Mediakix, 2016). 
Aside from social media, Coachella itself has a smartphone application (app) that replaces paper maps and set lists that were common to festivals in the pre-digital era. Through this downloadable app attendees can explore entire lineups and share their locations with friends and view real-time updates, while also sharing big data with the festival to help improve services (Archibald, 2016). Known for their spectacles, for the 2016 event Coachella implemented a virtual reality (VR) viewer in every attendee’s welcome guide with the use of their own VR app giving 360-degree panoramic views of previous festivals and a virtual tour of the festival site with added interviews and performances by the event’s current artists (ibid). This VR technology has the ability to impact the wider industry because with it’s implementation artists could offer their own virtual reality experiences as an extension of their set list. VR has the potential to generate revenue since the current “model focuses on rich content to supplement streaming” (ibid.).  
Another innovative technology Coachella has used was in a partnership with Here in an Active Listening ear bud campaign that allowed users to experience the live music through different sound filters designed specifically for Coachella. The technology was optimized for the festival and not available to the public, this gave users the opportunity to try the product while simultaneously giving the company insight on how consumers will use them (Franko, 2016). Other Coachella optimizations and activations include the Tupac hologram performance, H&M’s 2015 Selfie Station complete with mirrors and professional visual effects, and Heinekin’s 2013 fingerprint-activated beer cooler.
Live music was immune to digitalization threats of piracy in the early 2000s and could grow undisturbed into the revenue giant it is today, however it is digitalization and the growth of technology that have optimized the live music experience. 

[bookmark: _Toc343765384]Conclusion 

Live music is an experiential product that is compromised of cultural, symbolic, social and emotional facets in addition to economic factors and Coachella embodies every facet. The cultural value and importance of Coachella, and festivals as a whole are unprecedented, because of which there has been more live music in the past decade than there has been in the industry (O’Reilly, Larsen and Kubacki, 2013). The festival creates and maintains a certain cultural meaning and social structure that reinforces popular music tastes that also creates icons and myths in the process. Coachella also proves that festivals can be managed as brands with their distinctive characteristics in that “consumption is mainly social and occurs within a limited period of time” (Hudson and Hudson, 2013).  
The value of live music is in its symbolic capital and the sense of “being there” (Anderton, Dubber and James, 2013). It is this sense that drives music tourism to the Coachella Valley and sells tickets out months before lineups are announced. Although Coachella has evolved from its roots in counterculture into a mainstream spectacle with a universally homogenous lineup it does not stifle attendance. Indio, California and the live music industry greatly benefit from wide revenues and economic activity that the Coachella Valley Music and Arts Festival provides. Hence, Coachella is an innovative staple in the music industry that brings together corporatization, music, culture and technology in perfect harmony.  
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