
ABSTRACT 

//LOVE ME// Experiential Hedonic Music Marketing and Its Effect on Purchase 
Behavior, Fandom, and Artist Branding in The 1975’s Tumblr IRL Initiative 

Kat Largent 

Director: Chris Pullig, Ph.D. 

        In February 2016, alternative pop band The 1975 partnered with social media site 
Tumblr in an initiative called Tumblr IRL to promote the launch of their sophomore 
album, i like it when you sleep for you are so beautiful yet so unaware of it, through 
unique interactive marketing strategies emphasizing personal interactivity that enrich the 
fan experience in ways only a few other artists have even begun to consider. Through 
researching experiential marketing, identity signaling, fan communities, artist branding, 
and the effects of social media on fandom, I argue that this event combined various 
phenomena to maximize the fan experience. I will analyze the results of a questionnaire 
and depth interviews with fans who actually attended the event to discover the effect of 
the interactive element of this promotional technique. 
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CHAPTER ONE 
 

Introduction 
 
 

Background 
 

In February 2016, alternative pop band The 1975 partnered with social media site 

Tumblr in a new initiative called Tumblr IRL to promote the launch of their sophomore 

album, i like it when you sleep for you are so beautiful yet so unaware of it through 

unique strategies and experiences that enrich the fan experience in ways only a few other 

artists have even begun to consider.   

Changes in technology have forced artists to innovate new and creative 

techniques to market their physical albums, but few have tapped into the experiential 

marketing trend that has seen growth in popularity at events such as South by Southwest.  

While a concert itself is essentially an experiential marketing tactic, few artists have used 

experiential marketing to promote 

themselves and their merchandise beyond 

concerts, which is part of what makes this 

event so interesting and unique.  Beyonce 

immediately comes to many people’s 

minds as a prime example of an artist 

who has successfully driven listeners to 

the store to pick up a physical copy of the 

album, yielding her higher profits.  

Figure 1.1.  Photo from a tweet by @Bey_Legion with a 
photo of the “LEMONADE” takeover promotion in Times 
Square in April of 2016. 
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Through releasing a film attached to her album, she engaged fans in a new way 

that allowed them to experience hedonic feelings upon both viewing and listening.  She 

also “took over” Times Square in New York with an image from her surprise album and 

accompanying film LEMONADE which covered every electronic billboard in Times 

Square.  This is another promotion based on these same practices of experiential and 

hedonic marketing.  Another artist who has used experiential hedonic methods of 

promotion includes rapper Childish Gambino, who released his album Because the 

Internet accompanied by a screenplay he wrote providing a multimedia narrative for the 

album. 

The 1975 is a band that spans multiple genres including art pop, alternative, indie 

rock, and electropop that formed in Manchester, England.  Led by vocalist frontman 

Matty Healy, the members also include guitarist Adam Hann, bassist Ross MacDonald, 

and drummer George Daniel.  They released their first album, The 1975, in September of 

2013 to both commercial and critical success.  They have cultivated a very strong fan 

base, accumulating nearly 2 million Facebook fans, almost 4.5 million monthly listeners 

on Spotify, and a gold certification for both albums released thus far.  Their fandom has 

been strengthened through their notoriously visually-focused live shows which feature 

light shows to accompany their music, and their unmistakably unique brand aesthetic 

promoted most heavily on Tumblr and Instagram.   

In 2013, Tumblr started their Tumblr IRL initiative, aiming to help promote artists 

who already have a strong fan community on Tumblr, like The 1975.  In the words of 

Katheryn Thayer, who wrote an article for Forbes’s online site, “Blogs, performances, 

and products all play into the performer-fan relationship.  Tumblr IRL is a natural 
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reinforcer of those bonds.” The 1975 relies heavily on specific aesthetic values and 

community building and fostering among their fans for their branding.  Tumblr is a major 

platform upon which both relationships among fans and the fan-artist relationship is 

cultivated.  One Tumblr IRL promotion came in the form of a pop-up shop in London 

and one in New York City on the day of The 1975’s second album’s release.  This pop-up 

shop was museum-like in quality and reflected the brand aesthetic of The 1975, attracting 

visitors from all over the world to meet the band and get photos and autographs from 

members of the band.  The band members were unusually accessible, actively reaching 

out to visitors and asking for pictures or starting conversations, based on anecdotes 

reported on social media sites by fans who attended the events.  As long as fans were 

willing to brave many hours in the line to get inside, the members of the band were all 

theirs.  While there, fans had the chance to purchase the album on vinyl, cassette, and 

CD, as well as an entire product line of merchandise exclusively available at the shop.  

What the band did not reveal is that the exclusive merchandise would later be made 

available via their online store.  Following the success of these pop-ups, in the winter of 

2016, the band did another series of surprise pop-up shops, but the band was not present 

at the shops for meet and greets during this series. 

I argue that this promotional technique uniquely benefits an artist’s brand by 

strengthening the fan community created through social media, tapping into several 

sociological and psychological functions to achieve the desired positive affective 

response in a way that ordinary non-interactive experiential music marketing techniques 

do not.  In this chapter, I will discuss the various theories that come into play in this type 

of event.  First, I will provide background information detailing the state of the music 
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industry in the last few decades that has driven music marketing to its current state.  I will 

then look at past cases of music artists using pop up shops specifically to market their 

merchandise, comparing and contrasting these events with that produced by Tumblr and 

The 1975.  I will provide a background on experiential hedonic marketing, discussing the 

various emotional factors of consumption and immersive experiences that the pop up 

shop create.  I will also examine identity signaling and the way that music fans, 

specifically in the fandom that intersects The 1975 and the online space provided by 

Tumblr and look at the ways in which the pop up provide avenues to identity signal.  I 

will look at the sociological conceptualizations of social belonging, fandom, and 

collective effervescence that play into belonging to a music fandom.  I will also look at 

Tumblr itself as a digital space and the effects of social media communities on fandom as 

a whole.  In the following chapter, I will share the results from a questionnaire that was 

distributed to examine the effects of interactivity on the various themes discussed in 

Chapter 1.  Chapter 3 will share the insights gained from four interviews with fans who 

actually attended the pop ups, one in New York and three in London.  The final chapter 

will aggregate the conclusions reached from the secondary research in Chapter 1, the 

questionnaire in Chapter 2, and the interviews in Chapter 3, as well as analyzing these 

conclusions and looking at application for future research and marketing strategy. 

 
The State of the Music Industry 

 
 Though the digital age has undoubtedly introduced an entirely new battery of 

issues and blocks to revenue generation for musical artists, especially as record labels 

increasingly force 360 contracts on artists, it has also provided the tools to create an 

artistic presence and brand—perhaps even forced the development of these more creative 
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techniques—in order to match financial successes of past decades.  The introduction of 

the MP3 and innovations in music streaming and sharing technologies have created the 

paradox of the record industry’s current state: though more music is being discovered, 

shared, and listened to than ever before, the revenues corresponding to the popularity of 

that music are fractions of what they were at the height of the Big Six labels in the 1990s. 

 The last thirty years have seen much turmoil, innovation, and transition in the 

music industry, but artists continue to find new ways to adapt to the changing 

environments, or they risk obscurity.  Record labels, one of the fixtures of the music 

industry, have not changed, however.  They have attempted to find ways to continue 

making money in an era when digital streaming heavily outweighs physical CD 

purchases, and their profits suffer as a result.  Three record label conglomerates, Sony, 

Universal Music Group, and Warner Music Group, now control the vast majority of 

record production.  These labels now function as one-stop-shops for the artists they 

sign—controlling, and profiting from, the production of an album, the branding and 

graphic design, the marketing and public relations for the artist and any albums produced 

or tours undertaken, the merchandising, the intellectual property rights to the music 

created, the production of music videos to accompany songs (and nowadays, to bring in 

advertising revenue as well from websites like YouTube).  The band 30 Seconds to Mars 

made a documentary, “ARTIFACT,” attempting to expose the implications of this all-

inclusive business model for the artists who sign to work with these companies.  Figure 2 

is an infographic I created based on an example given by Jared Leto in “ARTIFACT” 

illustrating the way most record labels monetize, often at the expense of the artists they 

sign and claim to support. 
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Figure 1.2.  Infographic outlining where money goes in most modern recording contracts based on an outline provided 
in the documentary “ARTIFACT.” 
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The net loss the artists earn comes before the labels cut into the artist’s cut of the 

profits with hidden fees buried in the contracts.  These fees come in the form of 

packaging costs, breakage coverage, and free goods given for promotions.  The fees are 

left over from the days of vinyl records that could be easily broken and had higher 

packaging fees, but despite digital download being the most popular channel of music 

consumption, the artists are still charged for storing, transporting, and anticipated 

breaking of the physical albums that do not necessarily exist.  Labels experienced budget 

cuts, pay cuts, and layoffs throughout the last twenty years as CD sales continued to 

decline, first with the introduction of the MP3 and now with streaming services like 

Spotify.  Techniques like these are what major labels have resorted to in order to continue 

profiting. 

The current music industry landscape looks like technology and data giants like 

Spotify constantly trending in popularity.  Nielsen’s mid-year report on the music 

industry saw digital audio streams increase from 57.5 billion in 2015 to 113.6 billion just 

in the first half of 2016—a 97.4% growth.  Vinyl LPs are the only form of albums that 

actually experienced growth in the last year, increasing 11.5%, despite the overall 14.8% 

growth in total music consumption.  Labels had grown comfortable during the CD boom 

in the 1990s, creating and falling into a routine that made them huge profits, but the 

systems and strategies that once worked did not adapt fast enough to find a way to 

completely compensate for the revenue loss that came with the MP3.  The Nielsen report 

notes that “Creative release strategies, driven mostly by digital formats, continue to be a 

major story.  Drake’s ‘Views’, Beyonce’s ‘Lemonade’ and Kanye West’s ‘The Life of 

Pablo’ have all been successful this year and are led by digital formats.” (2).  The 



8 
 

changing landscape of successfully monetizing music simply means that artists must now 

extend the definition of an album to encompass a multimedia experience with its own 

brand, identity, and culture surrounding each release to engage in an audience that craves 

more interactivity and multisensory experiential strategy. 

 
History of Artists Using Pop-Up Shops as an Experiential Marketing Technique 

 
 Though The 1975 are not the first artists to engage in a pop-up shop, they provide 

the only example of a band with a fan base already so intertwined in a social media 

community of followers with such an established and specific artistic brand aesthetic both 

physically and digitally, making them the most interesting case.  They are also the only 

band who was present and accessible inside the shops during the first series; none of the 

other artists have made more than a structured, formal appearance or a brief visit, and 

none have been present inside for the sole purpose of chatting with fans for the entirety of 

the shop’s lifetime.  This interactive aspect brings a completely different angle to the 

experience pioneered by the marketing teams of other artists in the past.  As early as 

2013, both Drake and Kanye West debuted series of pop up shops to promote albums or 

sell leftover tour merchandise.  Nicholas Petronella, an employee of music merchandising 

firm Bravado, helped open Kanye West’s first pop up shop.  He said in an interview with 

Complex.com that even he did not anticipate how popular this retailing outlet would 

become.  “Kanye’s pop-ups changed merch forever,” he said.  According to West, in just 

the one weekend the pop up was open, it saw $1 million in merchandise sales. 

 The popularity of musical artists using these pop up shops to promote their 

merchandise, surprisingly, did not really make a particularly notable increase until very 
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recently, with 2015-2016 responsible for more pop up shops than the years in between 

2013 and 2015.   

Kanye West’s series in August 2016 was perhaps the most ambitious, with 21 stores 

appearing in different cities all over the world simultaneously and seemingly overnight 

thanks to the team at Bravado.  Hugh McIntyre sums up the niche appeal of pop up shops 

to music fans in an article written for Forbes.com: 

“Fans have access to Drake and Bieber merch whenever they want online, and 
tours are always chock full of booths moving the usual, but pop-up stores are 
special events, and they are perfect for both the super fan and the interested 
voyeur.  The clothing and tchotchkes available in these stores is usually separate 
from the artist’s usual merch offerings, and because of that, it can all come at a 
much higher price point, which means a potentially healthy payday for the 
musician, and exclusivity for the fan.” 

 
Experiential Hedonic Marketing 

 
Hedonic marketing aims to motivate customers to purchase product offerings in 

order to achieve pleasurable and happy experiences and feelings and plays the most 

crucial role in strong branding.  Marketing strategies centered on pleasure tend to appeal 

more to the emotional, irrational element of decision-making rather than the rational, 

logical portion.  E. C. Hirschman and M. B. Holbrook described hedonic consumption as 

“those facets of consumer behavior that relate to the multisensory, fantasy, and emotive 

aspects of one’s experience with products” in their 1982 article “Hedonic consumption: 

Emerging concepts, methods, and propositions.” Though these appeals to the emotions 

show themselves most obviously in the marketing of hedonic products or experiences, 

they appear in the marketing of utilitarian products as well, often to encourage purchase 

of a specific brand over another based on qualities other than pure functionality.  Klein 

and Melnyk (2016) examine the way “hedonic arguments disrupt cognitive processing 
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and activate affective processing, enhancing persuasion,” even for utilitarian products, in 

their article “Speaking to the mind or the heart: effects of matching hedonic versus 

utilitarian arguments and products.” Hedonic appeals go beyond the surface purpose of a 

product or experience to speak to what the product or experience means for the consumer 

as an individual, within a societal context, and with an emotional response. 

These auxiliary implications of buying into a product, brand, or experience are 

amplified in experiential marketing.  Experiential marketing focuses on, as the name 

would suggest, experiences and immersing the target completely in an interactive and 

multisensory event.  Holbrook and Hirschman (1982) talk about the symbolic role of 

products being especially salient in “entertainment, the arts, and leisure activities” in their 

article, “The Experiential Aspects of Consumption: Consumer Fantasies, Feelings, and 

Fun.” Experiential marketing is closely tied with hedonic marketing, often taking 

advantage of the highly emotional reactions that already naturally occur more 

prominently during and immersive experience than, say, seeing a print advertisement.  

The consumption of music is, by its very nature, experiential and embodies a vast number 

of different facets all contributing to its process.  Music is unique in that it is neither fully 

product nor fully service and must be approached somewhat differently as a result.  The 

consumption of music “must necessarily go beyond listening” (O’Reilly, Larsen,and 

Kubacki 2013) and encompasses artist branding, the album concept, the merchandising, 

the social media presence, the fan community and engagement, and so many more factors 

that contribute to experiencing music in a convergent society.  “Technological, social and 

cultural trends have only served to deepen and diversify the ways in which one listens to, 

or engages with, music,” O’Reilly, Larsen, and Kubacki say (2013).  To most fully 
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engage fans and audiences, creative, experiential marketing techniques have been 

developed to draw on the forces already at play in branding music. 

Several bands have capitalized on the forces involved in experiential hedonic 

marketing of music by creating unique events and immersive experiences.  Trent Reznor 

of Nine Inch Nails has talked about the release of their album Year Zero, which also 

paired with an online “alternate reality game” experience for fans.  Clues and puzzles 

were found within the album, as well as on merchandise and in video clips, all 

contributing to a narrative that unfolded in the physical world as well as the digital space.  

Reznor said of this album’s promotion, however, “The term ‘marketing’ sure is a 

frustrating one for me at the moment.  What you are now starting to experience IS ‘year 

zero.’ It’s not some kind of gimmick to get you to buy a record—it IS the art form.” The 

lines with album releases like this and Childish Gambino’s Because the Internet blur 

between promotion and art.  These artists are attempting to expand the definition of the 

art form to focus on the fusion of technology, art, design, music itself, and storytelling to 

create a comprehensive experience.  “In the new music economy, the distinction between 

promotional material and the ‘actual experience’ is rapidly disappearing” (Wikström 

2009).   

As The 1975’s pop-up shop definitely falls into the category of an immersive 

media experience, the role of symbol and identification that is augmented in experiential 

marketing will be discussed.  The emphasis on orientation toward a hedonic response and 

“seek[ing] fun, amusement, fantasy, arousal, sensory stimulation, and enjoyment” 

(Hirschman & Holbrook 1982) is evident in this promotional event as well.  The desired 

and achieved consequences of experiential engagement are not practical, but purely for 
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fun.  This hedonic aspect of marketing a lifestyle brand is also seen through this event.  

Many fans of The 1975 share common fashion and style choices, as well as taste in 

entertainment, exhibiting the adoption of The 1975’s brand aesthetic in every aspect of 

life. 

Hirschman and Holbrook (1982) defined hedonic consumption in terms of the 

emotional relationship to the object of consumption. In relation to the Tumblr IRL 

initiative, this manifests itself through both the fans’ reactions to the experience as a 

whole and their experiences with the merchandise available for sale at the event.  It also 

impacts the fans’ experiences with the artist’s brand in the future, encouraging loyalty 

and strengthening the bond felt between the fan and the artist.  Alba and Williams (2013), 

in their article “Pleasure Principles: A Review of Research on Hedonic Consumption,” 

assert that the objective of hedonic marketing is always pleasure.  They define several 

different sources and determinants of pleasure, most of which could accurately describe 

the Tumblr IRL event.  Some of the outcomes achieved by the event include establishing 

common aesthetics and design, pleasure from engagement, and flow and flourishing.  In 

creating a physical version of aesthetic values already championed by the The 1975 

through their social media presence, the Tumblr IRL pop up strengthened the significance 

of specific aesthetics to the overall artist’s brand.  They derive pleasure both from 

interacting with the artists in an intimate environment and from  

 
Identity Signaling 

 
Hedonic selection processes also contribute to identity signaling behaviors.  

Identity signaling is the process in which “the products people consume (both tangible 

and intangible) embody a system of meaning, which can be used as symbols to express 
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themselves and to communicate with each other” (O’Reilly, Larsen, and Kubacki, 2013; 

Gabriel and Lang, 2006).  The choices consumers make and consumption habits they 

adopt or opt into help them to both individually and socially create their identities.  Chan, 

Berger, and Van Boven (2012) conclude through their study “Identifiable but Not 

Identical: Combining Social Identity and Uniqueness Motives in Choice” that 

“consumers choose in ways that can simultaneously communicate both social identity 

and uniqueness.” They study the way that individual clothing choices can identify 

someone quickly as an adherent to a certain community’s aesthetic while still showcasing 

within that group their own individual identity.  They also concluded that “brands were 

signals of identity, and choice at the brand level was driven by desires to signal social 

identity” (2012). Fans of music consume and interact with brands in a similar way, 

choosing to identify themselves as a member of a fan community through adopting that 

community’s established aesthetic.   

The fans of The 1975 fall into the more specific category of using a certain type 

of music and its other aesthetic associations to identity signal.  “Music plays an extremely 

important role in constructing identities and representing those identities to their social 

worlds, and music brands are interacted with on a much more involved level than many 

other consumer brands” (O’Reilly, Larsen, and Kubacki 2013).  Because music is such a 

personal indicator of tastes that often elicits judgments from others based on those tastes, 

the music brands, communities, and “fandoms” with which one identifies him- or herself 

contributes considerably to creation of social identity and individual identity within that 

social context. 
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Fans can even display their membership to that community through social media 

profiles.  Patrik Wikström (2009) says, “The homepage (of a social media profile) is a 

lifestyle and identity marker as important as your clothes, your voice and your haircut.” 

Members of the Tumblr community and The 1975 fandom, and even more specifically, 

the group where the two intersect, definitely adhere to and display a specific aesthetic.  It 

is evident in the posts they reblog on Tumblr, the way many choose to dress, and the way 

they curate their online personas and identities.  In this way, they identify themselves as a 

member of that community while still displaying what makes them unique individuals. 

O’Reilly, Larsen, and Kubacki (2013) adopt the postmodern definition of identity 

in their discussions of music as a social and cultural phenomenon and experience and the 

branding that accompanies those realities.   

“Identity is understood as a fluid accomplishment, the sense of which is actively 
renewed by self and others in the context of consumption activities, and offline 
and online social interaction.  Identity is not something that you ‘are’—i.e.  
something tangible; rather, it is a process, something that you ‘do.’” 

A marketer’s role in this whole equation is to “articulate or connect production and 

consumption through signifying practices such as constructing ideal identities or subject 

positions for consumers” (Du Gay et al., 1997; O’Reilly, Larsen, and Kubacki, 2013).  

The promotional team crafted an aspirational identity for fans through this event, creating 

an action in which fans could engage to help signal and construct their identities, and the 

consumer fans then had to choose whether they would engage with the opportunity or 

not.  Opting into an experience such as this pop-up shop contributes an element of 

uniqueness, novelty, and “doing” to each attendee’s identity.  While identifying with a 

specific community, each attendee also uses attendance of the event to construct his or 

her individual identity.   
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Social Belonging, Fandom, and Collective Effervescence 
 

The fan community warrants study and attention because of the unique 

experiences created by their interaction with each other and the way this forms the 

consumption of music.  “Music has a wide range of social functions,” O’Reilly, Larsen, 

and Kubacki (2013) say, including, “the management of self-identity, the management of 

interpersonal relationships and the management of mood.” The community bred by fans’ 

shared experiences with music can create environments that not only build out the brand 

but also improve the fans’ relationships toward the artist and among each other.  The 

“need for group membership or a sense of community, self-expression, and personal 

growth and achievement” (Alba and Williams 2013) motivates the community 

identification of these fans.  The fandom of this particular band not only fulfills personal 

needs but fulfills sociological needs to belong and show membership of a particular 

community as well.  Emile Durkheim describes the collective effervescence experienced 

in crowds of people gathered for a common goal, which ties back into the hedonic effects 

of experiential marketing techniques like this one.  He describes each individual “feeling 

himself dominated and carried away by some sort of an external power which makes him 

think and act differently than in normal times…he has become a new being” (1973).  A 

gathering like The 1975’s pop-up shop created also draws on these theories, creating a 

space where many fans can gather around a common interest and experience, then 

strengthening that sense of community and creating the collective effervescence 

Durkheim discussed.  This positive experience then results in the hedonic effects of the 

experiential event, accomplishing its goal of a pleasurable and exciting experience for 

attendees. 
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Tumblr and the Effects of Social Media on Fandom 
 
 Consuming media does not satisfy the modern fan.  Fandom can now include 

participating in the brand experience and contributing to its composition, through 

involvement on social media.  This channel has allowed access to artists through an 

avenue that has never been possible before.  Henry Jenkins (2005) coined the term 

“participatory culture” to describe these interactions that have become possible through 

the online sphere, and Wikström elaborated on this definition, saying, “The phenomenon 

where the audience not only passively consumes culture but also contributes in the 

production of that culture is often referred to as participatory culture” (Wikström 2009). 

The co-creational nature of social media content benefits the fans, allowing them 

channels for expression and an element of interactivity.   

As Roberta Pearson (2010) points out, the mutualistic relationships between fans 

and the objects of their fandom is nothing new.  “The ground rules may remain the same 

from analog to digital, but the latter offers many more opportunities to enter the corporate 

walled garden” (Pearson, 2010), she points out, noting that the only difference is that in 

this day and age, producers are beginning to notice.  They are now looking for ways to 

leverage this interaction to benefit their artists, making promotion for concerts, new 

albums, and merchandise more cost-efficient and credible, as well as giving audiences an 

active role in defining the brand of the artists themselves.  O’Reilly, Larsen, and Kubacki 

(2013), define brands as socially constructed “by the ongoing production and circulation 

of texts amongst and between its stakeholders,” which principally takes place online in 

the present day. 
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This definition particularly suits Tumblr, which separates itself from other social 

media networks as a blog where users can reblog, or share, other posts, allowing them to 

circulate and accumulate comments and enabling users to continually contribute new 

meanings and redefine the texts and cultural artifacts they reblog.  Both the fan users and 

the objects of the fans’ talk then gain benefits not possible before the advent of social 

media, while themselves growing closer together.  “It is possible to establish a close 

relationship between the artist and its audience within such a social network” (Wikström 

2009).  The community itself can grow closer together through the collaborative nature of 

the creation and redefinition of these texts and cultural artifacts.  Tumblr, more so than 

other social media outlets, “enforces this sense of fan identity and belonging to a fan 

community through the simple act of reblogging blog posts made by others” (Petersen, 

2014).  Petersen (2014) highlights the Tumblr users’ unique ability to “establish a 

collective arsenal of knowledge, language and imagery that can be integrated into 

conversations, thus enforcing a sense of emotional connection.” The very nature of the 

way conversations occur, through reblogs and the fragmented responses, “reinforces 

fandom as a tight-knit community,” (Petersen, 2014).  Fans of The 1975, especially those 

who attended the pop up, partake in this digital formation of community, affording them 

a heightened fan experience. 

 
Combining Emotional Appeals to Create One Comprehensive Experience 

 
I will examine the way all of these different emotional appeals to fans can speak 

to an effective marketing technique that achieves various objectives.  Many different 

factors are coming into play through this tactic.  O’Reilly, Larsen, and Kubacki (2013) 
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suggest the interactivity of these various factors all holding a relevant stake in this 

analysis and investigation and the connectedness of all these processes. 

“The kinds of texts which are constructed by bands and fans, or third parties, 
include lyrics, art, merchandise (T-shirts), tangible packaged products (CDs, 
vinyl, Blu-ray discs), interviews, documentaries, reviews, tattoos, body piercings, 
publicity photographs, articles, the music sounds, videos, live performances, 
website graphics, social media content, and band members’ physical features and 
appearances, footwear and clothing in general.” 

All these individual elements of creating a brand culture play a role and are considered 

when implementing the pop up shop technique and determining the specifics surrounding 

its formation.  The brand is formed through the layering of all these, and many more, 

entities, as suggested in Figure 1.3.  It strengthens the fan-artist relationship and affect, as 

well as the fan community itself.  Through tapping into the formation and reinforcing of 

community values that already exist online and through interactions on social media, 

specifically Tumblr, the promotion physicalizes these interactions to present them in a 

Figure 1.3.  Layering of texts in musical production.  Source: adapted from O’Reilly, Larsen, and Kubacki (2013) 
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new package to participants.  The interactions, both fan-to-fan and fan-to-artist, that were 

previously limited to the digital sphere now have a tangible manifestation that can 

connect with attendees, tapping into the notions of collective effervescence to help 

achieve hedonic goals. 

It strengthens branding efforts of the band, using social media and the physical 

manifestations of social media posts to achieve this goal.  The 1975 already has such a 

strong brand equity in the music world, and this event reinforced that and heightened it 

even further.  Because they have such a distinct aesthetic associated with their band as a 

brand, fans of theirs are easy to identify on Tumblr based on the types of posts they 

reblog.  The different opportunities for photos and “exhibits” at the Tumblr IRL event 

feed right into their branding.  The creators of the event provide a perfect topos for the 

exchange of hedonic emotions and reactions to occur and influence each individual’s 

perception of the experience.  The exhibits are very carefully laid out in designs that align 

perfectly with promotional materials related to i like it when you sleep, as well as music 

videos, merchandise, and the posts one might find on the Tumblr blog of a fan of The 

1975.  Through expanding the reach of the brand aesthetic to a real, physical photo op, 

the brand is strengthened immensely. 

This promotional tactic also influences customer purchase decisions, achieving 

both hedonic goals of a pleasurable experience and revenue goals of increased sales of 

products associated with the event.  Because merchandise is available for purchase in the 

moment when fans are under the influence of the hedonic responses and collective 

effervescence, I argue that they are much more likely to purchase merchandise while at 
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the event than if they had not attended it.  This also ties into ideas of nostalgia and 

creating physical, tangible mementos of meaningful events and experiences. 

Additionally, the event signaled the release of the new album that was previously 

unavailable for purchase, so I argue that attendees were also much more likely to 

purchase a physical copy of the album than wait to buy it digitally.  Since the band was 

also there to meet and take pictures with fans, as well as sign autographs, the likelihood 

that fans would invest in physical merchandise was further increased.  If fans bought the 

album on vinyl or cassette tape, they would have something on hand that the band could 

sign that would be of hedonic value to them.  All these factors play into an influence on 

consumer purchase decisions, encouraging fans to purchase physical merchandise and 

analog copies of the album.  Since online media channels have caused major issues in 

collecting revenue, promotional techniques such as the Tumblr IRL pop-up shop that 

drive purchases to the physical merchandise where the band actually profits both benefit 

the artists in revenue and the fans in a pleasurable experience that deepens affect toward 

the band and among the fan community itself. 

 
Methodology 

 
 I first conducted secondary research on hedonic marketing, experiential 

marketing, sociological functions of communities, and the various other theories and 

concepts discussed.  I then constructed a questionnaire using this background research as 

a framework for the questions to discover the extent of the effects of an experiential 

marketing tactic like the pop up shop featuring an interactive element, rather than just a 

normal concert with lower levels of interactivity. 
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 After conducting the survey, I also reached out to people who actually 

attended the pop-up shop event, either in London or New York, and conducted 

depth interviews with them via Skype.  One was a friend I knew that I contacted 

through Facebook.  Others were strangers I found through Twitter and Tumblr 

and asked that they share their experiences with me.  I found Tumblr users who 

had attended the pop-up by searching the tag “1975 pop up shop” on the posts, 

and sifting through the posts, only reaching out to those who included a personal 

anecdote or indication of the photo being their own property to avoid reaching out 

to fans who had reblogged photos from the event but not actually attended.  I 

messaged a pitch to 32 Tumblr users who attended the event, asking them if they 

would be willing to share their experiences via a depth interview.   

 
Further Research 

 
 Today’s society demands excellence in creativity of its marketers.  Promotional 

opportunities like the Tumblr IRL initiative are perfect examples of the way marketers 

can now tap into many different psychological and sociological forces to create a unique 

and pleasurable experience for consumers.  Many different concepts and ideas came 

together to produce several different desired effects.  I predict that many more unique and 

unconventional marketing strategies will continue to emerge, following the trends set by 

artists like The 1975.  Marketers can continue investigating new ways to produce 

strategies that are innovative and unlike anything done before through many different 

outlets that have currently untapped potential. 

 One of these opportunities for growth and exploration is virtual reality marketing.  

There is a lot of potential in VR that has yet to be actualized.  Marketers could develop 
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ways to tap into the same feelings and experiences created in the Tumblr IRL event, 

focusing on hedonic affect, identity and social belonging, etc., and look at how to 

translate that to a VR marketing plan.  Because VR has not become ubiquitized, if 

marketers could take advantage of this opportunity while it is still cutting-edge and 

unique, there is the chance to create something really special and meaningful in an 

experience with this technology. 

 Another area of further research could be the effectiveness of a campaign like this 

on a fan base with a less solid brand aesthetic.  Fans of Justin Bieber or Jason Derulo, for 

example, do not have a unified artistic and aesthetic expectation that accompany them in 

the same way fans of The 1975 do.  They also do not have the same level of fan 

community fostered by interactions and reinforcing brand aesthetic through platforms 

like Tumblr.  The emphasis on the brand aesthetic would not be nearly to the same extent, 

which would mean that selecting the different “exhibit” or photo op sections would prove 

more difficult as well.  It would not be so clear based on the band’s online presence and 

already-established aesthetic values what kinds of setups the fans might like to see.  Past 

pop up shops have emphasized the merchandise and the retailing channel aspect of the 

event rather than the fan experience or the aesthetic presence of the brand as that of The 

1975 did.  The fans of many other artists would also be missing the aspects of community 

that fans of The 1975 find on Tumblr.  It would be interesting to discover whether the 

looser, less cohesive fandom would adversely affect the effectiveness of the event in 

improving branding and its effect on goals other than pure merchandising revenue.   
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CHAPTER TWO 
 

Questionnaire 
 

 
Interactivity Questionnaire 

 
 A questionnaire was constructed in Qualtrics based on the secondary research and 

theories discussed in Chapter 1.  The aim was to gather data examining the effects and 

perceptions of an experiential marketing tactic incorporating interactivity like The 1975’s 

pop up shop and compare those with the effects of attendance at an experience lacking 

the interactive elements.  The questionnaire would examine the application of the various 

theories discussed in Chapter 1 and look at how they were more or less salient due to 

interactivity. 

 
Hypotheses 

 
 As discussed in Chapter 1, The 1975’s pop up shop takes advantage of a unique 

combination of factors that contribute to its success as a tool to effectively achieve the 

band’s goals.  The interactivity between the band members and fans catalyzes these 

phenomena, allowing them to make more of an impact than the limited traditional 

marketing methods that may achieve community among fans but not between band 

members and fans, for example, or vice versa. 

Hypothesis 1a: Fans that attend an experiential marketing event that includes an element  

of interactivity and personal connection will yield a higher likelihood of 

purchasing merchandise and monetarily supporting the band than those who 

attend an event that does not have face-to-face, personal interaction. 
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Hypothesis 1b: Fans that attend an experiential marketing event that includes an element  

of interactivity and personal connection will cause respondents to experience 

higher levels of connectedness than fans that attend an event without face-to-face, 

personal interaction. 

Hypothesis 1c: Fans that attend an experiential marketing event that includes an element  

of interactivity and personal connection will experience more positive emotions 

than attendees of an event without face-to-face, personal interaction. 

Hypothesis 1d: Fans that attend an experiential marketing event that includes an element  

of interactivity and personal connection will find the event more thrilling and 

stimulating than attendees of an event without the face-to-face, personal 

interaction. 

Hypothesis 2: For fans who have experienced connectedness and community through  

music fandom in the past, attendance at an experiential marketing event 

incorporating an element of interactivity and personal connection will augment 

the impact of the interactive element and correlate with even higher degrees of 

connectedness, positive perceptions of the event, positive emotions, and purchase 

intent than fans who have not experienced connectedness and community through 

music fandom in the past.    

 
Methods and Measures 

 
It was then distributed throughout various channels, including face-to-face, email, 

and social networks.  I shared the questionnaire with my friends through my Facebook 

account, and the post received many shares beyond my own pool of friends to reach new 
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and different respondents.  Friends also helped by sharing the post, and after 9 shares on 

it, many respondents of many demographics with whom I am not personally acquainted 

also took part in the survey.  I then shared the questionnaire with the Tumblr community 

from my own personal blog, adding to the link a message asking fans of The 1975 to help 

in research for a thesis project focusing on the band, which also fetched some more 

respondents with whom I am not personally acquainted.  The survey presented subjects 

first with one of two potential scenarios, randomly generated but evenly distributed, then 

asked all subjects the same set of several questions based on their imagined experiences 

in these scenarios.   

Scenario A 

“Think of your favorite band.  They have just announced a tour in support of a 
brand new album, and one of the stops is in your city.  You have enough money 
and free time to go, so you buy a ticket.  You go to the concert, and they play all 
your favorite songs and put on a great show.  Though you did not go with friends, 
there are many fans of the band in the crowd.” 

Scenario B 

“Think of your favorite band.  They have just announced a new album, and in 
support of it, they are holding an interactive event in your city.  The event is free 
and you have the time to go, so you attend.  The event features the members of 
the band in a meet & greet with fans, signing merchandise and taking pictures.  
The line to get in is long, but while waiting in line, you meet many other fans and 
many people begin singing the band's hit songs.” 

Presenting these two different scenarios will reveal whether the experiential nature of 

Scenario B, which emphasizes community in the fan base and the members of the band 

actively making a connection with fans, impacts the fans’ responses to and perceptions of 

the band and the experience as a whole. 
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 The survey then asks questions of the subjects based on the scenario they 

received.  It asks about perceptions of the band, feelings during the event, and the level of 

community they experienced at the event.  A second section asks respondents to mark 

statements that would apply to them that gauge their involvement with a music fandom or 

community and to what extent they have already experienced some of the phenomena 

under discussion. 

 The first set of questions (Questions 1_1-1_7) measured purchase behaviors after 

respondents envisioned themselves experiencing whichever scenario was presented to 

them.  Using seven Likert scale questions ranging from 1-7, with 1 being extremely likely 

and 7 being extremely likely, respondents ranked the likelihood of various iterations of 

purchase options.  These measures would provide an indication of overall purchase 

behaviors, intent, and likelihood as dependent variables based on the independent 

variable of an interactive or not interactive scenario. 

 The next question group (Questions 2_1-2_5) measured connectedness and 

community.  Five measures of Likert-type scales were used, similar to the first question 

set, ranging from 1 (not at all agree) to 7 (strongly agree), to measure agreement to a set 

of five statements.  The agreement with the statements would measure how connected the 

respondents would feel to the band and how strong a sense of community the respondents 

would feel with other fans.   

 The third set of questions (Questions 16_1-16_4) aimed to measure the positive 

emotions experienced during either event.  Four semantic-differential scales were used, 

offering a 7-point scale for respondents to rate their feelings (Euphoric to Depressed, 

Fulfilled to Disappointed, Satisfied to Dissatisfied, and Cared for to Disregarded).  For 
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the statistical analyses, this question set was recoded (1=7, 2=6, 3=5, 4=4, 5=3, 6=2, 7=1) 

so the higher means would indicate higher levels of the positive feeling.  This measure 

will determine whether interactivity impacts a fan’s personal experience and feelings. 

 The next question set (Questions 17_1-17_11) measured positive affect and 

impressions toward the event itself and its effectiveness in achieving the nonmonetary, 

relational goals, like continued engagement, and monetary goals, such as future purchase 

intent (Questions 17_10 and 17_11).  A 7-point Likert-scale measuring agreement from 1 

(not at all agree) to 7 (strongly agree) was used to measure agreement with 11 statements 

expressing various impressions created by attending the event.  This measure examines 

connectedness to fans, the band, identity signaling, engagement, and future purchase 

intent. 

 The fifth set of questions (Questions 18_1-18_5) measured how thrilling and 

pleasurable the event was.  Another 7-point semantic-differential scale was used to rate 

which set of words more accurately describes the event (Stimulating to Dull, Thrilling to 

Unremarkable, Useful to Pointless, Beneficial to Disadvantageous, and Pleasurable to 

Unpleasant).  For statistical analysis, this question set was also recoded (1=7, 2=6, 3=5, 

4=4, 5=3, 6=2, 7=1) so that a higher mean would indicate that the positive word more 

accurately described the event.  This measures whether the interactivity in Scenario B 

creates a more stimulating and thrilling environment than the lack of interactivity in 

Scenario A. 

 The final question set (Questions 11_1-11_7) was a group of statements involving 

past experiences with music and fan communities used to measure the extent to which 

past experiences influenced likelihood of an augmented impact of interactivity for the 
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five previous measures.  Respondents selected from a multi-select list to indicate which 

statements accurately described them.  This would measure the extent to which prior life 

experiences and preferences affected the responses and reactions to the difference in 

interactivity between the two scenarios. 

 
Tests of Hypotheses 

 
 I ran one-way ANOVA tests to analyze the effects of an interactive scenario (B) 

against a scenario lacking interactivity (A), with the Scenario as the factor and each of the 

means of the responses as a variable. 

 In support of Hypothesis 1a, the ANOVAs showed that several iterations of 

increased purchase intent were shown by the Scenario B respondents.  The marginal 

difference, F(1, 303)=3.408, p<0.10, in likelihood of Scenario A respondents to buy the 

band’s new album on vinyl (MA=2.41) was lower than the likelihood of Scenario B 

respondents’ (MB=2.85).  The likelihood of buying the band’s new album on CD was 

higher for an interactive scenario (MB=4.46) than for one without the interactive element 

(MA=3.61), F(1, 300)=11.795, p<0.05.  While the measures for downloading the album 

on a digital platform and streaming the album on a service such as Spotify in addition to 

purchasing it did not yield significant results (at significance p<0.05), streaming the 

album on Spotify only and not investing in an owned copy of the album showed the 

means in the direction expected, F(1, 303)=2.443, p<0.15.  The Scenario A respondents, 

those who theoretically attended the non-interactive event, were more likely to only 

stream the album on Spotify rather than paying to purchase it as well (MA=5.16) than the 

Scenario B respondents, those who theoretically attended an interactive event (MB=4.77).  

Interestingly, the Scenario A respondents were more likely to purchase other products 
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such as t-shirts, posters, or stickers (MA=5.25) than the Scenario B respondents 

(MB=4.93), F(1, 302)=2.010, p<0.20. 

 Hypothesis 1b posited that the interactive element of Scenario B would increase 

levels of connectedness among fans, as well as between the fans and the artist.  The 

ANOVAs confirmed that the sense of community would be heightened at the interactive 

Scenario (B), but that sense of community came mostly in the form of fan to fan 

connectedness, rather than feeling connected to the members of the band.  Though the 

difference was not significant in respondents feeling like they would connect to the band, 

F(1, 293)=0.101, p>0.05, the Scenario B respondents did have a higher agreement 

(MB=6.05) with the statement “I feel like the band is really making an effort to reach out 

to their fans” than the Scenario A respondents (MA=5.59), F(1, 292)=13.842, p<0.05.  

Scenario B respondents also expressed higher connectedness to the other fans (MB=5.03) 

and a stronger sense of community with the other fans (MB=5.42) than the Scenario A 

respondents expressed (MA=4.70 and MA=4.97, respectively), F(1, 293)=3.837, p<0.05 

(p=0.051), and F(1, 293)=8.883, p<0.05, respectively.  Respondents also would be more 

likely to feel like a part of a community in an interactive scenario (MB=5.39) than in one 

lacking personal interactivity (MA=4.96), F(1, 268)=7.237, p<0.05.  They did not express 

a statistically significant (p>0.05) increased desire to connect to the band on a deeper 

level or connect to fans around them, or a higher likelihood to continue engaging with the 

band in the future, however. 

 Only one measure for Hypothesis 1c yielded significant results, and those results 

were in opposition to the hypothesis.  While the means for feelings of euphoria and being 

cared for were marginally higher for Scenario B respondents (MA=5.62, MB=5.65, and 
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MA=4.71, MB=4.83, respectively), the results were not significant, F(1, 288)=0.025, 

p>0.05, and F(1, 288)=0.727, p>0.05, respectively.  Contrary to expectations, 

respondents did not significantly report increased feelings of uniqueness, identity 

signaling, or likelihood to attend a similar event in the future.  Respondents presented 

with Scenario A also reported having more fun (MA=6.38) than those presented with 

Scenario B (MB=6.17), F(1, 268)=5.586, p<0.05, which also contradicted expected 

results. 

 Two of the measures for Hypothesis 1d were significant, but none of the measures 

resulted in the expected outcomes.  Respondents of Scenario A found their scenario more 

stimulating (MA=6.15) than the Scenario B respondents (MB=5.80), F(1, 264)=5.973, 

p<0.05.  Scenario A respondents also found their event more thrilling (MA=5.83) than the 

Scenario B respondents (MB=5.47), F(1, 265)=5.423, p<0.05.  Though Scenario A 

respondents also had higher means for “useful,” “beneficial,” and “pleasurable,” these 

results were not significant.  Though the personal interaction and intimacy associated 

with Scenario B was expected to correlate with an increase in the metrics associated with 

perceptions of thrill and stimulation in relation to the scenarios, these results suggest that 

such an increase would not necessarily be the case. 

 
Tests of Hypothesis 2 

 
 Hypothesis 2 posits that all the effects seen in the measures for Hypothesis 1 will 

be amplified in respondents who have previously experienced the phenomena in the 

context of music fandom.  For example, respondents who have felt connected to a 

community through music in the past were more likely to be impacted by the interactive 

element in Scenario B than the respondents presented with Scenario B who have not had 
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that past experience.  General linear model tests of between-subjects effects were 

conducted, examining all results by both scenario and each of the potential past 

experiences. 

 
“I would consider myself a big fan of any type of music” 
 
 The first test that I ran compared the results of respondents who indicated that 

they would consider themselves a big fan of any type of music against respondents who 

did not.  The first significant result was in the likelihood of buying the band’s new album 

on CD.  Prior experience as a fan of music marginally increased likelihood of purchase in 

Scenario A (MA1=3.81, compared with MA0=3.35), F(1, 257)=1.961, p<0.20, but in 

Scenario B, the opposite effect was actually observed.  While the likelihood was overall 

higher than respondents presented with Scenario A regardless of whether they would 

consider themselves music fans or not, those who would consider themselves music fans 

actually had a lower likelihood of purchasing a CD in Scenario B (MB1=4.37) than those 

who did not consider themselves music fans (MB0=4.66). 

 Another response that followed the same trend came in the likelihood of 

downloading the album digitally.  Those who did not describe themselves as music fans 

and were presented with Scenario A had a lower likelihood of purchasing a digital copy 

of the album (MA0=4.71) than those presented with Scenario A who did describe 

themselves as fans (MA1=4.96), but those presented with Scenario B had a higher 

likelihood of downloading the album digitally if they did not describe themselves as 

music fans (MB0=5.62) than if they did (MB1=4.76), F(1, 257)=4.257, p<0.05.   
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 This same results appeared again in the measure of likelihood to only stream the 

album on Spotify or a similar service without purchasing the album.  Among those 

presented with Scenario A, respondents who indicated that they were music fans 

(MA1=4.80) had a lower likelihood of only streaming on Spotify without paying for the 

album than those who did not consider themselves music fans (MA0=5.44).  However, the 

Scenario B respondents once again were less likely to procure the money to buy the 

album rather than streaming it if they did not consider themselves fans of music 

(MB0=4.02) than if they did (MB1=5.12), F(1, 257)=10.230, p<0.05.  This same trend 

occurred two more times significantly throughout the study in reference to purchase 

behaviors and intentions.   

 As far as results pertaining to levels of connectedness and community 

experienced, means were in the direction expected for one measure, as Figure 2.1 shows. 

For agreement with the phrase “I feel connected to the fans here with me,” Scenario A 

respondents who had not indicated that they were music fans (MA0=1.511) had a lower 

agreement with this phrase than those who did indicate that they were music fans 

(MA1=1.505).  Once again, however, the Scenario B results were different than expected.  

Of these respondents, those who counted themselves music fans had a lower (MB1=1.159) 

level of agreement than those who did not consider themselves fans (MB0=1.546), 

F(1,257)=1.756, p<0.20.  None of the other measures of community yielded significant 

results. 

 The measures for affect toward the experience itself showed only two significant 

results that followed, again, in the same trend.  Those shown Scenario A but not fans of 

music felt less unique (MA0=3.94) than those who were fans of music (MA1=4.91), but 
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those shown Scenario B displayed an opposite response, where fans of music felt less 

unique (MB1=4.37) than those who were not fans (MB0=4.64), F(1, 257)=9.641, p<0.05.   

 The trend continued in the measure of identity signaling on social media.  

Respondents shown Scenario A had a higher agreement that sharing about the event on 

social media helped them signal identity to followers if they were fans of music 

(MA1=5.58) than if they were not (MA0=5.24).  Once again, the Scenario B respondents 

returned results not expected, showing higher identity signaling in those who were not 

music fans (MB0=5.49) than in those who were (MB1=5.33), F(1, 257)=1.736, p<0.20. 

 None of the measures of positive emotions or perceptions of the event were 

significant either, indicating more positive emotions are not necessarily experienced by 

those who would consider themselves music fans.  This may have to do with the 

Figure 2.1: Interaction plots of fan-fan connectedness with self-identification as a music fan. 
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structuring of the questions, as both sets involved semantic-differential scales, but that 

could also be a coincidence caused by the lack of a control group. 

 
“I have attended a concert before” 
 
 Of the measures for purchase intent, only one yielded significant results, and 

those were only marginally significant (p<0.15).  The respondents shown Scenario A 

displayed a heightened likelihood to buy the album on vinyl if they had attended a 

concert before (MA1=2.54) than if they had not (MA0=1.89).  The Scenario B respondents, 

however, trended in a direction similar to some of the tests measuring the impact of being 

a self-declared music fan.  The Scenario B respondents who had not attended a concert 

before showed a higher likelihood of purchasing the album on vinyl (MB0=4.25) than 

those who had attended a concert before (MB1=2.85), F(1, 254)=2.557, p<0.15. 

 Measures of connectedness showed more significant results, demonstrating a 

more substantial impact felt by those who had attended a concert before, whether they 

were shown Scenario A or B.  Respondents would feel more connected to the band when 

shown Scenario A if they had attended a concert in the past (MA1=5.73) than if they had 

not (MA0=5.56), as well as generally feeling more connected to the band than the 

Scenario B respondents, contrary to expectations, though the Scenario B respondents still 

experienced an increase in connectedness if they had been to a concert before (MB1=5.68) 

than if they had not (MB0=3.25), F(1, 254)=10.327, p<0.05.   

 Feeling that the band members were intimate friends was impacted by past 

concert experiences in an interesting result.  Whereas with Scenario B, respondents 

generally did not feel like the band members were friends whether they had attended a 
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concert (MB1=3.32) or not (MB0=1.75), with Scenario A, respondents who had attended a 

concert in the past felt less like the band members were friends (MA1=3.27) than those 

who had not attended a concert (MA0=5.11), F(1, 254)=9.756, p<0.05.  This may result 

from the fact that those shown Scenario A, a concert situation, who had been to a concert 

before knew from experience that they did not feel a personal connection to the band, but 

those shown a concert situation who had never been before might more strongly imagine 

that the experience would allow them to feel closer to the band. 

 I found a similar result when examining the measure of connectedness to other 

fans.  While the Scenario B respondents were greatly impacted based on having been to a 

concert in the past (MB1=5.13 compared with MB0=3.00), those presented with Scenario 

A returned unanticipated results.  Those who had attended a concert before displayed 

lower levels of connectedness to other fans (MA1=4.73) than those who had not attended 

a concert before (MA0=5.11), F(1, 254)=8.411, p<0.05.  This trend repeats when 

examining the marginally significant results for likelihood to continue engaging with the 

band in the future.  Those shown Scenario A displayed lower levels of intent to pursue 

future engagement if they had attended a concert before than if they had not (MA0=6.11, 

MA1=6.08) while those shown Scenario B indicated they would be more likely to engage 

with the band in the future if they had attended a concert before (MB1=6.14 compared 

with MB0=5.25), F(1, 254)=2.530, p<0.15.  However, when describing whether 

respondents would feel a stronger sense of community based on past experiences, both 

groups of respondents reacted more strongly if they had been to a concert in the past 

(MA1=4.97, MB1=5.47) than if they had not (MA0=4.89, MB0=5.47), F(1, 254)=4.304, 

p<0.05. 
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Positive emotion measures received mixed results.  The means trended in the 

direction expected for how much fun respondents had.  Respondents who had attended a 

concert in the past rated their scenario as more fun, (MA1=6.43, MB1=6.18) than if they 

had not (MA0=5.67, MB0=6.00), F(1, 254)=1.745, p<0.20.  Respondents shown Scenario 

B were also more likely to identity signal via social media if they had attended a concert 

in the past (MB0=3.75 compared with MB1=5.45), but those shown Scenario A were more 

likely to identity signal via social media if they had not (MA0=5.56, MA1=5.40), F(1, 

254)=4.105, p<0.05.   

None of the measures regarding feelings of thrill or stimulation toward the event 

returned significant results.  Once again, this might result from the type of scale used, or 

the formatting of the questions. 

 
“I have purchased merch at an event in support of a band/artist before.” 
 
 For this dimension of past behavior, the measures for purchase intent and 

connectedness yielded mostly the expected significant results.  While the trends for 

Scenario A respondents’ means differed across measures, the Scenario B respondents 

being more impacted by past purchase actions was consistent for this dimension. 

 Purchase intent increased for Scenario B respondents who had bought merch in 

the past, though the Scenario A results varied.  Respondents who had bought merch in the 

past were more likely to buy an album on CD, (MA1=3.65, MB1=4.73) than if they had not 

(MA0=3.38, MB0=3.64), F(1, 254)=1.679, p<0.20.  Respondents reacted similarly when 

reporting likelihood to buy other products such as t-shirts, posters, or stickers.  Those 

who had bought merch in the past were more likely to buy these types of products, 
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(MA1=5.62, MB1=5.55) than if they had not, (MA0=4.53, MB0=3.50), F(1, 254)=3.463, 

p<0.10.  For likelihood to only stream an album on a service like Spotify without paying 

for the album, Scenario A respondents were more likely to do this if they had not bought 

merch in the past (MA0=5.66, MA1=4.94), but Scenario B respondents were more likely to 

if they had (MB0=4.57, MB1=4.74), F(1, 254)=1.867, p<0.20. 

 For measures of connectedness, Scenario B respondents were consistently more 

impacted if they had indicated that they had purchased merch in the past, but Scenario A 

respondents’ results varied.  Scenario A respondents were more likely to feel that the 

band members were intimate friends if they had not purchased merch in the past than if 

they had, (MA0=3.75, MA1=3.28) but Scenario B respondents were more likely to feel that 

the band members were friends if they had purchased merch in the past (MB0=2.86, 

MB1=3.39), F(1, 254)=3.520, p<0.10.  This pattern appeared again for the measure of 

connectedness to other fans.  Past merch purchases correlated with a stronger impact on 

Scenario B respondents, (MB0=4.36, MB1=5.26) but not on Scenario A respondents, 

(MA0=4.78, MA1=4.75), F(1, 254)=5.106, p<0.05.  For desire to connect to the band on a 

deeper level, Scenario A respondents wanted to connect more if they had not purchased 

merch in the past than if they had, (MA0=3.91, MA1=3.68) but Scenario B respondents 

wanted to connect more if they had purchased merch in the past (MB0=3.29, MB1=4.16), 

F(1, 254)=6.667, p<0.15.  In feeling a sense of community with other fans, however, 

respondents returned the expected outcomes.  Both Scenario A and B respondents were 

more impacted if they had purchased merch in the past, (MA1=4.99, MB1=5.64) than if 

they had not (MA0=4.88, MB0=4.64), F(1, 254)=5.541, p<0.05. 
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 Like in many of the other dimensions of past behaviors, several sections did not 

yield significant results.  The measures for both positive emotion and perceptions of the 

event did not yield significant results for significance p<0.20.   

 
“I connect with my favorite bands and artists through social media.” 
 
 Only one measure for purchase behavior and one measure for connectedness 

returned significant results.  Unlike many of the other dimensions, connecting through 

social media yielded four significant measures for perceptions of the scenario.  The 

results themselves, however, varied quite a bit among each other. 

 Though Scenario B respondents displayed higher purchase intent than Scenario A 

respondents, only the Scenario B respondents indicated impact of past behavior.  

Scenario A respondents were generally not impacted by whether or not they connect with 

artists through social media in likelihood to buy other products such as t-shirts, stickers, 

or posters, (MA0=5.37, MA1=5.36) but Scenario B respondents were more likely to 

purchase these items if they typically connected with their favorite artists through social 

media, (MB0=4.53, MB1=5.40), F(1, 254)=3.144, p<0.10. 

 Respondents indicated that they felt more connected to the band after their 

scenario if they had also indicated that they typically connected to bands on social media.  

Both Scenario A and B respondents felt more connected to the artist if they connect to 

artists on social media, (MA1=5.79, MB1=5.92) than if they did not, (MA0=5.56, 

MB0=5.04), F(1, 254)=4.657, p<0.05, with those given an interactive situation more 

impacted than those in a traditional concert experience. 
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 The results relating to perceptions of the scenario generally indicated that past 

experiences connecting with artists via social media correlated with higher ratings on 

these measures.  Scenario B respondents felt less engaged in a multisensory experience 

than Scenario A respondents, but respondents presented with both scenarios felt more 

engaged if they also connect with artists on social media (MA1=6.10, MB1=6.01, 

compared with MA0=5.93, MB0=5.29), F(1, 254)=4.630, p<0.05.  Measures for how 

beneficial respondents thought the event was followed the same pattern, (MA1=5.54, 

MB1=5.27, compared with MA0=5.05, MB0=5.18), F(1, 260)=1.684, p<0.20.  Measures for 

both how thrilling and how pleasurable respondents rated their respective scenarios as, 

however, revealed Scenario A respondents giving a higher rating as well as being more 

impacted.  Scenario A respondents found their event more thrilling, especially if they 

connect with artists on social media, (MA0=5.63, MA1=5.90, compared with MB0=5.57, 

MB1=5.45), F(1, 260)=1.995, p<0.20.  Scenario A respondents also found their event 

more pleasurable, especially if they connect with artists on social media, (MA0=5.95, 

MA1=6.29, compared with MB0=6.12, MB1=6.00), F(1, 260)=2.127, p<0.15. 

 
“I feel like my favorite bands/artists care about making a connection with me.” 
 
 Several measures of purchase intent, connectedness, positive emotions, and 

perceptions of the event yielded significant results that show a more pronounced impact 

of the scenario due to past experiences of connection with artists. 

 Measures of purchase intent revealed that past experiences connecting with artists 

was indicative of a higher likelihood of future purchases.  Scenario B respondents all 

were more likely to purchase an album on CD than Scenario A respondents, but 

respondents from both scenario groups were more likely to purchase the album on CD if 
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they have felt connected to bands before, (MA0=2.19, MA1=3.14, compared with 

MB0=2.51, MB1=3.76), F(3, 254)=8.101, p<0.10.  For likelihood to stream the album on a 

service like Spotify in addition to purchasing it, Scenario A respondents who had past 

connection experiences had the highest likelihood of all four groups (MA1=5.48), but 

respondents in both groups were impacted if they had past connection experiences, 

(MA1=5.48, MB1=5.11, compared with MA0=4.16, MB0=4.75), F(3, 254)=4.217, p<0.10. 

 Only one measure for connectedness yielded significant results.  For the desire to 

pursue connection to the artist on a deeper level, Scenario B respondents were more 

likely to desire deeper connection if they had felt like their favorite artists cared about 

connecting with them in the past than if they had never felt that, (MB0=6.14, MB1=6.24) 

but the results were reversed for the Scenario A respondents, (MA0=6.23, MA1=6.68), F(3, 

254)=2.206, p<0.05. 

 Two measures for positive emotions reflected the impact of past connection 

experiences for Scenario B respondents, the impact of these experiences varied in 

Scenario A respondents.  In feelings of satisfaction, while the Scenario A respondents 

were unaffected by past connection experiences, (MA0=5.89, MA1=5.89) Scenario B 

respondents with past connection experiences were impacted to have the highest 

satisfaction rating of the four groups, (MB0=5.56, MB1=6.34), F(3, 254)=2.456, p<0.10.  

While respondents presented with both scenarios reported having more fun if they had 

felt that their favorite bands cared about connecting to them, (MA1=6.68, MB1=6.24) the 

Scenario A respondents overall reported a higher rating than the Scenario B respondents, 

(MA1=6.68, MB1=6.24, compared with MA0=6.23, MB0=6.14), F(3, 254)=5.884, p<0.10. 
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 The measure regarding how beneficial respondents perceived their respective 

events to be revealed both respondent groups being impacted by past connection 

experiences, but there being a more pronounced impact among the Scenario B 

respondents.  Of the respondents who did not feel that their favorite artists cared about 

connecting with their fans, those given Scenario A regarded their situation as more 

beneficial, (MA0=5.29, MB0=4.97) but both groups were impacted and viewed their events 

as more beneficial if they had felt connection to their favorite bands in the past, 

(MA1=5.60, MB1=5.87), F(1, 260)=3.636, p<0.10. 

 
“Through common interests in music I have made new friends.” 
 
 The significant measures for this dimension indicated that past experience making 

friends through music correlates with a higher impact of the event regardless of which 

scenario respondents are shown. 

 For purchase behavior, only the likelihood of streaming the album on a service 

like Spotify in addition to purchasing it returned a marginally significant result.  Both 

Scenario A and B respondents were more likely to stream and purchase if they had made 

friends through music before, but the Scenario A respondents were more heavily 

impacted by this past experience, (MA0=3.78, MA1=5.24, compared with MB0=4.38, 

MB1=5.11), F(3, 254)=6.615, p<0.20.   

 The only measure for connectedness with marginally significant results was 

feeling that the members of the band were intimate friends.  Though Scenario A 

respondents felt less like the band members were friends if they had made friends through 

music in the past, (MA0=3.47, MA1=3.33) Scenario B respondents felt more like the band 
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members were friends if they had that past experience, (MB0=2.95, MB1=3.43), F(3, 

254)=0.808, p<0.20. 

 Two measures for positive emotions experienced yielded marginally significant 

results.  Both groups of respondents reported having more fun when presented with their 

respective scenarios if they had also experienced making friends through music in the 

past, (MA1=6.56, MB1=6.20, compared with MA0=6.15, MB0=6.12), F(3, 254)=5.499, 

p<0.10.  Scenario A respondents indicated that their scenario would make them feel more 

unique if they had also made friends through music in the past, (MA0=4.25, MA1=4.59) 

but Scenario B respondents did not display the same pattern, (MB0=4.62, MB1=4.40), F(3, 

254)=0.668, p<0.20. 

 For measures of perceptions of the event, though both groups showed an impact 

of past behavior, Scenario A respondents generally reported more positive affect toward 

the event than Scenario B respondents.  Scenario A respondents overall felt more 

engaged in a multisensory experience than Scenario B respondents though both groups 

showed a difference based on past behaviors, (MA1=6.16, MB1=5.95, compared with 

MA0=5.90, MB0=5.36), F(3, 254)=6.102, 0<0.20.  The pattern repeated for how 

stimulating respondents found their situation, with Scenario A respondents overall having 

higher means than Scenario B respondents, (MA0=6.08, MA1=6.26, compared with 

MB0=5.53, MB1=5.93) though both groups still reported higher levels of stimulation if 

they had made friends through music in the past, F(1, 260)=0.538, p<0.05. 
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“Through common interests in music, I have felt like a part of a community.” 

 For this dimension, the significant measures demonstrated that respondents’ past 

experiences with music communities correlated with higher responsiveness to their 

respective scenarios, regardless of which one they were shown. 

 One measure for purchase intent yielded marginally significant results in a pattern 

not expected.  Both Scenario A and B respondents reported that they were more likely to 

only stream the album without purchasing it if they had experienced community through 

music in the past, (MA1=5.14, MB1=5.04) than if they had not had that experience, 

(MA0=5.08, MB0=4.20), F(1, 254)=2.052, p<0.20. 

 The significant measures for connectedness revealed a pattern that conformed to 

expectations with regards to the impact of past experiences.  Though respondents of both 

groups reported higher levels of connectedness if they had experienced community 

through music in the past, (MA1=5.27, MB1=5.21) than if they had not, (MA0=4.15, 

MB0=4.84) Scenario A respondents who had this past experience had the highest 

connectedness of all four groups, F(1, 254)=4.906, p<0.05.  As seen in Figure 2.2, 

respondents of both groups also reported feeling more of a sense of community if they 

had experienced music community before, (MA1=5.55, MB1=5.56) than if they had not, 

(MA0=4.27, MB0=5.20), F(1, 254)=8.885, p<0.05. 

 For positive emotions, both groups of respondents reported having more fun if 

they had past experience with community through music.  Scenario A respondents who 

had this past experience had the highest means of the four groups, (MA1=6.58, compared 
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with MA0=6.15, MB0=6.16, MB1=6.18) though both Scenarios’ respondents reported 

higher means if they had the past experience, F(1, 254)=5.186, p<0.05. 

 Respondents presented with Scenario A and B both reported higher means for the 

significant measures of perceptions of the event given past music community experience.  

Scenario A respondents who had past music community experience reported the highest 

measures for their event helping them feel unique, (MA1=4.74) but both respondent 

groups reported higher means if they had also had the past experience, (MA1=4.74, 

MB1=4.49, compared with MA0=4.08, MB0=4.44), F(1, 254)=2.240, p<0.15.  Both 

respondent groups also reported higher means for the event helping them feel like part of 

a community if they had experienced community through music in the past, (MA1=5.56, 

MB1=5.58, compared with MA0=4.24, MB0=5.20), F(1, 254)=9.711, p<0.05. 

 

Figure 2.2: Interaction plots between past music community experience and community felt during the 
event. 
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Discussion 
 

 This study’s findings revealed more nuanced and multifaceted interactions with 

the hypotheses than anticipated, offering many opportunities for future research.  Using 

the frameworks of the various thinkers and concepts discussed in Chapter 1, these factors 

that all played a role in The 1975’s Tumblr IRL partnership were more quantitatively 

examined on a theoretical level.  While I knew these certain factors should come into 

play and reveal themselves through this study, it was questionable whether or not the 

results would reflect these concepts due to the difficulty, and near impossibility, of 

properly recreating the experiences being described and replicating the various aspects of 

the experience that should come into play.  Existing concepts were confirmed as present 

in an interactive marketing strategy, and the interactions among the different elements 

and all their nuances were more fully developed through study. 

 For Hypothesis 1a, the study confirmed that the interactive, personal element 

featured in The 1975’s pop up shop influenced purchase intent to create a situation that 

helps create monetary value.  Respondents who were presented with an interactive 

scenario showed a higher likelihood of purchasing physical copies of the band’s album.  

These physical copies are where bands earn a higher margin per unit, contributing higher 

to the band’s overall revenues and monetary goals.  The respondents of Scenario B had 

lower mean scores for likelihood of purchasing other items like t-shirts, stickers, posters, 

etc., but this may stem from the vagueness and unfamiliarity of the type of situation 

found in Scenario B.  Later depth interviews revealed that most of the attendees of The 

1975’s pop up shop wanted to buy merchandise other than just the album.  Overall, the 
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measures still suggested that the interactive element increases the likelihood of 

purchasing the products available.   

 Hypothesis 1b posited that fans would experience a higher level of connectedness 

at an interactive event like the pop up.  Though I had initially thought this aspect of 

connectedness and community would manifest itself in both fan-fan relationships and 

fan-artist relationships, the results suggested that the most connectedness and community 

is formed in the fan-fan relationships.  Some of the emphasis on the fan connectedness 

may stem from the inclusion of specifying that attendees of Scenario A would be alone, 

while Scenario B specified that while waiting in line, the fans would interact.  This 

simple difference may have contributed to the outcomes, suggesting that Scenario B, 

featuring interactivity among the fans, more effectively forms communities among the 

fans. 

 Contrary to Hypothesis 1c, which dealt with the positive emotions felt by fans, the 

results showed that there was no significant increase in the strength of emotions due to an 

interactive scenario.  These findings may be the results of measures that failed to capture 

the various dimensions of positive emotions that may have been felt during the event and 

would combine to reveal one overall “positive emotion.” The semantic differential scales 

may have been confusing and vague in relation to the measures they attempted to capture. 

 Hypothesis 1d was also contradicted by the statistical analyses.  Though 

respondents generally responded with positive affect toward both Scenarios A and B, the 

respondents of Scenario A were more likely to respond with a heightened level of thrill 

and stimulation than Scenario B attendees.  While the expectation was the contrary, this 

could also potentially result from the lack of familiarity and lack of expectations 
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associated with Scenario B.  Both Hypothesis 1c and 1d also used semantic differential 

measures, and both these hypotheses returned unexpected results that contradicted what 

both the literature and later depth interviews would suggest, potentially signifying an 

issue with the format of the questions and their contents rather than the absence of 

interactivity as a relevant factor. 

 The results of Hypothesis 2 often followed a slightly unexpected pattern that 

likely also resulted simply from familiarity and having a set of expectations associated 

with Scenario A and not with Scenario B.  The various dimensions of past behaviors all 

revealed different relationships with and aspects of purchase intent, connectedness, 

positive emotion, and positive perceptions of the event, depending on the nature of the 

dimension. 

Identifying as a fan of music only somewhat proved a factor in influencing 

purchase behavior, with Scenario A music fan respondents having higher purchase 

intentions than all other groups and Scenario B music fan respondents having lower 

intentions than the non-music fans presented with Scenario B.   

Those who had attended concerts in the past displayed an interesting pattern in 

many of their responses.  Generally, Scenario B respondents would have higher levels of 

the various measures if they had been to a concert before, but Scenario A respondents had 

higher levels of these measures if they had not.  This most likely results from those who 

have never been to a concert having a certain mental image and perceptions that they 

have created for themselves, potentially romanticizing what their experiences at a concert 

may be, that the respondents who have attended a concert before do not have.   
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Respondents who had purchased merch at an event before and were shown 

Scenario B consistently demonstrated a higher impact of the interactive nature of the 

event, but Scenario A respondents’ results were more mixed and inconclusive.  Scenario 

B respondents who had purchased merch in the past indicated a higher likelihood of 

purchasing merch in the future.  They also demonstrated higher levels of connectedness 

than those respondents who have never purchase merch in support of a band they liked 

before. 

Respondents who use social media to connect with their favorite bands displayed 

higher levels of connectedness and responded to their scenarios more favorably than 

those who do not regularly experience this connection through social media.  

Respondents in both scenarios thought themselves more engaged in a multisensory 

experience if they typically use social media to connect with their favorite bands. 

If the respondents felt that their favorite bands really care about making an effort 

to connect with their fans already, their experience with their respective Scenarios was 

heightened.  Because they entered into their scenarios with this bias, they would more 

likely read into their experience as a fan of their favorite band, and the results reflected 

this perspective on the experience.  Respondents who thought that their favorite bands 

care about making an effort to connect with fans demonstrated that this perception 

heightened purchase intentions, satisfaction, and the overall positive experience. 

Although those who had made friends through music in the past were more 

affected by their respective scenarios in all four categories of measures, many were 

marginally significant or had only one or two measures per category yield significant 

results.  Though the effect is marginal, the effect is present.  The expected pattern of 
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results where respondents with past experience making friends through music are more 

impacted in the areas of purchase intention, connectedness, positive emotions, and 

perceptions of the event. 

Those who have experienced music community in the past reported higher levels 

of connectedness and community, as well as some higher levels in positive emotions and 

perceptions of the event, than those who have not, regardless of the scenario with which 

they were presented.  The difference in perceptions of the experience due to past 

experience most prominently was manifested in levels of connectedness.  If a respondent 

had experienced music community in the past, regardless of the scenario, that respondent 

will be more likely to feel a sense of community through the new scenario as well. 

Though some past experiences correlated with heightened responses to the 

scenarios with which respondents were presented, the most prominent relationships were 

found surrounding the community and connectedness which fans would feel.  The impact 

on feelings of community and connectedness means that an interactive scenario that 

features a face-to-face, personal element could be much more effective at engaging a 

strong, already-formed fan community.   

The primary shortcomings of this study likely result from the unfamiliarity of the 

situation with which I presented Scenario B respondents.  Because Scenario A 

respondents were presented with a concert, they were given a more familiar, less 

nebulous and vague situation that already had its own set of mental associations and 

potentially past experiences.  The likelihood of respondents having attended an event like 

Scenario B was little to none, as few artists have even done something like this before 

and even fewer people have had access to these events that tended to be attached to larger 
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metropolitan areas.  Because one situation was familiar and the other was not, it likely 

made it easier for Scenario A respondents to envision themselves in their situation and 

answer the questions in a manner more representative and realistic than the respondents 

for Scenario B. 

Because The 1975 has such a strong fandom formed already around the band’s 

live performances and on social media, this group was a prime target for this type of 

interactive event.  The fans would be more likely to have a higher level of engagement, 

purchase intent, connectedness, and feel more positively about the overall experience, 

since they already have such a strong fan community in the first place.  These results 

have shown that the interactive event more effectively achieves these goals than the non-

interactive one, and that the fans that were the target market of the event would more 

prominently feel those desired effects. 
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CHAPTER THREE 
 

Depth Interviews and Textual Examination 
 
 

Introduction and Description of the Pop Up 
 

To understand the general structure and setup of the event itself, I compiled 

several accounts of journalists, bloggers, and attendees who shared their experiences on 

various social media outlets.  The event took place in converted storefronts in Charing 

Cross in London and Orchard Street in New York’s Lower East Side.  The shops 

consisted of an antechamber-like first room, featuring the art of Samuel Burgess Johnson 

that the band used to promote the album and generate buzz on social media before its 

release.  The bright pink neon signs with the titles of songs from the album that had 

become synonymous with the album and with the band over the course of several weeks 

of promotion using this aesthetic theme were hung on the wall to accompany areas set up 

as museum exhibit-like photo ops.   

Figure 3.1. Photo from @The1975Updates Twitter account. 
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Here, fans had the chance to purchase an array of merchandise including physical 

copies of both albums on cassette, CD, and vinyl.  There was also a pink and white t-

shirt, in keeping with the minimalist, pink aesthetic of the new album, that was 

exclusively sold at this event, as well as a rose gold necklace which was featured on the 

band’s social media profiles. 

The second room, down a hallway in the British shop and up a flight of stairs in 

the one in New York, was the real reason fans had waited in line for hours in the middle 

of February.  In this room, the band waited for their fans to arrive and interact with them.  

The décor of the room was, again, minimalist and featured the artwork of Samuel 

Burgess Johnson.  The physical space was reflective of the band’s social media presence 

and brand. 

Respondents waited in line for hours but all shared the sentiment that it was worth 

it.  The fans were admitted into the event only a handful at a time—only groups of 10-15 

could be inside at any given time to maximize the personal nature and uniqueness of the 

experience.  The fans still waiting in line mentioned the hospitality shown to them and 

did not mind waiting in the cold because they understood it was the trade-off necessary to 

enable such a personal encounter with the band. 

 
The Depth Interviews 

 
 To get a more comprehensive, qualitative perspective on the many effects of the 

interactivity of the event on the fans and the fan community, I conducted depth 

interviews with four attendees of the event.  While a review of the literature provided a 

foundation for the theories and concepts in action during this event and the questionnaire 
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provided a more qualitative look at the effects of the interactive element of the event, 

interviews with fans who actually attended would provide more context and a more 

holistic, in-depth view of these factors and their effect on the fans’ relationships and 

experiences. 

I used my own Tumblr account to search “The 1975 Pop Up Shop” and other 

variations on that combination of words.  I sifted through the resultant posts sharing 

images and stories from the pop up attendees.  I looked for original posts that indicated 

originality by requesting that the user who posted be credited with the image shared, for 

instance, or was not reblogged from another user’s account.  I then reached out to each of 

the users that I discerned had actually attended the event via Tumblr message.  I asked 

them all whether they would be willing to help me in my project by sharing their 

memories, stories, and experiences.  Several responded, but many led to dead ends.  

Three users, Stacy Albuquerque, Katie Chambers, Maya Lani, and Nikita Stevenson, 

went through the whole process in answering my interview questions. 

 
Individual Respondent Profiles and Backgrounds 

 
 
Nikita Stevenson 
 
 

The 1975 is “without a doubt” Nikita Stevenson’s favorite band.  She lives in 

Nottingham, England, and attended the London pop up.  She pinpoints the period of her 

becoming a fan of the band as March of 2014.  She follows The 1975 on Twitter, 

Instagram, Tumblr, and Snapchat.  She owns both full-length albums on CD and on vinyl.  

She also owns the special edition box set of i like it when you sleep.  She owns all the EPs 

on vinyl and iTunes as well.  She has seen the band 13 times in concert, making her 
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opinion and experiences quite valuable.  She also did not want to do a Skype interview 

with someone she did not know personally and responded to the interview questionnaire 

via email, skipping some sections of the interview. 

Reactions and Experiences.  Stevenson expressed feelings of euphoria and 

fulfillment in response to the pop up and more specifically, meeting the members of the 

band.  This unique aspect of the pop up most dramatically influenced the attendees and 

set this event apart from other experiential marketing tactics by adding an interactive 

element.  Stevenson said she felt like she was floating, saying it was “the most unreal 

thing.” She said she nearly passed out when she met George Daniel.  The language she 

used to describe the experience suggests overwhelm and sensory overload, reflecting the 

stimulating and thrilling aspects of the event.  Most notably, she said that she felt “really 

connected to them” because it was such an intimate setting.  She felt that the band cares 

more about their fans than other bands do because of their willingness and enthusiasm 

about this kind of setting, and that attendees could tell that the band members were 

actually enjoying meeting everyone too. 

 Despite the inner elation and overstimulation, the external event itself was 

described as being very casual, “chill,” and conducive to creating an intimate 

environment where fans could make a real connection to the band members.  “It was very 

personal,” Stevenson said.  “It was just a calm atmosphere.” She felt like the environment 

helped her connect to the band and enjoyed that “the vibe was chilled out.” She said she 

felt like she had a unique, special experience that made her feel “so much closer to them 

which made [her] love them even more.” She predicts that this will influence how closely 

and loyally she continues to follow the band in the future. 
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Tumblr and Social Media.  The process of deciding whether or not to attend the 

event enabled the first point of fan community building.  Stevenson had first heard about 

the pop up shop when Matty Healy, lead singer of The 1975, mentioned it in an 

interview.  “I was really excited for it,” she said.  “I just kept waiting for news.” She 

frantically described her experience after hearing about it and the desperation with which 

she worked out the plan to be able to go.  She did not know anyone else who could go but 

resolved to do it herself, though she said that she saw some people posting online about 

the event as well, reached out and made contact with them, and ended up forming a group 

to go together with them.  This serves as the first instance of Tumblr mediating 

communication among members of the fandom and creating a space for their interactions 

to occur.  This comes partially as a result of the “pre-existing sense of shared 

community,” according to Daniel Cavicchi (1998).  He observes that fandom is 

predicated on “the expectation of shared experience,” rather than actual shared 

experience, thus facilitating the formation of relationships more readily.  This space and 

these interactions led to the formation of new friendships and bonding through the shared 

passion for the band, as Stevenson experienced. 

Purchase Behaviors.  Stevenson did make a purchase at the pop up shop to create 

a memento of the day.  She bought the rose gold necklace that had been so heavily 

associated with the pop up as a unique product offering through the band’s social media 

posts.  She got it for herself as a present both to celebrate and remember the day and in 

celebration of her 21st birthday.  She said the availability of the band to sign merchandise 

did not motivate her to buy anything to be signed because she already had her own 

special merchandise that she wanted signed.  She brought the picture album that 
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accompanied a special box-set edition of i like it when you sleep for George Daniel to 

sign.  Because she was such a dedicated fan, she already owned much of the 

merchandise, vastly decreasing the likelihood that she would purchase something there.  

This demonstrates a fascinating paradox that rather than having a higher likelihood of 

purchasing because she is a dedicated fan of the band, as was expected, Stevenson 

actually had a lower likelihood of buying something because her extreme dedication 

means that she already owns so much and has her own mementos that mean something 

specific to her personally that she would prefer to bring and have signed. 

Stacey Albuquerque 

Stacey Albuquerque had been a fan of The 1975’s since 2014 and attended the 

New York pop up.  She made the distinction that she had heard of them and knew about 

them since 2013 but did not truly become a fan until a year later.  She follows the band 

on Twitter, Instagram, Tumblr, and Snapchat.  She owns all the band’s EPs and albums in 

digital format, but she also owns i like it when you sleep on vinyl and CD, as well as their 

first LP, The 1975, and the fallingforyou, Medicine, Music for Cars, and Facedown EPs 

on vinyl.  She has seen the band in concert three times at different locations throughout 

New York state, where she is from.  She did not feel particularly comfortable with the 

anonymity of a Tumblr message, and the interview was conducted via email as a result. 

Reactions and Experiences.  Albuquerque first heard about the pop-up shop via a 

tweet from Jamie Oborne, the band’s manager.  She then made plans with five other 

friends to go to the event together.  She remembered the line being “freezing” above 

anything else due to her trying to wear a “cute” outfit that ended up not being warm 
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enough.  The nature of the event branded it as a scenario in which identity signaling was 

necessary. 

Once Albuquerque and her friends entered the shop, she said they immediately 

went to take pictures with the neon signs.  This 

aspect of The 1975’s brand image that has 

become iconic to fans through their repeated 

use of the neon pink in social media posts was 

a notable and picture-worthy part of the 

experience.  After Albuquerque and her 

friends entered the shop and took pictures with 

the neon signs, they went to buy merchandise.  

She bought a shirt and CD, and she said she 

was also given a free pink cassette.  After the 

brand museum and standard store components 

had been experienced, the group prepared to 

go to the room where the band was waiting to 

meet the group. 

 Like Stevenson, Albuquerque 

expressed feeling stimulated, overwhelmed, 

thrilled, and like the event was “dream-like” throughout the proceedings.  Once she and 

the other fans in her group were admitted into the room where the band was, she said that 

Matty Healy greeted everyone with a hug and a welcome.  She recounted having a nice 

conversation with Healy where she got to talk about her favorite song of theirs.  “I still 

Figure 3.2. Post from Stacey Albuquerque’s Tumblr 
blog after attending the event. 
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can’t believe all of this is happening,” she recalls feeling.  Figure 3.2 shows that she 

shared the event afterward, posting a photo of the autograph and message she got from 

Healy, along with the caption, “I tear up every time I see this.” She said she just stood for 

a minute trying to take everything in.  She felt like “a ball of anxiety” throughout the 

whole event because she was too shy and introverted to have all the conversations with 

the band she would have wanted to have.  She recalled several minute details about the 

event, remembering each personal interaction with the members of the band as significant 

and meaningful to her.  She emphasized the genuineness with which the band approached 

the whole event and all their interactions, citing that as a really positive aspect that 

impacted her experience as a fan. 

Tumblr and Social Media.  Albuquerque regularly uses Tumblr and frequently 

engages with content involving The 1975.  According to Albuquerque, “The 1975 is 

featured in almost all of my original posts.” She said that when she engages with other 

Tumblr users in her feed or with similar interests, she feels a sense of community.  “We 

love the same band and agree with their messages of love and acceptance making it feel 

like a safe space.” These comments suggest that a fandom community has been built up 

surrounding the band through the digital space that had been created on social media. 

Connectedness and Community.  Albuquerque felt that The 1975 members truly 

care about making a connection with their fans, and that there really was a community 

felt among the fans.  She felt like they cared more about making a connection with their 

fans than other bands generally do, and that they were successful in connecting with her.  

“I felt like I was a part of something,” she said.  Through creating this “unique” and 

“special” experience, Albuquerque thought the band’s willingness and enthusiasm about 
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an event like this shows the fans that they care more strongly about them than is typical 

of other bands.  “We were not obligated to buy anything in order to meet them, and when 

they saw people lining up the night before, they opened the shop up early so that people 

wouldn’t sleep on the streets,” Albuquerque noted as a testament to how much the band 

cared about their fans.  She also mentioned appreciating as a fan that the band manages to 

keep concert tickets and merchandise fairly affordable.  These aspects of the band’s 

approach to relating to their fans make them stand out as truly unique in influencing the 

connection that fans experience. 

Purchase Behaviors.  While at the pop up, Albuquerque bought a pink shirt and a 

CD.  She said she bought the shirt because of the exclusive nature of the specialty 

merchandise available only at the pop up.  She said the willingness of the band to sign 

merchandise did impact her purchase decision since she did not take anything previously 

owned but wanted to get the band members’ signatures.  At the event, the CD was only 

$5, which also encouraged her to buy it, since she said she would not have bought it if 

she had not attended.   

The specialty merchandise as a way to signal uniqueness demonstrates 

phenomena discussed by McCudden (2011) and by Chan, Berger, and Van Boven (2012).  

McCudden notes the gap in the literature concerning hierarchies within fandoms.  She 

identifies characteristics such as “encyclopedic information that is in some ways 

unobtainable to the casual fan” (2011) as identifiers of bigger, more devoted fans.  She 

also denotes investment as a key characteristic in the formation of fandom hierarchy, 

suggesting that “investments can be economical as is the case with investing money or 

purchasing collectibles, or can be less tangible investments of time and effort” 
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(McCudden 2011).  Owning an exclusive, collectible piece of merchandise would 

perform this function for Albuquerque, allowing her to identify herself as a bigger fan.   

Identity Signaling.  According to Albuquerque, 

“Many of my friends who are fans of The 1975 do have their own individual 
aesthetic, but they are all different.  Having waited for hours on line with many 
fans, I’ve noticed that though at first many may seem to have the same aesthetic, 
they don’t.  You get some people with more of a goth look, some with a ‘hipster’ 
look, and some with a glam goth look.  The aesthetic does align somewhat with 
the band’s aesthetic, like mine does, because I love them so much and draw 
inspiration from their art, as I’m sure many other fans do.” 

This statement echoes many of the ideas of fashion and style choices being impacted by 

the fan community with which people identify, while still varying internally to 

differentiate themselves from other members of the group (Chan, Berger, & Van Boven, 

2012). 

Branding and Aesthetics.  Respondents tended to agree that there was a very 

specific aesthetic associated with The 1975 based on their social media presence and 

other visual cues associated with the band, but this specific aesthetic was somewhat hard 

to define, often described vaguely.  Albuquerque suggested that the brand aesthetic may 

perhaps be hard to define because “it is always evolving.” 

When asked to describe the brand’s aesthetic, Albuquerque said, “Simplistic, 

artistic, and angsty with a splash of happiness and self-awareness.” She also said that 

certain expectations do come with blogs of The 1975’s fans, but she also said that 

individuality still shows itself within these blogs.  “I usually expect more artistic or 

‘Tumblr’ pictures and obscure quotes written on a mirror, but recently I’ve been surprised 

by the things that have been reblogged by fellow fans like Vine videos or jokes.  I think 

it’s good to remember you don’t always have to try to fit an aesthetic.” The word choice 
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“try to fit an aesthetic” suggests that these lifestyle choices are opt-in and require thought 

and effort.  Those who want to identify with that community have to consciously and 

continuously make the choice to display and share the cultural artifacts that others would 

associate with this band’s fandom. 

Katie Chambers 

 Katie Chambers has been a fan of The 1975’s since what she labelled “The Drive 

Like I Do Days” (referencing the band’s original name), and as a student from Camden, 

London, she attended the pop up shop in Charing Cross.  The 1975 is her favorite band, 

and she follows the band on Instagram, Twitter, Tumblr, Facebook, and YouTube.  She 

owns both LP albums on CD, in digital format, and on vinyl, as well as all the band’s EPs 

on vinyl.  She frequently attends concerts and has seen The 1975 live 12 or 13 times. 

Reactions and Experiences.  After hearing about the pop up on Tumblr, Chambers 

immediately began planning to attend the event.  She entered into what she described as 

“an extremely long planning process” determining the logistics of who would come with 

her and how they would get there.  All the preparations increased the excitement and 

anticipation for those in her group going (“It led up to a lot of excitement from all 

parties.”).  Once she was actually there, she “really enjoyed the event.” She repeatedly 

came to the word “humbled” to describe her feelings and reactions to the event (“I was 

very humbled by the guys”). 

 She found her interactions with the band members meaningful and increasing her 

appreciation for them as a fan.  “They’re extremely genuine and lovely,” she said of her 

interactions with the band.  “They care heaps and bounds for all the fans!” She believed 
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an event like this helped the band demonstrate that they care for their fans more strongly 

than many other bands do (“The 1975 are very invested in the fans, and I’ve experienced 

a lot of love by them and also Jamie [Oborne, the band’s manager]”).  Though she thinks 

they care deeply about connecting with their fans, she also pointed out two other bands 

who also effectively form strong fan connections. 

 Overall the event provided an effective opportunity for Chambers to connect with 

the band and show her support of them.  She is extremely invested in the band and wants 

to continue to support them, both monetarily and nonmonetarily.  She spoke about her 

support in terms of gratitude and indebtedness, referencing wanting to both attend the 

event and purchase merchandise to support them.  She expressed that the band plays a big 

role in her life (“they’ve changed my life increasingly and are always going to be a part 

of my life”), and that she has formed a relationship with the band through her years of 

fandom.   

Tumblr and Social Media.  Chambers considers herself a frequent Tumblr user.  

Tumblr was where she first heard about the pop up event, from The 1975’s Tumblr page 

and then from a native advertisement on Tumblr.  She said she frequently reblogs content 

featuring the band, specifically GIFs of the band and “theories,” suggesting that she 

engages in conversations being had broadly across the band’s fandom regarding 

upcoming events, potential news stories, and other unconfirmed information about them.  

Line Nybro Petersen (2014) observes that Tumblr uniquely “offers an opportunity to 

relocate from the consumption of media text to fan-made media production,” as 

Chambers expressed.  Based on the content released by the band, whether on a record or 

said in an interview, fans can then begin their co-creational process to create theories for 
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themselves, which accounts for “much of the pleasure of fandom” (Sandvoss, 2005).  

Thus, Chambers experiences fandom on an enhanced, deepened level due to her 

engagement with and creation of content via social media. 

Connectedness and Community.  Overall, Chambers believed that she made a 

connection with the band through this event.  She found it a unique and special 

experienced that was immensely enjoyable for her as an extremely dedicated fan.  As a 

member of The 1975’s fandom, Chambers says she feels a sense of community when 

engaging with other fans on Tumblr.  She said she believes that “The 1975’s fandom is 

very, very accepting, although it can be quite annoying and problematic at times.” 

She took some issue with the American fanbase, noting that many “believe 

they’re righteous and get extremely jealous when things are happening for the UK fans,” 

and expressed annoyance about this attitude.  McCudden observed this phenomena when 

studying fans of the game World of Warcraft, noting that fans that have been fans longer 

seem to afford themselves more status and power within a fandom hierarchy.  They seem 

to express “the idea that there was something more challenging about being a part of the 

group at an earlier time” (McCudden, 2011).  Because Chambers has been a fan longer 

and feels like a part of an “original” group of fans that has been with the band since the 

beginning, when they were not so popular, she now feels a certain frustration with those 

that she has deemed lower in a hierarchy because of both temporal and geographical 

inferiority, a phenomenon not studied or noted in previous fandom literature. 

Purchase Behaviors.  Chambers came to the pop up shop ready to buy 

merchandise to support the band and gain value in having memorable keepsakes that help 

signal identity, similarly to Albuquerque.  She recalled wondering “How much money am 
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I going to spend?” when she arrived at the event.  It was never a question for her of 

whether she would purchase merchandise or not, but rather how much and which 

products.  In the end, she bought the Drive Like I Do leather jacket, another leather 

jacket, and a t-shirt.  For her, the main motivation in spending her money on this 

merchandise comes purely from supporting the band as a cause about which she is 

passionate (“I love them; I couldn’t go and not buy anything.”).  She intentionally does 

not stream The 1975’s music digitally on a service such as Spotify because she believes 

in purchasing music to support the artists.  She said she likes to buy physical copies 

(“especially vinyl”) of albums, and she would buy them whether she attended the event 

or not as a show of support and fandom.   

Identity Signaling.  Chambers spoke a bit about the aesthetics and identity 

signaling of members of The 1975’s fandom as well.  Although she believed that fans of 

The 1975 have a very specific aesthetic that aligns with that of the band members, she 

also said, “I believe strongly that every fan I’ve had the pleasure to meet has an 

extremely different aesthetic and adapt The 1975 in different ways.” Chan, Berger, and 

Van Boven (2012) discuss various dimensions that people use clothing and appearances 

to signal that they are part of a group and then use another layer or dimension of look 

(e.g., a variation of color while keeping with the same general style or cut of clothing) to 

identify themselves as unique individuals.   

While waiting in line, she found it easiest to connect with the fans “around her 

age” and those “who are predominantly Black and White Era fans.” Chan, Berger, and 

Van Boven (2012) discuss this idea of differentiation within one main social group.  They 

observed that “people often converge to their in-group preferences on this signaling 
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attribute while differentiating themselves on a uniqueness attribute.” Though all the 

attendees fall into the main category of fans of The 1975, the fandom fragments into 

subgroups depending on which era of the band’s aesthetic with which they most 

identified.  Chambers found it easiest to connect with the fans who identity signaled that 

they were in the same subgroup as she was, based on the values, attributes, and identity 

that is connoted through the aesthetic affiliation with a particular era. 

Branding and Aesthetics.  Chambers made quite a few observations about the 

band’s aesthetic and branding, both on social media and in reality.  Chambers said she 

believed she could predict the types of images and posts that would be shared on Tumblr 

account based on that user being a fan of The 1975.  “Many reblog the same images,” she 

said.  When asked whether she would say that The 1975 has a very specific aesthetic, she 

responded, “Yes, definitely!” She did not believe that the aesthetic showed itself most 

obviously on Tumblr, but rather through frontman Matty Healy’s personal Twitter 

account and through the band’s 

Instagram account.   

 She described the aesthetic of the 

band in relation to eras.  What she 

dubbed the “Pink Era,” the period of 

time surrounding the release of i like it 

when you sleep to the present, she 

described as inclusive of “pink and 

muted blue tones, neon, and rectangles.” 

This particular aesthetic could be seen 
Figure 3.3: Cover art from The 1975’s self-titled debut 
album. 
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throughout the pop up, as well as in the artwork of Samuel Burgess Johnson recently used 

to promote the second album.  Figure 3.1 demonstrates a sample of this general aesthetic.  

She contrasted this current aesthetic with the “Black and White Era,” the period from the 

band’s formation as The 1975 (rather than their previous incarnation, Drive Like I Do) 

until after the release of their first, self-titled album.  She described this aesthetic as 

“black, white, grey, floral (‘Robbers,’ [she explained, referencing the music video for one 

of their singles), and artistic indie.” Figure 3.4 provides a sample of what she is referring 

to when describing the Black and White Era. 

 When describing the event itself, Chambers referenced “the third era.” She 

viewed her observations and evaluations of the band’s aesthetic moving into the future, 

and especially into the release of their third full-length album, as the creation of a fan 

theory.  She thought it was “really nice to see that the DLID [Drive Like I Do] Era may 

be making a comeback.” Based on the florals featured in the posters and the leather 

jackets, especially one featuring the band’s former Drive Like I Do logo, she evaluated 

that the next evolution of their brand image would be a few steps backward into the 

band’s origin.   

Maya Lani 

 Maya Lani has been a self-described “hardcore fan” of The 1975 for four or five 

years, and she would say that the band is “her favorite by miles.” She follows the band on 

Instagram, Twitter, Tumblr, and YouTube.  She owns all the band’s EPs and LPs on 

vinyl and in digital format, as well as the two LPs on CD and cassette.  Though she used 

to use Spotify to stream the band’s music as well, she does not anymore.  She frequently 

attends concerts and has seen The 1975 live “quite a few” times. 
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Reactions and Experiences.  Lani first heard about the pop up on social media and 

remembers the “blur of confusion” in trying to sort out the logistics of going.  She recalls 

rushing to get there and then arriving too late and being quite disappointed because of 

this.  She also shared her experiences at the pop up shop that the band opened during 

December 2016, where they were not present.  Because she knew that the band would not 

be there, she described her most recent experience as “very chilled,” and noting the lack 

of “rush and disappointment to see them and then being too late to see them, just a nice, 

warm atmosphere, very aesthetically pleasing obviously, well organized and laid out 

inside, and the people working and helping out were all lovely.” Despite missing the band 

during the first pop up, Lani still felt “really good, comfortable, and happy” and, like 

many other interviewees, expressed gratitude for creating such a different experience.  

She especially noted that she was grateful that there was no entry fee, and that she felt “a 

lot of love” because of this expression of care for fans.  “Unmistakably” she felt that she 

had a unique, special experience.   

Connectedness and Community.  Lani is a regular Tumblr user (“every day”) and 

engages frequently with content centered around The 1975 on Tumblr.  She thinks that 

The 1975 is featured in “some to a lot” of the content on her blog.  She said she 

“definitely” feels a sense of community with the other fans of The 1975, especially when 

engaging with those fans on Tumblr.  Though she did not particularly form strong 

connections with fellow fans during the event itself, Lani did feel connected to the band 

itself.  She feels like events like this really help the band members show that they care 

more strongly for their fans than many other bands do (“I could name quite a few bands 

and artists they’re ahead of”) and care more about making a connection with them.  She 
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felt that the band not requiring money to enter into the experience especially shows this 

care and desire to make a connection.  While the pop up does not necessarily affect the 

extent to which Lani will follow them in the future (“I would have continued to support 

them”), she did find it a “nice little bonus” for fans and an enhancement of her experience 

as a fan.  She has experienced the power of music and fandom in bringing people 

together and identified several personal connections that have resulted from bonding over 

love of the band, and asserts that “they’re definitely powerful in connecting people.” 

Purchase Behaviors.  While at the pop up, Lani bought three shirts, a sweater, all 

the sew-on patches, a poster, and a bag, as well as some other items she could not 

remember.  She bought those products because she “just really liked the merch” and “had 

money to spend.” Though the band’s presence was a big draw at the first pop up, she also 

attended the second one to buy more merch as well, suggesting that Lani emphasized the 

store aspect of the experience more so than some of the other fans did.  She was going to 

go to the event primarily to buy merchandise from the band rather than exclusively to 

meet them.   

Identity Signaling.  Like Chambers, Lani differentiated between eras in reference 

both to the band’s evolving aesthetics and to different groups of fans.  While Lani could 

not put her finger on exactly how to describe the commonalities among the aesthetics of 

fans of The 1975, she observed that the aesthetics evolve with the band’s aesthetics 

(“people definitely align their aesthetics to fit the era”).  She observes fans adjusting their 

identity signaling to ensure that they are always indicating their current fandom and to 

show that they are supporting and evolving with the band.  Lani perceives the adjustment 

of materials to the appropriate eras as present on social media as well.  Both the 
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appearances curated and the content shared by fans serves to signal identification as a 

part of this fandom and share a piece of their personality and identity with the public. 

Branding and Aesthetics.  Despite the different eras of The 1975’s aesthetic, Lani 

thinks their aesthetic is consistent across their social media accounts and that to an extent, 

she would be able to predict the types of content a fan of The 1975 would include on his 

or her Tumblr blog to some extent.  She also adds the caveat though that the ability to 

predict content is contingent upon eras.  Unlike Chambers, who described the different 

eras’ aesthetics very descriptively and nominally, Lani focused more on the associations, 

feelings, and general atmospheres.  She emphasized that their aesthetic is constantly 

changing, but that it is consistently “very thought out but not seeming deliberate.” 

 
Cross-Case Analysis 

 
Overall, the respondents had an extremely positive experience with The 1975’s 

pop up and were grateful to the band for their willingness to partake in such an interesting 

initiative to reach out and connect with their fans.  As both the questionnaire and the 

following depth interviews have confirmed, the fans of The 1975 are prime targets for an 

attempt at fan engagement through interactivity and creating an experience that allows 

fan communities to engage in identity signaling and that aligns with branding and 

aesthetics.  The Tumblr IRL initiative was extremely effective in achieving both 

monetary purchase goals and in achieving fan- and community-oriented nonmonetary 

goals, such as increasing connectedness and building the band’s brand. 
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Tumblr and Social Media 
 
 All four of the respondents engage in The 1975’s fandom community on Tumblr.  

Many of them referenced the “safe space” and “community” that has been created via this 

digital space that allows for interactions, sharing content, discussing “fan theories,” and 

forming relationships within the fandom.  Because of this already-formed community that 

is more strongly referenced as a platform for these experiences than any other social 

media site, Tumblr was the perfect organization to form a partnership with in sponsoring 

the Tumblr IRL partnership pop up.  As many of the respondents suggested, many of 

them believed they could identify content that Tumblr users who are fans of The 1975 

would blog based on a shared aesthetic.  This aesthetic, paired with the community, was 

made physical based on phenomena occurring in the digital space through this unique 

event.  Because of how strongly these factors were coming into play before the event, the 

event itself leveraged them to more effectively engage this specific segment of fans who 

would favorably respond to these elements. 

 
Purchase Behaviors 
 
 The four respondents all bought merchandise at the pop up shop, but the extent to 

which they emphasized the availability of products for consumption and the motivations 

for purchase varied among them.  While the availability of the merchandise was not the 

primary motivator for attendance at the event, the attendees would not have purchased the 

products they did if they had not attended the event.  The pop up served as an effective 

vessel of value exchange among all parties. 

The respondents’ motivations for purchase all centered around some aspect of the 

uniqueness of being present at the event.  Albuquerque emphasized the exclusivity of the 
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merchandise available as a motivator for purchasing the products she did, as well as 

referencing the situation itself as influential in her purchase decisions.  Chambers was 

motivated by a sense of gratitude toward the band and indebtedness to them for the effect 

they have had on her life.  A gap in the literature exists surrounding this phenomenon, 

leaving space for more future research on this dimension of fandom.  Stevenson wanted 

to obtain a memento for herself to memorialize her experience.  Lani emphasized the 

availability of the merchandise more so than the other respondents, viewing the spread of 

products as an opportunity for a shopping spree for her favorite brand.  The interactive 

nature of the event only impacted one respondent’s purchase intentions, but as has been 

discussed, various other dimensions came into play to motivate purchase among the 

respondents.  The uniqueness of the event certainly played a role in encouraging 

purchase, creating a value exchange where the band receives monetary value from the 

fans purchasing the merch, and the fans receive both a physical good and the 

nonmonetary benefits attached to status building, memento creating, and cause 

supporting in return.  The 1975’s fan base in particular, a group that identity signals via 

their clothing and appearance choices, is an especially effective group to target with a 

shop featuring exclusive merchandise. 

 
Identity Signaling 
 
 As was noted in the interviews, The 1975 fan base heavily identity signals not 

only with their choice in music but also through their choices in aesthetic appearance.  

The merchandise available at the pop up shop helped the attendees to identity signal as 

fans of the band, but the event itself took it one step further and provided the opportunity 

to share texts surrounding the event on their social media profiles, which serve as primary 
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platforms of identity signaling.  Through the aesthetic appearances and the content of 

social media profiles, fans can identify each other and signal that they are members of the 

same ingroup.  Within that main fandom, however, hierarchies emerge.  It is somewhat 

unclear whether these hierarchy divisions are shared across the fandom universally and 

whether the lines are drawn explicitly or are more of an implicit understanding that many 

fans have.  The specific dynamics within the fandom would be another point of future 

research. 

 Because The 1975’s fandom identity signals regularly, members of this fandom 

were, again, prime targets for this type of event.  The exclusivity of the merchandise 

available for purchase at this special event, coupled with the presence of the band and the 

opportunity to meet them, provided a perfect opportunity to meet all identity signaling 

needs.  The exclusive nature served to distinguish attendees as fans at a more dedicated or 

special level within the hierarchy, allowing them to both identity signal as members of 

this fan group to those outside their community and to signal a higher level of 

membership to those within the community.  This way, both ingroup belonging and 

individual uniqueness needs are met. 

 
Social Belonging, Fandom, and Collective Effervescence 
 

A video was recorded by YouTube user Namiko M, a 12-year-old girl from 

London according to her bio, who lived in a flat above Charing Cross, where the London 

pop up took place.  In it, Namiko and her dad opened their windows and played The 

1975’s albums loudly out over the line.  Various people waiting in line began to sing 
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along, and eventually 

almost the whole line was 

singing.  Various attendees 

of the event found this 

video and left grateful 

comments.  The experience 

was meaningful to them and 

helped display and 

strengthen the sense of 

community that was felt among fans. 

 Stevenson’s original plan was to attend the event alone, but she recalls making 

friends both online and in line and experiencing a real sense of community.  She said she 

had thought she would have to go alone until she saw some posts online about other 

people going alone.  They all connected and formed a group to go together.  Once in the 

line for the event, Stevenson did feel like she made connections with other fans, bonding 

through both how cold it was and how excited everyone was to get inside.  “It was so 

cold and just standing there was mental, but the girls I met were amazing, and we’re all 

best friends now,” she said.  Stevenson created community through a common fandom 

where she did not necessarily have that before. 

 For Albuquerque, the experience included a social dimension from the very 

beginning.  She recalled “freaking out” with her friends when they found out the location 

and remembered making plans together to go to the pop up.  Being fans of The 1975 was 

a contributing component of this group’s friendship, and that fandom provided a basis of 

Figure 3.4. Comments on the YouTube video “a very very long line video,” 
https://www.youtube.com/watch?v=cUx_YQIpTa0. 
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community and the excitement that comes with that belonging from the start.  She also 

noted that although she had a few conversations with some of the people around them in 

the line and while warming up inside the Starbucks near the pop up, she does not feel that 

she connected as deeply with some of the other fans because of her nerves and 

introversion.  Her friend group did become friends with a girl behind them who came by 

herself, however, welcoming her into their micro-community. 

A new phenomenon that has emerged during this study is the construction of 

hierarchy based on geography and the relationship of that geography to the fandom 

timeline.  As Chambers pointed out, she took issue with the “American fanbase” 

specifically.  The implication was that the American fans were somehow less “true” fans 

than the British fans.  This dichotomy likely results from the length of time attached to 

those geographies, as British fans are viewed as the “original” loyal fans which have been 

with the band since the beginning.  The resultant hierarchy privileges certain fans and 

discredits others based on their geography and how long they are likely to have been a 

fan based on that geography. 

 
Branding and Aesthetics 
 

The 1975 curates an aesthetic which all the respondents claimed existed to 

varying degrees and which could be seen in the fan base and manifested in the creation of 

the pop up’s exhibits and photo ops.  Because the band already had such a strong, 

established brand aesthetic that fans readily recognize in both the band’s and each other’s 

appearances, aesthetic preferences, and social media posts, the Tumblr IRL initiative was 

an effective way to simultaneously draw from that brand aesthetic and strengthen it.  The 

various elements in play at this event, from the physical appearance to the exclusivity of 
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the merchandise available to the band’s presence to the fan community engendered, all 

contribute to creating an environment that aligns with the band’s brand aesthetic.  

Because this expression of the brand creates a platform for fans to create texts and 

cultural artifacts based on the event and share them on social media, it serves to then 

proliferate that brand image throughout the fandom.  The strong foundation of the brand 

aesthetic both enhances and results from the fan experience at the pop up shop. 

 
Discussion 

 
 This study examines the effects of a branded interactive marketing experience on 

a collective fan base. Various dimensions of fandom and engagement were shown to be 

present in the interactive pop up shop event that enhanced the fan experience in several 

ways.  While the questionnaire helped highlight some of the effects of the personal, 

interactive element present in this scenario that has been absent in many branded 

experiential marketing strategies until now, the interviews with attendees lent firsthand 

accounts of the effects on those who were actually there and could speak to how well the 

event catalyzed both monetary and nonmonetary value exchanges.  The fans had a 

unique, exciting experience created by the physical environment and its branded 

aesthetic, the exclusivity of the available merchandise, the presence of the fellow 

members of the fandom, and the eagerness of the band members to interact with the 

attendees.  These various elements of the event each presented an opportunity for fans to 

identity signal through social media and distinguish themselves within their fan 

community as elite members in the fan hierarchy due to the exclusivity of their 

experience and the effort they exerted to attend.  This research has implications in the 

constantly growing and increasingly relevant field of experiential marketing, emphasizing 
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the elements present in many of today’s fandoms that can help marketers identify target 

segments for which an exclusive, interactive scenario will be most impactful. 
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CHAPTER FOUR 
 

Conclusion 
 
 

 For fans of The 1975 who attended their Tumblr IRL pop up shop in either 

London or New York, their participation in the fandom has been enhanced as a result of 

the leveraging of various preexisting conditions that contributed to the event’s success to 

create a unique and meaningful experience.  In the rapidly changing landscape of 

marketing and attempting to connect and engage in the digital world, a physical 

manifestation of the spaces that allow for that connection and engagement online can 

provide fans with a new and different way to feel a sense of community with each other 

and to feel like the members of the band really do care about each individual story.  The 

innovation seen in the pop up shop that featured face-to-face, personal, interactive 

contact created a new channel for phenomena that, while powerful and effective in 

engaging fans and giving them a satisfying fan experience, are heightened in a way not 

observed before. 

 We live in a fascinating, paradoxical era when people are consuming music more 

frequently and heavily than ever before, yet artists are increasingly struggling to monetize 

their art to achieve the same levels of monetary success that were achieved during the 

height of the big record labels only a few short years ago.  As a result, artists are pushed 

to incorporate the creativity that goes into the production of their music into all aspects of 

their work, including their aesthetic branding, their social media presence, their fan 

interaction, and their communication strategy.  In the search for new and unique ways to 
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improve these now-necessary pieces of present-day music stardom, artists like The 1975 

and companies like Tumblr have succeeded in developing new ideas and spaces for the 

growth of these elements to occur.  Not only did the event add a new element to more 

traditional experiential marketing, fan-artist interactivity, but it did so with a market 

primed to get the most out of this specific type of event.  Hedonic consumption occurred 

not only of the merchandise available but of the event itself and the fandom opportunities 

afforded by it.  The emotional aspect of attending the event was simultaneously the 

motivation, the objective, and the result of “consuming” or attending this event. 

 The questionnaire revealed some of the nuances discovered when examining the 

hedonic outcomes of the interactive element of the event.  In the theoretical sphere within 

which the questionnaire operated, some fascinating findings were revealed through 

various statistical measures of the comparison of means across different dimensions of 

the effects of the two experiential marketing scenarios.  The interactivity correlated not 

only with some higher purchase intentions, which is always a desirable outcome for a 

marketer, but also with more profoundly felt nonmonetary, hedonic benefits of 

consumption.  Among these other benefits was an increased sense of community, 

primarily in fan-fan interactions.  The fandom and its community, while already strong 

before the event, could be reached in a new way through the inclusion of the interactive 

element.  

The difference in past experiences as a fan of music was also measured against 

the effects of the two experiential marketing scenarios, finding that past experiences 

serve as an indicator of a more pronounced effect.  Those who identified as fans of music, 

had been to a concert in the past, connect with their favorite bands on social media, 
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and/or have been a part of a music-based community before generally experienced higher 

purchase intentions, levels of community and connectedness, positive emotions felt in 

response to the scenario, or desired perceptions of the event, to varying degrees.  Past 

experiences in music community more strongly influenced measures of community and 

connectedness than any of the other factors, meaning that respondents who have 

experienced community through music in the past will more strongly feel that they are 

members of a community and feel connected to fellow attendees in any experiential 

scenario, but especially in an interactive one.  

As many of the factors discussed in Chapter 1 are present and at play in the 

fandom of The 1975, a fandom with this past experience coupled with the interactive 

experiential marketing scenario will feel the effects of the event more pronouncedly, as 

Chapter 2 revealed.  This target market was primed by their past experiences with the 

band, with their high engagement, with their social media usage and content, with their 

identity signaling tendencies, and with their strong fan community to gain more from the 

interactivity than a casual listener would.  The background of many of the attendees at the 

event colored their experience more vividly and allowed them to feel more connected to 

their fellow fans, as well as to the band members themselves.    

We see this assertion come to fruition through the depth interviews with and 

analysis of online responses to the event from those who actually attended the pop up.  

All four of the respondents were what McCudden (2011) would refer to as “big fans.” 

They own the band’s albums, many in multiple formats.  They follow the band on 

numerous social media platforms.  They engage with other fans, enjoying creating texts 

based on the canon texts created by The 1975, sharing them online, and building on those 
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texts with other fans in the online community.  They identify fellow fans of the band 

through visual cues, based on both appearances and social media profiles, using that as a 

common denominator to form relationships.  They care about the band, they have been 

impacted by the band, and they want more—more of a connection, more of a truly 

singular, individual experience.  Tumblr IRL provided just that opportunity for these big 

fans to go deeper and gain value on many levels. 

Through catalyzing the preexisting conditions that put The 1975’s fans in a 

perfect position to be affected by the interactive, aesthetic, and exclusive nature of the 

pop up shop, the fans received both physical and intangible value.  The attendees 

experienced a strengthened community bond, expanding the interactions and connections 

that were previously limited to a digital space like Tumblr.  They also got the opportunity 

to add a component of exclusivity and uniqueness both within and between ingroups.  

Attendees not only went to the event and shared it on their social media accounts, 

identifying themselves as dedicated fans to those outside the fandom, but once inside they 

also gained access to merchandise that was exclusive to the event.  Additionally, entrants 

gained access to the whole experience, an exclusive opportunity in its own right.  Both 

these exclusive aspects of the pop up allowed fans who attended to signal themselves as 

more elite within their own ingroup, demonstrating to other members of The 1975’s 

fandom that they have achieved a higher, more selective status.  While each respondent 

also received very personal benefits unique to each of them from their attendance at the 

event, they all experienced these common effects.  The combined effects serve to 

enhance the attendees’ hedonic experience as a fan of the band overall, signifying to the 

fans that the band cares and that they are valued, gestures for which the fans all expressed 
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immense gratitude.  They all said that the event just confirmed The 1975 as one of their 

(if not their) favorite bands, heightening their appreciation for and adoration of them. 

Not only did the fans benefit and receive hedonic value from the experience, but 

the band also received the value attached to building their brand, engaging their fans, and 

selling exclusive merchandise.  The atmosphere, décor and layout, and merchandise 

available all contributed to the aesthetic branding of the band.  It drew from the already-

existing branding for the second album that had been publicized via social media and 

created physical manifestations of those aesthetic sensibilities to appeal to the fans and 

present them with an environment and with exhibits that align with expectations.  The 

ensuing media coverage and social media shares surrounding the band, the event, and the 

people that attended added to the branding strategy of the band.  Additionally, the fans 

responded overwhelmingly positively to the event.  Because the fans are engaged and 

satisfied by their experience, they want to continue to support the band and engage with 

them and their content in the future.  The sale of the exclusive merchandise also helped 

create monetary value for the band that would not have been exchanged without the 

event, as many respondents reported.  Through these various value exchanges, both the 

band and the fans receive tangible and intangible benefits, each helping the other to 

achieve goals and claim value. 

Amid the attempts of artists to effectively reach their fans and encourage 

engagement and support in the digital age, The 1975, in their partnership with Tumblr, 

has succeeded in creating a space that allows these effects to develop in those who 

partake in the experience.  Figure 4.1 summarizes the dimensions of The 1975 fandom 

present that mark the fans as a prime target market for the processes at play in this 
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particular experiential marketing strategy to produce the desired results.  The various 

effects experienced by fans who attended the event all combined to create one 

comprehensive experiential marketing event that afforded its consumers unique hedonic 

benefits that meet the needs of both the band and the fans taking part in the experience in 

a way not formerly practiced or studied.  Fans of The 1975 have been presented with an 

opportunity to experience something truly new and unique that many other music 

fandoms are not afforded.  This unique opportunity motivates them to pursue a deeper 

connection with the band and strengthen the loyalty and relationship they have with the 

band and will carry on into future interactions between them and the band and within 

their fandom community, whether those are restricted to the digital sphere or whether 

Figure 4.1: Phenomena resulting from interactive experiential marketing strategy. 
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they become manifest as opportunities for both uniqueness and community found in the 

physical world.  
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