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ABSTRACT
This study aims to highlight the challenges and perspectives of electronic music in France. This
musical genre is becoming increasingly popular in the world and especially in France. The research
methodology is based on a mono-method research design composed of a survey. It will analyse the
perception and habits of electronic music listeners in France. The research will highlight three
points: the French public distinguishes between electronic dance music, which it consumes little,
and other sub-genres of electronic music. The second point highlighted will be the lack of media
dedicated to the promotion of electronic music. And finally, the third point put forward will be the
lack of places dedicated to the diffusion of this musical genre. Finally, the researcher concludes that
electronic music still does not have enough space in France both in the media and physically in
relation to the demand from a growing audience.

4

LIST OF TABLE AND FIGURES
Figure 1 : Global recorded music revenues

18

Figure 2 : Split of economic weight of electronic music in France

25

Figure 3 : The research ‘onion’

33

Table 1 : Impact of various factors of choice of non-probability sampling techniques

40

Figure 4: Constructing question for questionnaires

42

Figure 5 : Age of respondents

46

Figure 6 : Gender of respondents

46

Figure 7 : Interest for music

47

Figure 8 : Kinds of music

48

Figure 9 : Kinds of electronic music

49

Figure 10 : Start listening electronic music

50

Figure 11 : Electronic music discoveries

51

Figure 12 : Ways to listen electronic music

52

Figure 13 : Places to listen electronic music

53

Figure 14 : Moment on the week to listen electronic music

53

Figure 15 : Frequency to listen electronic music

54

Figure 16 : Attendance to electronic music events

55

Figure 17 : Obstacles to participating in electronic music events

56

Figure 18 : Motivations to participating in electronic music events

57

Figure 19 : Places of electronic music at popular events

58

Figure 20 : Places to electronic music dedicated venues in French cities

59

Figure 21 : Nomadism of electronic music public

60

Figure 22 : Perception of radio as a promotional way of promoting electronic music

61

Figure 23 : Radio listening rates for electronic music

62

Figure 24 : Perception on improving of the promotion of electronic music on radio

63

Figure 25 : Reason for not listening electronic music on radio

64

5

TABLE OF CONTENT

DECLARATION

2

ACKNOWLEDGEMENT

3

ABSTRACT

4

LIST OF TABLE AND FIGURES

5

TABLE OF CONTENT

6

1- INTRODUCTION

10

1.1 BACKGROUND

10

1.2 RESEARCH QUESTION

10

1.3 RESEARCH OBJECTIVES

11

1.4 JUSTIFICATION

11

1.4.1 ACADEMIC JUSTIFICATION

12

1.4.1 PERSONAL JUSTIFICATION

12

1.5 DISSERTATION ROADMAP

13

1.6 SCOPE AND LIMITATION TO THE RESEARCH

13

2- LITERATURE REVIEW

14

2.1 LITERATURE INTRODUCTION

14

2.2 THE MUSIC INDUSTRY

14

2.2.1 History of the music industry

14

2.2.2 The music market

17

2.2.3 Resources for artists

18

2.2.4 Music promotion

21

2.3 ELECTRONIC MUSIC

22

2.3.1 History of electronic music

22

2.3.2 Global market for electronic music

24

2.4 ELECTRONIC MUSIC IN FRANCE

24
6

2.4.1 History of music in France

24

2.4.2 Weight of electronic music in France.

25

2.4.3 The electronic music public

26

2.4.4 Current creators of electronic music

26

2.4.5 Specificities of the electronic music economy in France

27

2.4.6 Challenges for the development of electronic music in France 31
2.1 LITERATURE CONCLUSION

32

3- RESEARCH METHODOLOGY

33

3.1 METHODOLOGY INTRODUCTION

33

3.2 RESEARCH PHILOSOPHY

34

3.3 RESEARCH APPROACH

36

3.4 RESEARCH STRATEGY

37

3.5 RESEARCH CHOICE

37

3.6 TIME HORIZON

38

3.7 DATA COLLECTION

39

3.7.1 SECONDARY DATA COLLECTION

39

3.7.2 PRIMARY DATA COLLECTION

39

3.8 DATA ANALYSIS

42

3.9 POPULATION AND SAMPLE

43

3.10 RESEARCH ETHICS

44

3.10 LIMITATION OF METHODOLOGY

44

4- DATA ANALYSIS

46

4.1 QUANTITATIVE FINDINGS

46

4.1.1 PARTICIPANTS DEMOGRAPHICS

46

4.1.2 CONSUMPTION HABITS OF ELECTRONIC MUSIC

49

4.1.3 ATTENDANCE AT ELECTRONIC MUSIC EVENTS

55

4.1.4 PERCEPTION AND FREQUENCY OF RADIO LISTENING

61

5- DISCUSSION

65

5.1 DIFFERENCE IN PERCEPTION AND CONSUMPTION OF THE FRENCH
PUBLIC BETWEEN EDM AND OTHER ELECTRONIC SUB GENRES 65
5.2 THE LACK OF MEDIA DEDICATED TO THE PROMOTION OF
ELECTRONIC MUSIC IN FRANCE

66

7

5.3 THE LACK OF VENUES DEDICATED TO ELECTRONIC MUSIC IN
FRANCE
67

6- CONCLUSION AND RECOMMENDATIONS

69

6.1 CONCLUSION

69

6.2 RECOMMENDATIONS

71

6.3 FURTHER RESEARCH

72

7- SELF-REFLECTION

74

7.1 PROCESS

74

7.1.1 Define the topic

74

7.1.2 Use of sources

75

7.2 DISSERTATION FORMULATION

76

7.3 OWN LEARNING

76

7.4 FUTURE APPLICATION OF LEARNING

77

8- BIBLIOGRAPHY

78

9- APPENDICES

83

9.1 APPENDIX 1 : GANTT CHART

83

9.2 APPENDIX 2 : COST

84

9.3 APPENDIX 3 : QUESTIONNAIRE

85

8

9

1- INTRODUCTION
1.1 BACKGROUND
Electronic music is a cultural movement whose history has been recorded in France since the 1990s
Leloup (2011). It occupies an increasingly important place on the international music scene and
more precisely in France. With little media coverage outside its EDM (Electronic Dance Music)
branch, the world of electronic music defends its specificities. It aims to maintain its place in a
global music market that has experienced the great upheavals caused by the digital explosion
(Zentner, 2006; Oberholzer-Gee and Strumpf, 2007; Datta and Al, 2016; Lefeveuvre, 2018). In a
competitive market, electronic music that rarely relies on traditional media seeks to develop and
support its creators (Jouvenet, 2004). It must take up the challenge of getting this still too often
controversial musical genre accepted (Sayeux, 2010).
The researcher highlighted the need to clearly separate the two groups: EDM and other sub genres
of electronic music. However, current studies do not allow for the analysis of figures to properly
assess this market. It is with this in mind that he chose to conduct his study and conduct his
investigation.

1.2 RESEARCH QUESTION
Observations on the particularities of electronic music in France led the researcher to seek to
understand:
"How has electronic music evolved over the years, and what issues does it face in France?"
In order to understand how the music industry works, the researcher will rely on relevant academic
sources. He will be interested in the history of music, its global market, its business model and its
promotion. The researcher will look at the history and particularities of electronic music. In order to
specify his research he will be into the particularities of this music in France. Finally, the researcher
will interview a sample of the electronic music audience in France in order to understand the
perception of its presence in France.
10

1.3 RESEARCH OBJECTIVES
This dissertation and the research surrounding it aim to meet the following objectives:
Objective 1: Highlight the difference in perception and consumption of the French public between
electronic dance music and other electronic music sub genres
Objective 2: Highlight the lack of media dedicated to the promotion of electronic music in France.
Objective 3: Highlight the lack of venues dedicated to electronic music in France.

1.4 JUSTIFICATION
The first objective of this essay is to highlight the difference in perception and consumption of the
French public between electronic dance music and the other sub genres of electronic music. Indeed,
some studies focus on the development and promotion of electronic music in France, such as the
one conducted by Pellerin and Braun (2016), do not distinguish these two genres despite their
diametrically opposed nature. The researcher wants to reveal the French community's perception
and habits towards these two genres and try to understand the reasons for these differences and the
importance of distinguishing them.
The second objective is to highlight the lack of media dedicated to the promotion of electronic
music in France. Indeed, Pellerin and Braun (2016) argue that traditional media are absent in
electronic music in France outside the EDM segment. Electronic music is developing and being
promoted on new media and in particular thanks to digital technology. The researcher wanted to
confirm this notion by asking the French public about their perception of the promotion of this
music and highlighting the media used to listen, share and discover new artists and tracks of this
genre.
Finally, the last objective of this essay is to highlight the lack of venues dedicated to electronic
music in France. For this purpose, he once again relied on the study by Pellerin and Braun (2016),
11

which highlights this lack of suitable places, particularly outside the major French cities. The
researcher will also look at the case of electronic music festivals outside urban areas that require
long and difficult negotiations to successfully implement festivals (Pellerin and Braun 2016). To
underline this, the researcher also relies on other studies (Fabre and Arnaud, 2016; Manenti, 2018)
to highlight the different problems and challenges of these events. Finally, in order to define the
public's perception of the place occupied by this type of event, the researcher will question the
sample on its expectations and on the response to its needs that French event offer offers in terms of
electronic music events.

1.4.1 ACADEMIC JUSTIFICATION
This research subject appeared to the researcher to be particularly relevant insofar as it has never
been studied in an academic way on its economic and promotional aspects, and in particular with
regard to the French market. The lack of academic sources has created in the researcher a certain
interest that he wanted to deepen in order to establish an academic base in this field in hope of able
to advancing it by bringing a scientific vision and without information and preconceived notions. To
support this dissertation, the researcher relies mainly on the study of electronic music in France
conducted by Pellerin and Braun (2016) commissioned by SACEM, which is a state organization
responsible for collecting and distributing copyright for public distribution and for distributing the
works it represents on media.

1.4.1 PERSONAL JUSTIFICATION
The researcher has chosen this subject for his dissertation because of his particular affection for this
kind of music. Indeed, he is passionate about electronic music and is devoted to his cause in France
and abroad. He also works as an editor for a webzine specializing in electronic music, which gives
him advanced knowledge on this subject. The researcher is convinced of the potential of this
industry, both culturally and economically, and would like to advance by contributing as much as
possible to the general knowledge of this subject. The choice of the French geographical variable
was chosen as it is the researcher's country of origin and he identified problems specific to this
territory.
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1.5 DISSERTATION ROADMAP
The following dissertation is constructed in this way: The second chapter will examine in depth the
context of the electronic music scene in France, with regard to its characteristics and the business
model. The objective of Chapter Three is to develop a reliable methodology for capturing
community perception and opinion. Chapter four aims to analyse the survey results and identify
trends in community perception and gaps between supply and demand regarding promotion and
supply in terms of events. Then, chapter five will be a discussion that will cross-reference the results
identified in the previous section with the ideas obtained in the literature review.

Then,

recommendations for institutions, artists, stakeholders and researchers on the future will constitute
Chapter Six, in addition to the conclusion. Finally, Chapter Seven is a self-examination of this
dissertation by the researcher.

1.6 SCOPE AND LIMITATION TO THE RESEARCH
This research will focus on highlighting the deficiencies of electronic music in France in terms of
promotion and physical spaces. It is based on public perception of the proposed offer. The two
limitations that the researcher highlights are the lack of differentiation in the electronic music sub
genres that work for some of them with their own peculiarities; and the obtaining of qualitative
results that could not be collected due to lack of time and limited financial resources, which would
have made it possible to provide more precise information and solutions to this dissertation.
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2- LITERATURE REVIEW
2.1 LITERATURE INTRODUCTION
In this literature review, the researcher explores several areas of the subject in order to make the
theme understandable to a person who is new to electronic music. The literature review aims to
provide a basis on which the researcher will build his or her research.
The researcher's priority is to clearly identify the background of the problem of the development of
electronic music in France. For this reason he presents the evolution of the global music market, to
gradually focus on the specificity of the electronic music genre in France. The cultural interest that
this musical movement represents has leads him to briefly recall its history because it is necessary to
highlight the anchoring of this movement in international culture and particularly in France. Its
sociological character was also discussed before outlining the challenges to be met in order to
promote the development of this musical aesthetic.

2.2 THE MUSIC INDUSTRY
2.2.1 History of the music industry
Before the Internet era
Recorded music has seen a technological evolution that began on December 7, 1877 with the
presentation of Thomas Edison's phonograph at the "Scientific American" in New York (Edison
paper, 2013).
Music is quickly associated with the medium that allows one to listen to it. At first, the wax cylinder
followed by the vinyl disc, then the cassette tape and the compact disc. In summary, music moved
from a service and performance to a product (Kusek and Leonhard, 2005).
Garland (2003) explained that new technologies of the nineteenth century have made it possible to
enjoy music at home in a new way. The arrival of vinyl has quickly made it possible to sell millions
of records around the world to record player owners.
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After the Second World War, the music industry accelerated its development. New recording
formats became available to the public. Radio, then television, offer more musical styles. In this
industry, a few multinational record labels shared the market and continue to the music industry
around the world (Bakker, 2012).
According to Tournès (2008) recorded music is entering a global mass industry. This prosperity can
be explained by three factors: the first is the arrival of vinyl, which offers better sound quality at a
lower cost. The second is the demographic growth of the developed countries. And finally,
commercial strategies based on partnerships between record companies and radio stations were
developing with the arrival of television. In the United States, production increased from 250
million units in 1946 to more than 600 million in 1973. To a lesser extent, the phenomenon was
general: in England, sales rose from 60 million records in 1955 to 177 million in 1973; in Germany,
from 40 to 110, in France from 18 to 100; in Japan, they rose from 40 million in the early 1950s to
150 ten years later.
The next step was reached in 1963 when Philips created the compact cassette. This new support
greatly simplified handling and offerd a longer reading time. Thanks to these technological
developments, sales are boomed: in 1978, they reached 300 million units worldwide, including
nearly 200 in the United States. In France, the market also grew rapidly, from 745,000 cassettes sold
in 1967 to 22 million in 1978. It was then Sony's turn to revolutionize recorded music by
introducing a flagship object from the 1980s, the Walkman (Tournès, 2008).

Digital revolution
According to Tournès (2008), it was with the introduction of the compact disc in 1982 that music
entered the digital era. Indeed, the novelty of this medium allowed to store digital data in significant
quantity and by preserving the sound quality. These elements will make the CD the new world
standard in terms of music medium. The emergence of the compact disc also helped to relaunch the
disc market, which was slowing down after the glorious thirties. This is due to the fact that Sony
and Philips, the two companies behind the creation of the CD, have made the technical
characteristics of the new support accessible to their competitors as well as of the emergence of
international stars like Michael Jackson who, with the support of the major labels, that resulted in
750 million albums sold.
Aspray (2008) explains that the Internet has become a music file distribution channel with the
introduction of the MP3 format, allowing the general public to compress audio files without
significant loss of quality, but also with the equipment and software that allowed consumers to
15

create their own digital music files and decompress them in real time by storing them on larger and
more affordable hard drives, allowing the creation of large personal music libraries. Fast external
interfaces such as USB and Apple FireWire have made it easier to transfer from one hard drive to
another. He also highlights that the emergence of broadband connections available to a large part of
the population has led to interactions and data sharing between users.
According to Leyshon and AL (2005), file sharing platforms and software such as Napster, Kazaa,
Newsgroups and Bittorrent have allowed users to share music files for free since 1999. The
emergence of these new online sharing tools represents the most important episode in the history of
the music industry.
Zentner (2006) suggests that between 2002 and 2006 music sales declined sharply worldwide.
Illegal downloads accessible through file sharing can explain a 30% reduction in the probability of
consumers buying music and this proportion will increase in the following years. However, after
conducting an advanced study on this subject, Oberholzer and Strumpf (2007) argue that the impact
could not have been more than 6.0 million albums. While with the file sharing of billions of files
downloaded in 2002, the consequences for the industry did not exceed 0.7% of sales. Oberholzer
and Strumpf explain that other factors may explain the decline in music sales, such as the change in
the way music is distributed and the end of a period of unusually high sales, but also the growing
competition from other forms of entertainment such as recorded films, video games and cell phones.

The introduction of streaming
According to Datta, Knox, and Bronnenberg (2016), Digital music streaming has become a new
channel technology that has disrupted the music industry and caused controversy over its impact on
bottom lines.
As reported by the IFPI (2016), International Federation of the Phonographic Industry, worldwide
music income grew by 3.2% in 2015, as digital revenues exceeded physical revenues for the first
time, reaching 45% of the industry to $6.7 billion, with continuous revenues dropping to 45.2% at
$2.9 billion, remaining the industry's strongest growth and increasing more than four times over the
past six months.
In 2016, Apple Music and Spotify streaming platforms became the market leaders in streaming for
the first time in history, surpassing other video-on-demand services such as Youtube, for example.
Indeed, where video-on-demand platforms had increased by 23%, audio streaming services
increased their audience flow by 108% in the United States during the same 6-month period
(Ingham, 2016).
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Daniel Ek, Co-founder and CEO of Spotify, explains that by creating its music streaming service, he
was convinced that he could convince customers to consume music legally again as long as they
enjoyed a better service than piracy (Lynskey, 2013) .

2.2.2 The music market
According to Joux (2018), as late as 2018, the music market is mainly represented by rich countries.
Indeed, the United States, Japan, the United Kingdom, Germany and France makes up to 80% of the
global market.
The three world music major recording labels are proof of this historical position, with Universal
Music Group in the United States, controlled by the French group Vivendi; with Sony Music,
controlled by the Japanese group of the same name; and finally, with Warner Music, a British major
now dominated by Russian capital (Joux, 2011).
Thanks to digitization and the possibility of publishing and downloading music on the Internet,
music has been able to globalise and conquer different markets than the main ones it has reached up
to now. This phenomenon is partly due to piracy, which began in the 2000s. With music streaming,
and in particular its subscription-based offers, recorded music players intend to transform into a real
market the new global practices of listening to music online in order to ensure sustainable revenues
for a sector that is emerging from twenty painful years (Joux, 2018).
According to the figures in the IFPI (2018) Global Music Report, streaming has boosted the global
recorded music market. Indeed, in 2017, worldwide revenues from recorded music increased by
8.1%. This is partly due to the increasing number of users of paid subscriptions in streaming.
Streaming revenues increased by 41.1%. It becomes the leading source of turnover for recorded
music. This increase allows the global recorded music market to reach a third year of growth after
15 years of declining revenues.
The French recorded music market amounted to 450 million euros in 2016 compared to 1.3 billion
in 2002, a 65% drop in 14 years. The world market has grown from $39 billion to $15.7 billion in
20 years, from 1996 to 2016 (Lefeuvre, 2018).
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Figure 1 : Global recorded music revenues
From 2016 to 2017, sales of physical sales decreased by 5.4%. Digital download revenues
decreased by 20.5%. Streaming revenues increased by 41.1%. Performing rights revenues from the
use of recorded music by broadcasters and public places increased by 2.3%. Synchronization
revenues from the use of music in advertising, movies, games and television programs increased by
9.6% (IFPI, 2016).
According to the Lefeuvre (2018), access to smartphones for people in developing countries has
made it possible to reach a brand new market with high potential. This is a boon for new streaming
players like Spotify. In these countries, there is an increase in the middle classes that could double
by 2025. This increase in disposable income translates into increased spending and time spent on
recreation, which is also likely to double by 2025.

2.2.3 Resources for artists
According to Garland (2003), despite major changes in the music industry, the business model has
not evolved in favor of musicians. Few of them know how much the major record companies spend
on the marketing of their music.
Kessler (2017) argues that the arrival of digital technology has disrupted the historical functioning
between artists and labels because the income generated by the sale of records has been
considerably reduced by transforming it into a file available for streaming. Indeed, the amount
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generated by recorded music has gone from several euros when it was in physical form to a few
fractions of a cent per streaming playback.
Robertson (2006) points out that an artist is paid 31 cents per song by his record company with CD
sales where a digital download only brings him 4.5 cents, which represents for him a 85.4% salary
cut.
Regarding the risks taken by record companies, Perticoz &. Matthews (2012) show that although
marketing techniques are becoming more and more sophisticated, no one can be certain of the
success of a title. They quote Richard Caves who in the 2000s called this phenomenon: the
"Nobody Knows" rule. Risk is therefore part of the cultural industry in general. To avoid this, the
publisher of cultural property seeks at all costs to spread the risks. The principle would be to offer a
range of products, listed on the same catalogue, and to calculate the operating results, and finally the
commercial profit, not title by title, but catalogue by catalogue. Until then highly prized by industry
giants, merchandising strategy would also become the answer of many producers, in facing the
major recording labels, in order to remain independent: they rely on a particular imagination, in
connection with a mythified past of independent phonographic production.
Kessler (2017) continues on this theme by writing that this drop in income also has a strong impact
on labels. To remedy this, labels have set up "360 contracts" which consist of sharing, in addition to
earnings from recorded music, touring, music publishing, derived goods, endorsement, and all other
sources of income of artists. Although these contracts are necessary for the operation of the labels,
they represent a real constraint for artists who see their share of profits significantly reduced.
Throughout history, artists have denounced the abusive conditions contained in recording contracts.
The artists felt bound by servitude to the major recording labels. This control of record companies
went so far as to influence and change the nature of their musical creations. As a result, such
contracts deprived artists of their creative musical freedom. Some artist brand entrepreneurs have
chosen not to sign a contract with the main labels in order to avoid this type of contract. They do
not limit themselves to the sale and income of their own music, but seek to sell themselves as a
brand by using their image as artists to develop lucrative ancillary activities. This new
entrepreneurial vision they have developed perpetuates their reputation and their long-term income.
To become independent and do without record companies, artists rely on other sources of funding,
either by investing themselves or by crowdfunding (Kessler, 2017).
This new status of artist brand entrepreneur is the result of a sector in the midst of restructuring and
shaken by the arrival of digital technology. Indeed, emerging artists have few opportunities if they
are not identified and signed by a major record company. They then have two options: either to sign
a contract with an independent label, which may have limited resources, or to choose the status of
artist brand entrepreneurs and seek to develop themselves by their own means using their own
19

networks, using subcontractors for aspects they are less familiar with, such as marketing for
example, and communicating on social networks (Kessler 2017).
Artists become brands in their own right and invest as entrepreneurs in projects outside the music
sector. This transition from artist to entrepreneur requires their legal and financial attention. The
challenge for artists' brand entrepreneurs is now to work on their personal brand image in order to
gain enough fame and be attractive enough to be able to register their name as a brand. The
objective is to be able to market this name as objects or even services. Another advantage for the
artist is that he can use his name to sign paying partnerships with brands outside the music industry.
In an endorsement situation, the artist puts his image at the service of a brand in exchange for
remuneration for promotional purposes for the latter. By registering his name as a trade-mark, the
artist also ensures that he acquires and retains the exclusive rights of ownership and use of the
trademark throughout the territory or territories in which he has registered it. This will allow it to
obtain additional royalties whenever a company or institution wishes to use its image or name. By
adopting this position, artists were able to use trademark law to build, develop and protect their own
trademark. This position provides them with a much more secure financial stability than just income
from the marketing and distribution of their music (Kessler 2017).
Kessler (2017) also notes that the source of artists' main income is changing significantly. Revenues
from live performances exceeded those generated by the sale and streaming of their music. Tours
have become an end in themselves for artists. Albums are now used to promote live performance
and are no longer the artists' endgoal.
As confirmed by the IRMA figures (2017) in France, between 2015 and 2016, live performance
continues to grow. During the year, the number of shows and concerts increased by 9%, admissions
increased by 6% and ticket sales by 7%. These figures confirm the trend of growth over the past
decade.
Passman already explained in 2006 that the Internet had also brought about major changes in the
concert market and that 80% of tickets were already sold on the Internet. New live deals with large
venues allowed artists to avoid promoters and earn extra income from sales of drinks, food... Tours
in small venues (without the support of a major) allow artists to play in small venues (1200 to 2400
seats) and make good profits since there are fewer intermediaries to pay (Passman, 2006).
Lefeuvre (2018), explains that an artist can benefit from 9 sources of profit. Basic resources:
publishing and rights, recorded music and concerts. Secondary resources: synchronization and
licensing, audiovisual and related products. New sources: branding and partnerships, direct-to-fan
and internet and mobile.
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2.2.4 Music promotion
Weissman (2010) reminds us that there are several possibilities for an artist to work with a label: To
sign with a major, an independent label, or to self-manage. The major recording labels share profits
from, sales records, digital distribution, touring, merchandising, film and publishing. The value of
the publishing right depends on how much airplay a song receives and how long that exposure
continues. The advantage of major recording labels is that they have large teams and large financial
resources. They can very quickly produce quality albums and offer good distribution both nationally
and internationally. They can pay artists large advances when signing contracts. They have large
marketing budgets. If they need to push a particular album, they can buy advertising time on a radio
station. Sometimes they use "Payola" an illegal cash payment to get airplay.
Independent labels do not have large financial resources and must outsource distribution and
promotion, especially international distribution and promotion. They pay lower royalties and
sometimes want to manage the artist, which causes conflicts of interest. The advantage for the artist
is that the relationship with the independent label is more friendly. Indeed, they keep artistic control
and do not compete with the other products of the label. Independent labels have more expertise to
promote niche artists (Weissman, 2010).
Percival (2011), explains that radio remains an important means of promoting music, despite the
rise of digital and Internet. Indeed, Percival conducted research with a sample of the population and
demonstrated that radio is an essential tool in the strategy of promoting music in this industry.
However, this study also revealed that despite the fact that radio still plays an important role, young
audiences are growing less and less inclined to listen to it, which could in the future call into
question its importance.
After conducting 25 in-depth interviews with a sample that uses social media, Whiting and
Williams (2013) found that 64% of respondents reported using social networks to listen to music.
Although this sample is relatively small, it reveals a trend in music listening habits for people who
use social networks.
Howard (2009) argues that social networks allow an artist's fan base to feel closer to the artist by
allowing dialogue between them. The audience has the feeling of participating directly in the artist's
reflections.
Perkins (2012) confirms the importance of the relationship between the artist and the audience
describes an increase in the participation of an artist's fans in his concert when the artist interacts
with them via social networks.
Castonguay (2013) completes this notion by showing that it is very useful for musicians to build a
relationship with their audience, as content sharing and friendly interaction with the audience are
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essential to develop a powerful audience. Leenders and Mark (2015) distinguish in their study on
2010 data between emerging artists and freelancers. The "Emerging" artists have signed with a
record company that controls access to traditional media (Radio, TV) and new media (web radio) at
the international level, which require significant marketing resources. Independent artists seem to
have a business model focused on live music, CD sales and social media.

2.3 ELECTRONIC MUSIC
2.3.1 History of electronic music
Holmes (2002) proposes a definition, based on two parallel historical practices:" Pure electronic
music and electroacoustic music. The first is created from electrically generated sound waves, using
computers or synthesizers. This music is composed without the use of any acoustic instrument or
sound found in our environment. The second uses electronic technology to copy, modify and
manipulate sounds from our external environment, using reproduction technologies such as the
microphone, tape recorder or digital sampler. The sounds used can be of any kind: acoustic
instruments, natural sounds or urban sounds. These two axes, which can merge within the practice
of the same musician, make it possible to describe both the experiences of the pioneers of the 1950s
and the productions of popular dance-music culture”.
According to Leloup (2011), the beginnings of electronic music date back to the early 20th century.
Great composers (Stravinsky, Debussy...) began to be interested in the nature of sounds (timbre,
colour). The painter Luigi Russolo (1885-1947) published a manifesto in 1913 entitled "The Art of
Noise". He focuses his attention on the sounds of everyday life, of the industrial revolution, and
asks in this text for an evolution of musical sound towards "sound-noise". The musical avant-gardes
are characterized by an increasing integration of sounds from our natural, urban, industrial and
technological environment. After the war, the inventor of concrete music, Pierre Schaeffer,
developed the use of these sounds. From 1964, thanks to the invention and serial marketing of the
first synthesizers, the practice of electronic instruments was no longer limited to institutional
laboratories. Musicians coud finally create, filter and easily modify electronic sounds and also have
a range of sounds and effects that were truly innovative for the time. From 1967, electronic music
left the research studios and reached a new audience, beyond lovers of contemporary or
experimental music, enriching many musical genres, jazz, pop, rock, rock, punk and post-punk,
disco, hip-hop, funk and seeing the emergence of new styles such as Jamaican dub. The electro
genre disappeared from the charts in the mid-1980s but continued to evolve in Detroit, then in
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Europe during the 1990s, within the techno scene which recognized in this style as one of its
pioneer expressions.
At the beginning of the 1990s, the arrival of the computer accelerated the change of sounds and
practices and changed the nature, accessibility and utilisation of instruments. Anyone can create
with these new machines. The MIDI interface has allowed everyone to switch from a machine or
musical keyboard to computer software. Computer music will be an accelerator of the digital
revolution (Leloup, 2011).
Leloup (2011) explains that between 1985 and 2012, electronic music takes a new turn. It will
conquer a new audience in the form of house and techno, two forms of dance-music with
syncopated rhythms, inspired by the disco trend, played by a new generation of DJs in discos and at
large festive gatherings called rave parties. During the 1990s, house and techno blended with many
musical genres, creating a multitude of trends and aesthetics. At the end of the 2010 decade, this
music, which was then more commonly referred to as electro, became one of the major trends in
popular music, in the same way as rock or rap. Techno, similar to house designed in Chicago,
developed in the city of Detroit from the late 1980s. The discos on the island of Ibiza are among the
first in Europe to broadcast house and techno, thanks to DJs. It is there that in the summer of 1987
future DJ stars of the British music scene discovered the particular atmosphere of these discos as
well as American electronic music. Back home, these young DJs and party promoters will organize
many parties, especially in discos in London. The following year, the popularity of these
celebrations quickly spread beyond the clubs, initiating rave parties. A rave party is a sometimes
clandestine celebration, organized in an unusual place where electronic music is played. Since the
early 1990s, the rave phenomenon has been exported to many other countries such as France, the
Netherlands and Germany. During these years, techno, house and rave parties gradually spread
throughout the European continent, leading to the creation of musical scenes specific to each
country or city. The electronic scene was organized independently through a parallel network of
independent record companies, clubs and professionals. An alternative economic network to that of
the major companies that control most of the music market is developing. From 1993, the electronic
scene saw the multiplication of musical genres and sub-genres: the garage and deep-house, drum &
bass, and trance. Since the late 1990s, globalization, the tremendous growth of the Internet and the
democratization of digital production tools have led to a globalization movement in the musical
practices of the electronic scene.
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2.3.2 Global market for electronic music
The IMS, the International Music Summit created in 2007, published the results of its analyses in
2017. This summit brought together many of the world's leading electronic music players to discuss
the artistic and economic health of this genre. The IMS figures include all electronic music data of
all genres. EDM (Electro Dance Music) supported and promoted by the major recording labels of
the record industry was grouped with alternative genres supported mainly by independent labels
(techno, house, bass music,...). The number of paid subscriptions to streaming platforms increased
from 68 to 112 million between 2015 and 2016, with a 65% increase. Electronic music still has its
place on the radio, especially in France, where it is the most widely distributed genre (thanks to
EDM), accounting for 29% of all titles played and ahead of the French-speaking variety (19%). The
IMS, again in its 2018 report, presents Beatport's figures. Beatport is the global electronic music
platform for DJs, producers and their fans. It posted an 8% increase in revenue in the first quarter of
2018 compared with 2% in the second quarter of 2017. Finally, the report estimates the global
market for electronic music at $7.1 billion, mainly due to the growth of streaming, the opening of
the market to South America and China. Three years ago, the figure was $4.5 billion, an increase of
59%. However, the study shows that the US market is stabilizing with only a 3.5% increase between
the last two years (Watson, 2017).

2.4 ELECTRONIC MUSIC IN FRANCE
At the request of SACEM, the first study on electronic music in France is being conducted in 2016.
After 30 years of existence, it was necessary to describe the specificities of this musical aesthetic, its
economic weight and its challenges. Electronic music, often grouped under the diminutive of
electro, today represents a strong artistic trend, the latest to have imposed itself on modern culture,
after hip-hop or rock. They encompass many genres and sub-genres, both stylistically and in terms
of the marketshare (Pellerin and Braun, 2016).

2.4.1 History of music in France
It all started for techno with the arrival of raves and acid house from England and Belgium at the
end of the 80s. Some organizers, record stores and Nova and FG radio stations began the alliance
the movement. In 1997, FG organized a techno parade as a precursor to the Techno Parade, which
was created by Jack Lang (French Minister of Culture) in 1998. Technopol association has taken
over this event and is still organizing it. Even if raves were stigmatized, the techno culture has
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definitely taken root in Paris. At this time, parties, labels, venues and media were being created to
ensure their continued existence to this day. Many musical styles coexist under the banner of
electronic music. One finds easily coexistence of two distinct and antagonistic segments: techno/
house on the one hand, electronic dance music on the other (EDM). These two segments operated
according to their own characteristics, and have not crossed one another so far. In France, we can
see that the economy of the techno/house world is largely based on live music (festivals and clubs),
consumed by growing, young, connected and erudite audiences. On the other hand, its circulation is
almost non-existent (in the media and generalist discotheques) and its sales very low in a mainly
free streaming economy. On the other hand, dance music generates a lot of rights through its
broadcasts in traditional media and discotheques, but is rarely present live in French festivals and
clubs. While it is in good economic health, it is not impossible to conclude that its recent and
spectacular development could have reached a plateau, as shown recently by the stagnation of its
sales and some unfortunate experiences at major international festivals (Pellerin and Braun, 2016).

2.4.2 Weight of electronic music in France.

Figure 2 : Split of economic weight of electronic music in France

Electronic music in France is worth 416 million euros excluding tax. 71% (€295 million) comes
from the turnover of clubs and discos and 11% (€47 million in euros) of festival revenues. These
two blocks alone represent 82% of the total of the economic weight. 5% (20 million euros) comes
from the export of this music, 4% (€16 million) of digital distribution on streaming and
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downloading platforms, 4% (€15 million) of copyright and related rights collected for the
broadcasting of works on television and radio, 3% (€13 million) of physical media distribution, 1%
(€5 million) from fees collected for the sound system of places and events, and 1% (€4.5 million)
from domestic revenues from synchronisations. The techno/house subset is valued 98 million euros
excluding tax, or 24% of the total. The two main blocks alone account for 92% of the total weight
of the ensemble: 58% (57 million euros) come from club revenues, representing 19% of the total
revenues of clubs and discotheques on electronic music, and 34% (34 million euros) from festival
revenues, representing 72% of the total revenues of festivals on electronic music. 3% (€3 million)
comes from the export of this music, 2% (€2 million) from domestic synchronization revenues, 2%
(€2 million) from digital distribution on streaming and download platforms, and less than 1% (€0.6
million) from the distribution of physical media. The total market for the synchronization of
electronic music represents nearly 9 million euros. It consists of synchronizations operated in
France (4.5 million euros) and those operated internationally (4.3 million euros included in exports)
(Pellerin and Braun, 2016).
Clubs whose programming is specifically techno/house have an economy that is significantly
different from the rest of their sector: they bear high set costs, due to the artists of national and
international renown with whom they program every weekend. In return, their audience agrees to
pay a higher admission fee. It is a performing arts economy, which leads to higher turnover but also
higher costs (Pellerin and Braun, 2016).

2.4.3 The electronic music public
The audiences for electronic music are very young and cultivated, thanks to a wide range of
culture built online. French festivals are among the cheapest in Europe. This is due in particular to
the legacy of cultural policies that have always sought to make culture accessible to the greatest
number of people. This is positive for the audience but complicated for the organizers (Pellerin and
Braun, 2016).

2.4.4 Current creators of electronic music
New artists, all very young, master new technologies (CAM Computer Aided Music) which modify
both the modes of creation and musical production (the home studio) and the way of broadcasting
and accessing the works thus produced (platforms and social networks). They are digital natives
who create for digital natives. They have a good musical culture, listen to music from all eras, and
develop it through the internet which makes access to information wide and fast, they tap into
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sample banks and remix songs from other artists. Electronic music is perhaps the one that borrows
the most from third party works to create new ones (Pellerin and Braun, 2016).
Jouvenet (2004) points out that electronic music creators are optimizing new computer music
technologies. They combine the originality of their practice with the meetings between creators and
listeners. Creation is driven by a desire to open up the world by organizing the mixing of musical
genres. The praise of the "mix" belongs to this musical aesthetic.
The different production methods influence the live performances. Some DJs come to the stage by
the mix while others are composers who perform live by the need to broadcast their works. The
number of DJs is increasing. The Beatport download platform, based on the number of DJs who buy
tracks from it, estimates that there are 10 million DJs worldwide. There are two main categories of
DJs. On the one hand, an animator who selects and selects songs with talent within a nightclub, of
which he is most of the time a salaried employee. On the other hand, the artist who creates music,
live or not, sometimes based on existing works, can offer performances of his works, remixes of
third parties' works, combinations of records. The latter mostly practices his art in different clubs or
festivals, which engage him directly or via his agent. There are several profiles of artists according
to their level of development. The "bedroom producer" composes in his room. "The developing
artist" begins to play his music at private parties or bars. "The confirmed DJ" is in contract with a
booker who organizes sets for him all over the world. "The international star" has succeeded in
imposing her style and music. He plays extensively around the world and produces his own music
and that of other artists (Pellerin and Braun, 2016).

2.4.5 Specificities of the electronic music economy in France
Pellerin and Braun (2016) present synchronization as a significant resource that can compensate for
the loss of revenue due to the lack of diffusion of many electronic music outside the EDM. It is
about the exploitation of music in the image. The publisher plays a central role in keeping the fixed
works alive (synchronization) and in accessing requests for the composition of music in the image
in a context of growing demand. The advent of Internet culture has increased the production of
videos, especially advertising videos, and the need for music to accompany them. While electronic
music can often be considered as a cleavage for large television campaigns, it is much more popular
so on web campaigns. The publisher works on developing the artist's catalogue, finding
collaborations and offering other artists to sample or remix his music. The remixer is an arranger.
He negotiates a price on the master of the remix as well as on the editorial part.
The publisher does not touch on the master part, which is the responsibility of the producer and the
artist alone, but takes his publishing shares on the editorial part. Since the 2000s, labels have been
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trying to obtain the publishing of their artists' productions to compensate for the loss of income due
to lower sales.
More generally, as with other musical genres, the publisher is therefore there to develop the career
of his artist. Publishing revenues can help her to help her artist acquire production equipment,
benefit from a studio, and invest in promotion (Pellerin and Braun, 2016).
The diffusion of electronic music is done in two extremely important ways differentiated according
to the schematic separation established between electronic dance music and techno/house. The
EDM, occupies all on-air broadcasts in media and clubs (radio, TV, nightclubs), but has little live
presence. The second, techno/house in the broad sense, strongly feeds the live programming of
clubs and festivals, but is excluded from the traditional on-air formats of the media. The media
covering electronic music are few in number: there are a few specialized magazines, among them
Trax, Tsugi or DJ Mag. Concerning the radios, the most distinctive is radio FG, the most
commercial for electronic dance music are NRJ and Fun Radio. Specialized programs are broadcast
on campus networks. There are a few TV spots only for EDM tubes. The Internet is the most
diverse media in terms of diversity, with Resident Advisor as the reference site. It annually
establishes the rankings of DJs and international clubs, sites of specialized magazines and those of
brands active in electronic music such as Red Bull Music Academy. DJs and electronic music artists
are increasingly federating in the form of collectives, which create an unprecedented creative
emulation on the current scene. Grouping together allows artistic stimulation, but also gives the
possibility to share the means of production and promotion. It also gives artists better visibility and
the ability to create regular evenings and events. A wider public is rallying around the events
(Pellerin and Braun, 2016).
Today's young artists can create successful pieces very quickly and at a low cost, without the need
for expensive studios and without much delay. This mode of creation is not new, but the way music
is played has clearly changed. The digital revolution has reduced the number of intermediaries in
the music distribution chain and once the song is completed, the artist can make it directly available
to his listeners on social networks and online distribution platforms. And this affects the pace and
format of production and promotion. The album is gradually being replaced by the regular
publication of new titles. For many electronic music artists, the production and distribution of
recorded music is primarily a promotional tool to support a live-oriented career. Artists "post" their
songs themselves instantly, and also send them to other artists, other DJs can broadcast or remix.
This use is based on a negotiated agreement that involves a fixed rate and is often also in the form
of a simple exchange between two artists who remix each other, through artistic affinities as well as
to pool their respective audiences. Some electronic music artists are structured as autonomous
labels. The reduction of intermediaries in the production chain and the new versatility it implies for
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artists often pushes them to create their own structures This allows them to control artistic and
strategic directions, and multiplies sources of income such as the production, promotion and
publishing of works and performances, and there has been a very clear progress in the
professionalization of artists over the last decade (Pellerin and Braun, 2016).
Techno/house artists are mainly paid by live music. The artist must always develop his reputation to
obtain engagements in clubs or festivals, where he must go to play in front of his audience. In recent
years, there has been an increase in the number of electronic music festivals. The demand for
novelty is permanent and the absence of renewal penalizes attendance. Festivals and clubs need a
high diversity and renewal of programmed artists (Pellerin and Braun, 2016).
Indeed, Manenti (2018) approaches this notion by specifying that more and more people flee French
festivals, because music does not correspond to the demands of the public, some of this public goes
abroad, and develops a new form of tourism. The author says that linking festivals and holidays
abroad is a good idea and that it works very well in all festivals around the world. To confirm this
notion, he cites the Sziget festival, held in Budapest, where 49% of the 565,000 festival-goers were
international, a trend linked to Generation Y (under 30), where festivals appear as opportunities for
territories to develop their tourism.
Pellerin and Braun (2016) do not entirely agree, since they believe that French festivals attract
audiences from all regions, but also from Europe. According to their sources, the development of
the entire electronics market has accelerated in recent years. Many of these festivals have a very
strong creative and aesthetic identity, which corresponds to the demands of the public.
Arnaud and Fabre (2016) of the economic magazine Challenge announced that the very large openair concerts are breaking their attendance records despite the decline in public money. Festivals are
mainly managed by associations 71%, but their success attracts private companies. In 2015,
however, they represented 8% of the promoters, 4 times more than in 2012. The American company
Live Nation, the world leader in entertainment, which operates 128 concert halls worldwide, targets
French festivals considered more strategic than the exploitation of Parisian venues to produce its
artists, and has bought the production of the Main Square Festival and I Love Techno, which it has
moved to Montpellier. It plans to develop festivals, which already represent 20% of its turnover.
Despite persistent reluctance, institutions are becoming a little more favorable to the development
of electronic music. These events bring animation to their territories and respond to strong public
demand. There are great differences between cities. Paris is in an exceptional situation. Its
population density is high and the overflowing activity of a capital that multiplies events (parties,
clubs, festivals...) causes problems of noise pollution. Other French metropolitan areas are not to be
outdone: Lyon, Nantes, Bordeaux, Brest, Strasbourg, etc. The situation outside urban areas often
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requires more dialogue, in order to successfully establish festivals on natural or atypical sites
(Arnaud and Fabre, 2016).
Festivals run by associations remain very fragile financially. They lost subsidies. For example, the
Eurockéennes festival has kept an associative functioning, but has lost the subsidies of the
department. It now has only 9% public money, ticketing accounts for 60%, and the rest of its
revenue comes from sponsorship and the club of 120 partner companies (Arnaud and Fabre, 2016).
Electronic music festivals (techno/house) are often operated by younger entrepreneurs than those of
contemporary music festivals. They are more likely to be inspired by foreign models, where
commercial structures dominate. The historical mistrust of public authorities for electronic music
leaves little hope of subsidies and less encourages the development of associative models.
Electronic music festivals (techno/house) are large festivals, paid for and more supported by
commercial companies than the average current music festival (Pellerin and Braun, 2016).
Electronic music festivals (techno/house) are often operated by younger entrepreneurs than those of
contemporary music festivals. They are more likely to be inspired by foreign models, where
commercial structures dominate. The historical mistrust of public authorities for electronic music
leaves little hope of subsidies and discourages the development of associative models. Electronic
music festivals (techno/house) are large festivals, paid for and more supported by commercial
companies than the average current music festival (Pellerin and Braun, 2016). Streaming platforms
have taken a prominent place in the distribution of recorded music, particularly for independent
electronic music. The most important are Youtube and Soundcloud, then Apple Music, Spotify and
Deezer for the more mainstream artists, but the income for artists is not enough. The placement of
songs on streaming platforms (e. g. Spotify Fresh Finds) in playlists has become essential and has
replaced traditional media promotion by labels.
The right positioning will determine the success of a title and ultimately the future works and career
of the artist, who must also ensure the growth of his audience on social networks. Development
strategies are built over time between artists, labels and distributors, whose roles have been
balanced in an egalitarian collaboration. In this context, physical distribution is limited to limited
vinyl pressing for techno/house music, for a captive audience of enthusiasts and DJs. The relative
return of vinyl makes it possible to maintain a weak ecosystem of specialized stores. Even though
there are more record stores than there were 15 years ago, their model is very fragile. Vinyl records
are expensive and take a long time to fabricate (Pellerin and Braun, 2016).
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2.4.6 Challenges for the development of electronic music in France

Electronic music artists, like all musicians, want to be recognized as creators when they play live.
DJs bring unique transformations, being able to mix and modify several songs at once, but also to
add their own creations (Pellerin and Braun, 2016).
The rights management differs according to the model chosen: collective or individual
management. Collective management is based on three stages: the deposit of works, tracking and
then distribution. Electronic music does not allow programs played to be deposited in the same way
as other types of music, and artists often consider that the works they play will not be correctly
identified. The identification of works must be improved. This requires tracking mechanisms that
must be able to identify works played live (Pellerin and Braun, 2016).
Among the more than 2000 French discotheques, many relay the local scene and that of collectives,
but also welcome artists from other cities and other countries. They are a minority of the total
number of nightclubs, since they only represent 3%, their cultural action is recognized. But these
clubs want to be recognized for their cultural contribution. These changes in the nature of the
exploitation and use of musical works can result in changes in the level and method of collecting
musical rights, and these legal, fiscal and social consequences, and consequently financial
consequences, are likely to change the relationships between institutions, bookers, artists and their
representatives (Pellerin and Braun, 2016).
Festivals specializing in electronic music are evolving and want to be recognized for their major
cultural contribution in the same way as other festivals of contemporary music. The difficulties are
mainly centered on the reception areas and administrative or security procedures, on which the
requirements are often even more stringent than on festivals positioned on other aesthetics.
Electronic music festivals want to get rid of their bad reputation once and for all. It is still linked to
the raves of the early days of techno in France in the 1990s, which led to severe repression (Pellerin
and Braun, 2016).
Pellerin and Braun (2016) explain that from collectives or very small clubs, organized in
associations or even informal, to event agencies for which electronic music is only one activity
among others, there are two main areas of operation. A first model, based on a historically French
cultural tradition, uses public funding, through the allocation of subsidies by institutions or local
authorities. A second model is organised around very powerful economic actors, who acquire
artistic venues, events and catalogues, concentrating the entire production chain. The first model is
losing momentum due to the decline in public subsidies. The second has financial interests that are
not necessarily compatible with long-term cultural development. The major players in the sector
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want a new system. This would redefine the economic models of cultural structures and could
guarantee the emergence of the new generations of artists and agents needed for the future of
electronic music. Tomorrow's solutions may lie in the ability to create coworking, a syndication of
micro-structures, hybrid public/private solutions, in particular through a reasoned integration of
brands and endorsement. Ideas for incubators are being developed in Lyon or Paris, following what
the Mila or the Gaîté lyrique in Paris may have prefigured, but mainly dedicated to electronic
cultures

2.1 LITERATURE CONCLUSION
In this review, the researcher presented the evolution of the music market, which has undergone
major upheavals following the digital revolution. These changes have impacted the music industry
in general but also the development context of electronic music. This musical movement is on the
fringes of the major recording labels' business because electronic music artists create and distribute
their music on a more independent model.
The synthesis of this historical cultural movement was presented so that the reader could take into
account the legitimacy of this musical genre in the global artistic landscape. As the public's
demands in terms of festivals, concerts and events have not yet been met, the researcher has aimed
in this review to show the economic potential of electronic music. As academic and current sources
on this subject are scarce, the researcher will aim in his study to provide the knowledge that could
serve as a starting point for new research.
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3- RESEARCH METHODOLOGY
3.1 METHODOLOGY INTRODUCTION
For this study, the researcher uses the manual "research methods for business student" by Saunders,
M. ; Lewis, P. ; Thornhill, A. (2012). The researcher chose the onion model identified by Saunders
et al. in 2008 (Figure 3) to structure his methodology and questionnaire. This model is appropriate
for addressing the multiple aspects of data collection and analysis. Step by step, the researcher
explains, by supporting the most relevant and tangible components for each of these facets, how his
or her research methodology is structured.

Figure 3 : The research ‘onion’ Source: © Mark Saunders, Philip Lewis and Adrian Thornhill
(2009)
The first objective of this research was to highlight the difference in perception and consumption of
the French public between Electronic Dance Music (EDM) and other electronic music sub-genres
(objective 1). Then, the researcher will try to highlight the lack of media dedicated to the promotion
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of electronic music in France (objective 2). And finally, the researcher will highlight the lack of
venues dedicated to electronic music in France (objective 3).
In this section the researcher presents the design of his research. It is made up of its approach,
strategy, choices, research philosophy and time-scope. The process of collecting and analyzing
quantitative data will then be presented. On the other hand, the explanation of the sampling and the
choice of the population will be mentioned. Therefore, the researcher highlights the limitations of
said research methodology and the various ethical aspects to conclude the chapter.

3.2 RESEARCH PHILOSOPHY
According to Saunders et al (2012, p. 140), there are three main ways of thinking for research
philosophies.
The first is ontology. It is the "science of reality or being" (Baikie, 1993). This philosophy, which
combines objectivism and subjectivism, has as its main goal to understand "what is and what
exists". The researcher did not choose this philosophy because it focuses on the most general
properties of being.
The second is axiology. This philosophy is based on "the role of researcher's values in the research
process." The objective of this philosophy is mainly to consider the actions that guide human action
and its values (Heron, 1996). This philosophy is not appropriate for this research because the
researcher's ethics and values are of no interest. It is even the opposite, the researcher must adopt a
neutral and objective posture in order not to misinterpret the results of the information collected.
The last one is epistemology. This philosophy focuses on what "is acceptable knowledge and what
are the sources and limits of knowledge in the field of study". Epistemology aims at understanding
how reality should be represented or described. For this reason, this way of thinking was chosen for
the research philosophy. Indeed, since the objective of the research is to collect the different
perceptions within a homogeneous panel, this philosophy is the most appropriate.
Relying on Saunders et al (2012), an epistemological philosophy can have three main aspects.
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The first aspect is positivism. It describes itself as "research approach that collects data about an
observable reality". Its objective is to highlight regularities and causal relationships in the data "to
create law-like generalizations like those produced by scientists" (Gill and Johnson, 2002, cited in
Saunders et al, 2012, p 134). Research can be described as positivist when it is based on quantifiable
measures of variables, evidence and hypotheses to be tested (Saunders et al, 2009). The researcher
did not choose this research philosophy because of the subjective nature of the data described as
community perception, despite the fact that this dissertation has some predefined features that could
provide some generalizations.
The second aspect is realism. This philosophy can be described as "what we sense of reality". This
branch of epistemology can be likened to positivism in that it requires a scientific approach to the
development of knowledge (Saunders et al. 2009). This philosophy was chosen by the researcher
because the objective of the research is to understand how the population perceives and feels the
reality of the place of electronic music and how it is distributed in France. Indeed, in this essay, the
aim is to demonstrate the lack of space, both tangible and intangible, that the public perceives in
relation to electronic music.
The last aspect is interpretivism. This philosophy is related to the question of social phenomena in
their natural environments. It emphasizes the human being as a social actor rather than on objects
(Saunders et al, 2009, p.116). This branch considers that truth is a subjective notion because it can
easily be nuanced and constructed by the interactions of social actors (Saunders et al. 2009). This
philosophy was ultimately not retained due to the lack of qualitative data in the data collection
despite its coherence with this study.
To summarize, the researcher chose realism for this essay as the main philosophy. It is important to
note that realism as a main research philosophy is divided into two categories: "Direct Realism",
qualified by Saunders et al (2009) as "what we experience through our senses portrays the world
accurately"; and "Critical Realism" which Saunders et al. define as "what we experience are
sensations, the images of the things in the real world, not the things directly".
According to Saunders et al (2009), there are therefore two steps for critical realism to experience
the world: "First, there is the thing itself and the sensations it conveys. Second, there is the mental
processing that goes on sometime after that sensation meets our senses. When Direct realism is just
using the first step." Critical realism is therefore the combination of the experience lived in the
"real" world about something and the feeling expressed about it, on the one hand, and the mental
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process that follows this feeling. Critical realism mixes objective and subjective points of view,
while direct realism remains focused on the concrete as well as on the simple feeling expressed.
To conclude, by choosing critical realism, the researcher assumes to see only part of the complete
framework. Concerning the adequacy with the promotion of electronic music in France, we observe
that critical realism only allows us to understand part of the problem. This is why the researcher has
focused on this axis.

3.3 RESEARCH APPROACH
According to Saunders et al (2012), there are three main research approaches. The deductive
approach that is relevant when conclusions can be drawn from hypotheses, the inductive approach
that is relevant when there is a difference between the result and the hypothesis and finally, the
Abductive approach that combines the two previous ones.
Collis and Hussey (2003) explain that the deduction process is illustrated by "what could be
considered scientific research". It is therefore a question of developing a theory based on a rigorous
test, such as an investigation used in this thesis. However, the researcher could not use an inductive
method due to the lack of qualitative primary research in this study, which made interpretation more
difficult and led the researcher to a more deductive analysis.
According to Saunders et al (2009): "The deduction has several important characteristics. First,
there is research to explain the causal relationships between variables.
In this survey, we seek to study the feelings and expectations of electronic music lovers regarding
the place given to this musical genre in France. The next feature of the inference approach is data
collection, here the researcher used a questionnaire as a quantitative survey. Then, Saunders et al
(2012) argue that "the deduction dictates that the researcher must be independent of what is
observed", in this context this was the case, the researcher analyzed the result independently of what
he preferred. Thus, the perception of a community is an enabling fact that can be measured and
compared quantitatively using statistics. In conclusion, this survey revealed a generalized trend in
the public's perception of electronic music in relation to the place given to this music in France.
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3.4 RESEARCH STRATEGY
The objective of the research strategy was to address the research question and be able to answer it.
"In addition, it also depends on the cost, time and expertise of the researcher” Saunders et al (2012)
presented eight strategies in research methodology.
First, the experience that makes it possible to study and evaluate developments within a group.
Then, the survey will allow a wide collection of data, interviews, questionnaires and observations.
In addition, the archival research focused on the file and administrative documents. In addition, the
case study is an examination of a fact in real life. Then, ethnography focuses on the definition and
interpretation of a social group. Thus, action research is a process that must be renewed to find
solutions. In addition, the basic theory focuses on the theoretical analysis of social processes and
interactions. Finally, narrative inquiry consists of a set of long-term experiences to build a narrative
(Saunders et al, 2012).
For this paper, the most relevant research strategy was the survey. It has made it possible to collect a
significant amount of quantitative data from a large population in a simple and cost-effective way
(Saunders et al., 2012). To collect quantitative data in sufficient quantities, this strategy was relevant
and the cheapest, which explains why the researcher chose it as his research strategy.

3.5 RESEARCH CHOICE
The research plan could be a mono-method or multiple method (Saunders et al. 2012). Indeed, they
differentiate between the mono-method, which is the use of a single data collection and the
multiple method, which is a grouping of data obtained from various techniques. The multiple
method includes the multi-method and the mixed method. “The multimethod is restricted within
either a qualitative or a quantitative design” (Tashakkori and Teddlie, 2003). Another option, the
mixed method, is to combine qualitative and quantitative research.
Smith (1981) states: "Techniques for collecting and analyzing quantitative and qualitative data each
have their own strengths and weaknesses. In this case, the researcher preferred to use only one
quantitative method. Basically, the researcher wanted to conduct in-depth qualitative interviews as a
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qualitative choice. However, given the insufficient time available, the researcher finally made the
choice to sacrifice it and use this method only in a quantitative way. The researcher's goal here was
to combine this single collection of quantitative data with the quantitative data analysis method.
An exploratory study is an effective tool for discovering "what is happening, seeking new
perspectives, asking questions and assessing phenomena in a new light" (Robson, 2002:59). As part
of this study, the researcher decided to look in depth at the perception of the population, in
particular the share of the place given to electronic music in relation to its needs and notoriety,
based on the lack of academic references on the subject, in particular on electronic music classified
as "non-commercial" and "alternative".
In addition, the three main objectives of this thesis were to "highlight" certain elements, and this is
what an exploratory study aims to do.
As Saunders et al (2012) point out: "The survey strategy is usually associated with the deductive
approach". This research strategy was the most appropriate for this essay. Indeed, this population
was the most accessible by means of a questionnaire and the data collected would be capable of
being normalized in order to allow a comparison between the current means made available to the
electronic music scene and its real needs.

3.6 TIME HORIZON
"Cross-sectional studies, often employ the survey strategy" (Easterby-Smith et al. 2008; Robson
2002). It is by definition a cross-sectional method, due to its nature of being a "snapshot" at a
specific time. This study therefore obviously used the cross-sectional method.
In contrast, longitudinal studies could be characterized as "repeated over a long period of
time" (Blumberg, Cooper and Schindler, 2011, pp. 490-495). However, the short time frame for this
dissertation prompted the decision to implement a cross-sectional research.
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3.7 DATA COLLECTION
3.7.1 SECONDARY DATA COLLECTION
Secondary research is data collected by others, including both

quantitative and qualitative

data" (Maylor and Blackmon, 2005). It provides relevant and reliable additional information
quickly and at low cost.
Saunders, Lewis and Thornhill (2012, p. 307) categorized the secondary data into three main
subgroups: literature data, survey data and compiled data from multiple sources. The researcher
based his secondary data on three types of this classification.
•

Ad hoc surveys: academics ‘surveys, organizations’ surveys: IFPI, SACEM, IMS

•

Documentary: Electronic music articles and online resources

•

Multiple sources: - Snap shot: books, academic resources - Longitudinal: books, academic
thesis, academic resources

The various sources analyzed and explored by the researcher have allowed him to acquire an indepth knowledge of the subject. Moreover, the researcher selected only the reliable and relevant
information from these sources to ensure a logical and consistent flow in his literature review.
Therefore, the researcher has used different sources, some of them are Internet sources, the
researcher has with due diligence verified the legitimacy of these sources. To obtain this data, the
researcher relied mainly on the database of the DBS online library, as well as Google Scholar and
websites supported by the French Ministry of Culture.

3.7.2 PRIMARY DATA COLLECTION
"Quantitative and qualitative data collection techniques and analytical procedures each have their
own strengths and weaknesses" (Smith 1981). The researcher used a self-administered questionnaire
available online. Despite the low representativeness, flexibility and control of the data collection
environment (Table 1), this system remains inexpensive and allows for quick responses and
simplifies data analysis (Schutt, 2011, p.176). In accordance with the instructions of Saunders et al
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(2012), the questionnaire was precisely developed and submitted using the "Monkey Survey"
software.

Table 1 : Impact of various factors of choice of non-probability sampling techniques (Kervin, 1999;
Patton, 2002)
In addition, the researcher wanted to interview people interested in participating on a voluntary
basis. In fact, this way of doing things avoids receiving answers from people unrelated to electronic
music to complete this questionnaire. Each individual was free to complete this questionnaire or
otherwise.
Following the reasoning of Saunders et al (2009), there are two steps to self-selection sampling. The
first was to publicize the questionnaire through the use of appropriate media and/or by soliciting
participation in the questionnaire. The second was the collection of data for further analysis.
Advertising for convenience samples can take many forms, for this research, the researcher
preferred to post it on appropriate Internet discussion groups and newsgroups and to use his
personal network. Electronic music has the particularity of engendering social bonding into social
groupings an audience because of the restriction it may have encountered in the past.
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For this reason, and while following this path, the researcher chose the most appropriate medium to
reach the sample of the population concerned: the Internet, and in particular the social network
Facebook. Indeed there are many groups, private pages and conversations between amateurs in the
world of electronic music. Some Facebook pages, such as Trax magazine, which specializes in
electronic music and brings together more than 280,000 people, are likely to provide a relevant and
interested panel for the study.
In the context of this survey, the researcher's aim was to collect three types of data:
- Characteristics: Respondent demographics
- Perception variables: perception of the place given to electronic music in France
- Behavioral variables across the electronic music audience: Consumption habits
The questions asked during the survey are classified in a logical order and limited to a maximum of
21 depending on the choices, to avoid a dropout of participants due to too long an implementation
time. With this in mind, the duration of the questionnaire is estimated at less than three minutes.
Each question has been designed according to the need of the thesis and seeks to answer the
research question. Thus, the researcher himself carried out the various questions of the
questionnaire (Appendix 3).
The researcher developed his survey based on the purpose of each question he would ask the sample
being interviewed. The researcher used different types of questions, in accordance with the
objective sought. Closed-ended questions were used to clearly address the researcher's needs and
allow him or her to easily classify the data. Thus, the closed-ended question was the type of
question that appeared in the majority of the questionnaire.
Before the survey was released, the questionnaire underwent several tests to avoid errors and to
ensure that participants understood and carried out the survey correctly. To achieve this, the
researcher applied the four steps of Foddy's (1994) construction model, as shown below
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Figure 4: Constructing question for questionnaires. (Foddy, 1994), cited in Saunders et al, 2009, p
372)

After being tested and validated, the questionnaire was made public on Facebook on 1st May 2019
and at the same time was submitted to the researcher's network by email. The questionnaire
translated from French is available in the appendix (Appendix 3).

3.8 DATA ANALYSIS
Berman, Brown and Saunders (2008) explain that quantitative data could be separated into two
distinct groups: categorical and numerical data. Categorical data were used here to highlight some
of the ranks in the responses. In addition, numerical data, sometimes referred to as "quantifiable",
refers to data whose values are measured or counted numerically as quantities. In this survey, the
researcher mainly used digital data, in correspondence with the designed survey.
The researcher chose to use ordinal and numerical data as quantifiable data for the purpose of the
study and the research strategy.
In order to simplify and optimize data collection, processing and analysis, the researcher chose to
use SurveyMonkey software. In order to present the information collected in the simplest and
clearest way, the researcher chose to present the results in graphical form (bar graphs, pie charts,
etc.)
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3.9 POPULATION AND SAMPLE
The principle of sampling is based on reducing the amount of data to be collected by considering a
subgroup rather than all possible cases or elements (Saunders et al. 2012, p272).
The population of this thesis was the listeners of electronic music in France, who represent 12.5
million people (element). However, the researcher aimed to reach people who regularly listened to
this type of music and participated in related events (extent), particularly over the previous 15 years
(sampling unit). Second, a limited time frame was set to allow the researcher sufficient time to
analyze the data. This deadline was from May 1 to 7 (time).
According to Saunders Saunders et al (2012), two distinct sampling techniques exist: probability or
representative sampling and non-probability or discretionary sampling.
The use of the probability method could not be a potential choice because although some
characteristics were relevant, particularly the fact that the sample interviewed was homogeneous, it
was not possible to question the entire population of 12.5 million French people interested in this
musical genre. Even one percent were too difficult to achieve because of the time and budget it
could pose the research.
The researcher finally chose a non-random sampling technique. In this way, it was possible to
collect meaningful data. Indeed, self-selection has allowed individuals who are not interested to
ignore it. On the other hand, those interested in electronic music were able to complete the
questionnaire and provide the researcher with relevant, useful and reliable data.
In order to define the sample size, the researcher opted for a 90% confidence level based on the
homogeneity of the panel surveyed and a 5% margin error. The people interested in electronic
music in France therefore represent 12.500.000 people. However, in this study, the required sample
size was a minimum of 190 subjects.
The final number of participants in this survey was 274. However, 18 questionnaires were not fully
completed. In reality, only 256 was actually usable. Therefore, for this survey study, the researcher
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achieved a response rate of 93% on the 256 correct answers providing us with reliable and relevant
quantitative data.

3.10 RESEARCH ETHICS
“Ethical issues may occur in all the research process” (Blumberg, Cooper and Schindler, 2008, p.
92). The researcher has therefore opted for a universalist position with regard to ethics. First, in
terms of data collection, the researcher has correctly referenced each source he or she has used. The
researcher then took a neutral and objective position on all levels of the methodology. As a result,
the survey was conducted on a voluntary basis and by self-selection of participants. The researcher
made responsible use of the information collected from participants, respecting the privacy and
confidentiality of the interviewees. Of course, the results are completely anonymous and the identity
of the respondents will not be disclosed. In addition, respondents were aware of the academic
purpose of this study and agree, by completing the survey, to accept the consent form and the
participant form at the beginning of the questionnaire (see Appendix 3).
In conclusion, ethical issues may arise from misinterpretation of data due to jokes, non-authenticity
of responses, confusion of the researcher or mistranslation into a different language.

3.10 LIMITATION OF METHODOLOGY
Choosing self-selection was not a risk-free strategy. Indeed, respondents could have deliberately
created wrong answers to influence or create a misunderstanding during the analysis. It is partly for
this reason that the questions were created in order to limit these answers that do not reflect reality.
In addition, Survey Monkey software allows you to isolate and analyze each participant's responses
and moderate their excesses. Although these securities do not provide an inferior level of security,
they do make it possible to exclude undeniably false answers. However, the majority of the panel
interviewed is an audience listening to electronic music and is aware of the issues facing this genre.
Another limitation the researcher encountered was the financial. Indeed, a larger budget would have
allowed the panel to be expanded by accessing additional distribution options.

44

The choice of a mono-method quantitative could also appear to be a limitation due to the lack of
qualitative data to be analyzed. However, as a measure of audience perception, the usefulness of indepth interviews does not seem to provide any real added value to the survey.
It is also important to note that the interpretation of the survey results is specific to the researcher
and is therefore subjective and limited by his or knowledge of the electronic scene.
Another limitation to be raised is that for reasons of comprehension of the survey participants, the
study was conducted in French and then translated into English. Despite the care taken during the
translation, there could be bad translation on the part of the researcher.
And finally, the limited number of words necessarily led to a selection of the ideas presented and
limited the transcription of details.
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4- DATA ANALYSIS
4.1 QUANTITATIVE FINDINGS
4.1.1 PARTICIPANTS DEMOGRAPHICS

Figure 5 : Age of respondents

Figure 6 : Gender of respondents
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The sample of this questionnaire consists of a total of 274 participants. All age groups (from under
18 to over 50) are represented. However, the most represented age group is 23-27 years old, which
represents 40.15% of the total sample (Figure 5). Parity is well represented with a share of women
of 47.45% and men of 52.55% (Figure 6).

Figure 7 : Interest for music

In order to target only the people concerned by the questionnaire, a first filter question was applied,
asking participants if they were listening to music in the broadest sense. 100% of the sample
answered "Yes" to this question (Figure 7).
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Figure 8 : Kinds of music

The researcher then wanted to determine if the sample was listening to electronic music. To do this,
the panel had to choose from several music genres, including electronic music. People who did not
choose electronic music completed the questionnaire at this stage. 95.62% of the panel, or 262
people in total, reported listening to electronic music. The 4.38% who did not choose electronic
music completed the questionnaire at this stage, for a total of 18 people.
This filter question allowed to select only one panel concerned by electronic music. In the end, the
rate of people eliminated from the questionnaire is relatively low (Figure 8).
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4.1.2 CONSUMPTION HABITS OF ELECTRONIC MUSIC

Figure 9 : Kinds of electronic music

To define the genres most listened to by the sample, the main genres most known in France were
proposed. An "other" section has also been set up to avoid any omissions. The results obtained are
quite representative: techno and house are in the lead with respective scores of 76.18% and 58.59%,
followed by bass music (50.39%), trance (45.70%), dub (36.72%), tekno (36.33%), deep house
(34.77%) and french touch (29.69%). Electronic Dance Music (EDM) comes last with a score of
only 10.94% of listening per sample (Figure 9).
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Figure 10 : Start listening electronic music
The researcher then tries to determine since when the sample has been listening to electronic music.
This is intended to highlight some key historical periods in electronic music and to refine the profile
of the sample. 0.39% of the sample reported listening to electronic music for less than a year; 5.08%
for less than a year; 5.08% for 2 years; 13.67% for 3 to 4 years; 10.94% for 4 to 5 years; 9.77% for
5 to 6 years; 24.61% for 7 to 8 years; 12.5% for 9 to 10 years; 3.52% for 11 to 12 years; 5.86% for
13 to 15 years and 13.67% for over 15 years.
These figures confirm that apart from the proportion of the sample listening to electronic music for
more than 15 years, one period stands out from the others: almost a quarter of the sample started
listening to electronic music 7 to 8 years ago (Figure 10).
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Figure 11 : Electronic music discoveries

The next question was to determine how the sample discovered new artists and electronic music
pieces. This question made it possible to distinguish four means of discovery favored by the sample.
Word of mouth (87.89%), suggestions from streaming platforms (87.11%), live events (84.38%)
and social networks (65.23%) are by far the most used means by the sample. It should be noted that
traditional media, and in particular radio, until now the historical means of broadcasting music is far
behind with only 10.94% (Figure 11).
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Figure 12 : Ways to listen electronic music

The researcher then sought to determine on which medium the sample was listening to electronic
music. Here too, there is a shift away from radio compared to other media. Indeed, the latter has a
usage rate of only 8.98% where streaming and live events have a respective rate of 96.09% and
91.02% (Figure 12).
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Figure 13 : Places to listen electronic music

Figure 14 : Moment on the week to listen electronic music
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Figure 15 : Frequency to listen electronic music
Then the researcher wanted to determine where, when and how often the population listened to
electronic music. The results to these questions showed that the sample listened to this type of
music almost all day long on an near daily basis regardless of where were located. Indeed, 92.97%
reported listening to music at least several times a week (Figure15). 34.64% of the sample even
reported listening to it during working hours (Figure 13).
The researcher also wanted to know when the sample was listening to electronic music during the
week. To this question, the panel's responses were relatively consistent. 94.92% of the panel
reported listening to it in the evening on weekends, 83.98% listening in the evening on weekdays,
77.34% during the day on weekends and 71.09% during the day on weekends (Figure 14).
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4.1.3 ATTENDANCE AT ELECTRONIC MUSIC EVENTS

Figure 16 : Attendance to electronic music events

Next, the objective was to determine the sample's participation in electronic music events. To do
this, the researcher asked the sample to indicate the frequency of their participation in these types of
events. The figures revealed that 57.14% of the population surveyed participates in an electronic
music event at least once a month, of which 31.75% indicated that they participate several times a
month. Among the respondents who attend these types of events less frequently, 32.54% still
indicated that they participate several times a year (Figure 16).
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The researcher then sought to define the obstacles and motivations of the interviewees to participate
in an electronic music event. Respondents were asked to choose at least 3 barriers and 3 motivations
to participate in an electronic music event from a list of 8 different reasons.

Figure 17 : Obstacles to participating in electronic music events

The three main barriers to participation in an electronic music event that emerged were: the cost of
the event (76.47%), artistic programming that does not appeal to the public (67.45%) and the
distance to the event (66.27%) (Figure 17).
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Figure 18 : Motivations to participating in electronic music events

The three main motivations for participating in an electronic music event that emerged were: the
atmosphere of the event (90.59%), the discovery of new artists (80.78%) and the social experience
(58.43%). However, it is important to mention the fact that seeing artists that the sample already
knows comes in fourth place with 55.69% of votes (Figure 18).
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Figure 19 : Place of electronic music at popular events

Then, the researcher sought to find out the interviewees' perception of the place of electronic music
events at popular festivals in France, using music festivals as an example. The results revealed that
57.58% of respondents stated that electronic music had insufficient or no place at popular events
(Figure 19).
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Figure 20 : Place of electronic music dedicated venues in French cities

The researcher then tried to determine the supply in terms of electronic music events met the
demand of the sample. To do this, the population was asked if their city of residence had enough
places to host this type of event. 14.12% said they had no location; 53.73% responded that the
number of locations was insufficient; 23.53% thought the number of locations was fairly
satisfactory and 8.63% said they had enough (Figure 20).
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Figure 21 : Nomadism of the electronic music public

In order to determine the level of public demand for electronic music events, the researcher wanted
to determine the distance that the sample was willing to travel to such events. To do this, the panel
had the choice between several different distances and had to select one. The responses identified
two consumption trends. The first concerns local demand, in fact, 62.43% declared that they were
ready to travel a maximum distance of 100 km. 41.62% even said they were willing to travel a
maximum of 50 km. The second trend that emerges from this question is a different demand, that of
an audience willing to travel and travel more than 300 km to attend electronic music events. This
segment represents 19.08% of the total sample (Figure 21).
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4.1.4 PERCEPTION AND FREQUENCY OF RADIO LISTENING
In this section, the researcher wanted to highlight the panel's perception of radio and electronic
music. He also wanted to determine the proportion of the sample that listened to electronic music on
the radio.

Figure 22 : Perception of radio as a promotional way of promoting electronic music

To do this, the researcher asked the public if they thought radio was a good way to promote
electronic music. This question had only two answers: yes or no and served as a filter question.
Based on their answers to this question, respondents were directly directed to a category associated
with their choice. In this question, 64.68% of the population surveyed believe that radio can be a
good way to promote electronic music (Figure 21).
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Figure 23 : Radio listening rates for electronic music

The researcher then wanted to determine the proportion of the sample that listens to electro on the
radio. Again, respondents were asked to answer yes or no to this question.
A trend is clearly emerging as a result of this question. Despite the 64.68% of the panel who said
they thought radio was a good way to promote electronic music on the radio, 78.82% of the panel
did not listen to it on the radio (Figure 22).
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Figure 24 : Perception on improving the promotion of electronic music on radio
For the 21.18% who said they listened to electronic music on the radio, the researcher asked them
how they thought the promotion of this music could be improved. 69.23% wanted stations
dedicated to different genres of electronic music such as techno, house or bass music to appear.
63.46% wanted more musical discoveries. 61.54% would like a selection of electronic music sub
genres that are not EDM. 46.15% would like to see the promotion of electronic music events appear
on it and finally 19.23% would like the advertising selection to be more appropriate. Concerning the
5.77% who ticked the box "other, please specify", they replied that they wanted to see dedicated and
independent stations appear, which is similar to the choice "appearance of dedicated stations"
mentioned above (Figure 23).
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Figure 25 : Reason for not listening electronic music on radio
For the 78.82% who said they did not listen to electronic music on the radio, the researcher asked
them to specify why. 74.89% said they found electronic music that was too commercial. 74.01% do
not find a radio station dedicated to the electronic music genres they listen to. 50.22% feel that there
is not enough musical discovery. 45.81% avoid radio because of the excessive number of
advertisements broadcast on it. Finally, the 11.89% who ticked the box "other, please specify"
respond either with an answer close to those proposed above or declare that they do not own a radio
(Figure 24).
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5- DISCUSSION
5.1 DIFFERENCE IN PERCEPTION AND
CONSUMPTION OF THE FRENCH PUBLIC BETWEEN
EDM AND OTHER ELECTRONIC SUB GENRES
The term electronic music, commonly referred to as "electro", is a simplified word that describes a
piece with a non-acoustic basis (Holmes, 2002; Leloup, 2016). This term includes a large number of
different genres and sub-genres. The researcher therefore wanted to highlight the most listened to
electronic music genres and separate the two distinct, even antagonistic segments: techno/house and
related sub-genres on the one hand and Electronic Dance Music (EDM) on the other (Pellerin and
Braun, 2016). The audience is therefore divided into two major groups: lovers of Electronic Dance
Music (EDM) and other electronic music. Fans of the techno/house segment and other sub-genres
hardly listen to EDM. This is confirmed by the results of the researcher's survey, which revealed a
particularly low listening trend for EDM (only 10.94% of the sample) compared to all other
electronic music sub genres. To give an idea, the highest score is achieved by techno with a panel
listening rate of 76.18%. The lowest score before the EDM is the deep house with a score of
34.77%. The researcher therefore states that the consumption gap between EDM and the other
electronic music sub genres is undeniable. The high scores obtained by techno and house can be
explained by two determining factors: their date of appearance, well before other genres of
electronic music and their current popularity in France and the rest of the world (Leloup, 2011). The
high score obtained by bass music can partly be explained by the fact that the researcher used his
personal network to administer the questionnaire and that this network is made up of a fan base of
this genre. This is also true for the trance sub-genre, which is strongly represented in the
researcher's network. However, although highly represented in this study, the position of these
genera does not appear to be abnormal in terms of position in the ranking. There is therefore a
significant difference in the EDM compared to all other genres.
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5.2 THE LACK OF MEDIA DEDICATED TO THE
PROMOTION OF ELECTRONIC MUSIC IN FRANCE
The researcher then wanted to highlight a clear lack of media dedicated to the promotion of
electronic music besides EDM.
In this study, the researcher deliberately did not ask the sample about his expectations regarding
music on television because, as seen above, Leenders and Mark (2015) recall that record companies
control access to traditional media (Radio, TV). Indeed, the major recording labels use these very
expensive means of promotion to promote the artists in whom they have invested sizable amounts
of capital. These artists are in the EDM category (Pellerin and Braun, 2016). Traditional media are
absent in electronic music in France outside the EDM segment (Pellerin and Braun, 2016). The
survey confirms this sentiment: 78.82% of the panel states that they do not listen to electronic music
on the radio and 74.01% note that there is no dedicated radio. The survey also showed that 64.68%
of the panel recognized the relevance of radio as a medium that can promote electronic music.
Percival (2011) confirms this remark by stating that radio remains, despite the rise of the Internet,
an important means of promoting music. One of the reasons for the lack of interest of the radio's
electro audience is linked to the fact that it is too dominated by advertising (45.81% of the sample
interviewed) and not very open to musical discoveries (50.22%). The economic model of radio
stations is based on the marketing of advertisements and, although this is not always recognized, the
sale of airtime for the promotion of artists who have signed with the major recording labels
(Weissman, 2010). Leenders and Mark (2015) support this idea by describing the situation of
(mediatized) emerging artists. These artists, according to the authors' study, sign contracts with
record companies that control access to traditional (Radio, TV) and new (Web radio) media at the
international level. The problem of the musical genre also arises from this study, since 69.23% of
respondents would like to create a dedicated radio station. Pellerin and Braun (2016) nuance this
lack by quoting radio FG whose musical aesthetics are similar to electro. Although it has the merit
of existing, this station does not cover enough musical sub genres, musical news, cultural
information, and concert and festival calendars.
In order to overcome this lack of presence in traditional media, the electronic music public is
turning to other media, particularly the Internet. The researcher demonstrated in his survey that the
sample he interviewed focuses mainly on three tools to discover new artists and electronic music
pieces. The first was suggestions from streaming platforms with a sample utilization rate of 87.11%.
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Indeed, Pellerin and Braun (2016) point out that streaming platforms have taken a prominent place
in the distribution of recorded music, particularly for independent electronic music.
The next most common tool used by the sample is social networks. 65.23% actually reported using
it to discover new electronic music pieces and artists. This trend is not surprising as, as already seen
above, Whiting and Williams (2013) conducted a similar survey and found that 64% of respondents
reported using social networks to listen to music. This highlights a real trend in music listening
habits for people who use social networks. These similar results six years apart prove that this trend
has really become part of the habits of electronic music consumers. Castonguay (2013) completes
this notion by stating that it is very useful for musicians to share content on social networks for their
audience in order to develop a powerful audience.
Finally, the last tool used by the panel at 21.88% is the discovery through webzines such as Trax or
Resident advisor. However, the utilization rate of the sample surveyed remains low. This may be
explained by the fact that there are few media covering electronic music and few specialized
magazines (Pellerin and Braun, 2016). This translates into moderate popularity with the public.

5.3 THE LACK OF VENUES
ELECTRONIC MUSIC IN FRANCE

DEDICATED TO

In this section, the researcher sought to highlight the notion that the number of venues dedicated to
electronic music in France was insufficient in relation to demand. Several questions in his survey
allowed him to validate this idea. Indeed, the figures obtained by the sample revealed that 57.14%
of the population surveyed participate at least once a month in an electronic music event, of which
31.75% indicated that they participate several times a month. In contrast to these figures, 57.58% of
respondents stated that electronic music had insufficient or no place at popular events. We also note
that the majority of participants, 67.85%, perceive a lack of appropriate venues in their cities of
residence. However, it is important to note that the answers depend on the city in which the
participants reside. Indeed, some respondents reside in metropolitan areas that already meet their
needs in terms of events such as Paris, for example, while others reside in small or medium-sized
cities and do not have or do not have enough such venues. Pellerin and Braun (2016) confirm this
idea by stating that local disparities do persist in France.
The case of electronic music festivals is also to be raised, situations outside urban areas sometimes
require long negotiations to successfully implement festivals (Pellerin and Braun 2016). The sample
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revealed that the public would participate in more electronic music events if they were held closer
to home. Indeed, 62.43% said they were willing to travel a maximum distance of 100 km. Fabre and
Arnaud (2016) confirm this notion by announcing that very large open-air concerts are breaking
their attendance records, although festivals managed by associations remain very fragile financially.
They also point out that 71% of festivals are essentially managed by associations, but their success
is attracting more and more private companies. In 2015, they represented 8% of the organizers, i.e.
4 times more than in 2012. In order to more accurately determine the demand of the sample being
interviewed, the researcher asked the sample for the barriers they face in participating in an
electronic music event. The three main obstacles retained are the cost of the event, the artistic
programming that does not appeal to the public and the distance to the event. The hypothesis
concerning the nature and location of such events, which tends to demonstrate insufficient local
supply, is therefore confirmed. Pellerin and Braun (2016) confirm this hypothesis by specifying that
the demand for novelty is permanent and the absence of renewal is penalizing. Festivals and clubs
will therefore need a high level of diversity and renewal of the artists who are programmed.
According to them, it is necessary to avoid standardization of programming and events at a time
when electronic culture is reaching commercial maturity in France. This lack of renewal is largely
explained by the historical mistrust of public authorities for electronic music (Sayeux, 2010),
leaving little hope of subsidies to these actors, which disadvantaged the development of associative
models compared to more commercial models (Pellerin and Braun 2016).
The researcher also wishes to highlight another trend that emerged with the survey results. Some of
the respondents say they are willing to travel more than 300 km to participate in electronic music
events. Another question in the questionnaire confirms this trend. When the researcher asked the
sample about their motivation to participate in an electronic music event, 39.61% said that these
events were a reason to travel. 11.76% even stated that electronic music events are, in their opinion,
a choice of holiday destination. Manenti (2018) confirms this trend by pointing out that more and
more people are fleeing French festivals, because of an eclectic programme but alongside its
audience, to prefer those abroad, and to develop a new form of tourism. The author highlights that
for the French territories, festivals appear to be superb opportunities to increase their number of
visitors and actively participate in the development of a destination's touristic appeal, while
promoting in a single place the meeting between local businesses and potential customers.
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6CONCLUSION
RECOMMENDATIONS

AND

6.1 CONCLUSION
Electronic music can be distinguished into two antagonistic segments, on the one hand electronic
dance music, commonly called EDM and on the other a distinct group comprising all the other subgenres (Pellerin and Braun, 2016). These two segments evolve each on their own with their own
rules and their respective audiences and do not meet in any way, despite the fact that they both
come from electronic music. The researcher therefore argues that for any strategic decision it is
necessary to take into account this distinction between these two genres in order to avoid any biased
analysis. This notion is all the more important because these two genres have two distinct markets.
The EDM group has reached its peak and is likely to enter a phase of decline (Watson, 2017) while
the second group has been steadily increasing since its inception and suggests an increase (Pellerin
and Braun, 2016) over the long term, as demonstrated by the study conducted by the researcher. The
researcher states that it would unreasonable not to distinguish these two segments in the context of a
study or project implementation.
The second segment, which includes all genres of electronic music outside the EDM, shows a
significant lack of promotion in France despite its growing popularity (Pellerin and Braun, 2016).
This segment is totally absent from radio, a historical media for the promotion of music (Percival
2011). This is because the radio business model is based, in addition to advertising, on the sale of
airtime for the promotion of artists who have signed with the major recording labels (Weissman,
2010). However, the majority of artists in this segment come from independent labels that do not
have the financial capacity to invest in the placement of their artists in radio. Especially since it does
not fit into their promotion strategy. It is also important to note that there exists no radio station
dedicated to this segment in France. One of the consequences of this almost non-existent presence
in traditional media is that the public of this segment of electronic music is moving towards new
distribution and promotion channels such as streaming platforms (Pellerin and Braun 2016) or
social networks (Whiting and Williams 2013). The researcher confirmed this theory through the
survey he conducted, which revealed exactly the same trend. To overcome this lack of promotion on
traditional media, artists are therefore obliged to promote themselves on social networks by
broadcasting their music and creating their own community (Castonguay 2013). Artists can also rely
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on webzines dedicated to electronic music, which promote them to the public concerned (Pellerin
and Braun, 2016).
During this study, the researcher presented a situation of electronic music in France by placing it in
its history and located it in the music market. Media coverage often leads to the commercialisation
of artists, this is the situation of EDM artists, and more generally of those who sign a contract with
major companies or labels. These artists benefit from the significant financial resources that come
from the record companies, but must in return accept subordination to them. The 360 contracts they
sign include, in addition to the reversion of part of their earnings, a subjection to the artistic
direction of these major recording labels (Kessler 2017). However, we have previously seen that
electronic music artists are appreciated because they are creative and original (Pellerin and Braun,
2016; Jouvenet, 2004). The fact that these artists have these characteristics is explained by the fact
that they do not suffer from the constraints of the major recording labels, which, in order to be
profitable, require them to remain within a restrictive and formatted framework (Kessler, 2017). The
media coverage of electronic music corresponds to a demand from the public who seek information
about artists such as dates and locations of concerts and events, as well as to create a link with these
artists on social networks (Howard, 2009; Perkins, 2012; Castonguay, 2013). The researcher
therefore puts forward the theory that it is necessary to communicate and improve the promotion of
this music by highlighting emerging artists, given the constant demand for novelty from the public,
while ensuring that the financial constraints of media coverage, including the cost of
communication on platforms, the web and advertising, do not lead artists to enter a restrictive
format. Indeed, even if they evolve and professionalize to produce their music through support in
the various stages of their production, distribution, publishing and copyright protection, it is
necessary to ensure that their artistic and creative freedom is respected so that this musical genre
that has developed and evolved in France since the 1990s. This notion is all the more important so
that they become part of French culture in a sustainable way.
The last point that the researcher wishes to highlight in the conclusion is the validation of his
hypothesis that the number of suitable places to receive and distribute electronic music in France is
insufficient in relation to the abundant demand of the audiences that it encounters. Indeed, in his
study, the researcher proved that the public perceives a significant lack of places for electronic
music to be broadcast in France. Pellerin and Braun (2016) validate this idea by stating that local
disparities persist in France. The researcher highlights that the population living outside major cities
is systematically confronted with a lack of spaces hosting electronic music events near their place of
residence. This phenomenon is also linked to the problem faced by festivals in France. The case of
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electronic music festivals is difficult, particularly outside urban areas, as they sometimes require
long and uncertain negotiations to successfully establish and maintain festivals (Pellerin and Braun
2016). This lack of supply in terms of events in France completes a series of obstacles to the
development of music at the national level. One of the obstacles that has persisted since the 1990s is
the bad image introduced by rave party culture. This results in a historical distrust of the public
authorities for electronic music, and leads to a lack of renewal of the electronic scene while the
demand for novelty is constant. This lack of renewal is particularly penalizing for festivals and
clubs that will need a high diversity and renewal of artists who are programmed to avoid a
standardization of programs and events (Pellerin and Braun 2016). As seen previously in the
literature review and with the data collected by the researcher, this standardization of programming
and events leads to the migration of part of the French public to events abroad, which represents a
significant loss of turnover, both for the stakeholders involved in the organization of these events in
France and for the cities and regions that have previously hosted them or that have the potential to
do so (Manenti 2018).

6.2 RECOMMENDATIONS
To meet the growing demands of the public, electronic music should be accepted as a cultural and
artistic movement in its own right in France. Indeed, it has previously been highlighted that this
genre represents a real cultural movement (Pellerin and Braun, 2016). For this reason, the
researcher suggests creating a public structure to consolidate the results of all the associations and
companies that manage electro-related activities. It would be necessary to evaluate them in terms of
number of spectators, number of artists, musical sub-genres, economic weight in order to be able to
determine in a concrete way the place it occupies and therefore to grant it the space it deserves.
Once the cultural weight has been recognized, it would be crucial to choose a representative able to
present the case to the French Ministry of Culture. In the face of obvious economic interests
(Manenti 2018), mediation could be beneficial to both parties and would undoubtedly reduce the
political tensions associated with this type of activity and provide a more effective framework for
related events.
The researcher also proposes the creation of a digital or physical platform to support artists to
enable them to understand and control the financial parameters of media coverage, cost and
communication strategies on platforms, the web and advertising. It would also allow them to better
71

manage the operation of publishing rights, the legal aspect of their works and publishing. This
solution could be a relevant growth driver for the development of emerging artists who represent
the future of the French scene given the demand for it (Pellerin and Braun, 2016). Indeed, by
mastering these various aspects, artists would be able to professionalize themselves and succeed in
making a living from their creations (Kessler, 2017). Just being able to offer their music on
streaming services and understand how to integrate an agent’s catalogue would already be a
significant step forward for some of them.
Finally, the researcher suggests the creation of one or more radio stations dedicated to electronic
music sub-genres. Indeed, as previously presented in the survey results, the public is in demand for
a radio station that is relevant in terms of alternative music supply for electronic music. This radio
could be an excellent way to promote artists and events related to this musical genre, which would
provide a concrete and effective solution to the promotion problem facing electronic music in
France.

6.3 FURTHER RESEARCH
In this study, the researcher identified the problem of media coverage and development of emerging
artists. They are often isolated at the beginning and do not have the necessary contacts and
knowledge to promote their music. The researcher wonders about the interest and feasibility of
setting up a structure that would allow artists who lack competence to have recourse to support in
one or more fields that they do not master, such as communications, booking, publishing or legal.
This system of pooling resources would allow a new or emerging artist to find the necessary support
for his development before signing with a label or to remain an independent artist. In this context, it
would be necessary to identify the real needs and determine whether a model such as the one
suggested could be relevant. This question did not meet the objectives and was beyond the scope of
this brief. It could therefore not be processed. It would be interesting to consider this in future
research.
During this research, the researcher saw that creators of electronic music can belong to more or less
structured groups or evolve alone, autonomously to create, produce or distribute their music. The
difficulties that this musical genre encounters in federating and being recognized in France raises
questions about the quality of the relationships maintained between decision-makers (the state, local
authorities) and representatives of electronic music (Pellerin and Braun 2016). This notion appeared
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during the researcher's questions on the difficulties for festivals to obtain permits and venues in
municipalities. This subject could not be developed during the study conducted by the researcher
due to lack of time and resources. It would be interesting to hear through interviews in the context
of qualitative research, the different parties in order to identify the real obstacles and determine the
means to be put in place so that electronic music is more sustainable in France and is definitively
detached from the stain that has marked it since the 1990s with the arrival of raves in France. This
research should be based on all the different stakeholders in electronic music. This would include
hearings of major players in the profession, experts in various disciplines such as event planners,
heads of associations, directors of independent labels but also heads of publishing, promotion and
booking.
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7- SELF-REFLECTION
7.1 PROCESS
7.1.1 Define the topic
When the researcher began to think about his thesis subject, the general subject appeared naturally
to him. His passion for music being present in his daily life, the choice of this research topic seemed
obvious. At this stage, the researcher's objective was to combine his passion for music with his
training at Dublin Business School in marketing in order to present a relevant topic for this essay.
The researcher therefore began a monitoring of what had already been studied on this subject, while
at the same time trying to raise a modern issue and provide additional academic knowledge on this
subject. The researcher then realized that finding a subject that had never been addressed
academically on the subject of music was not an easy thing. That's why he first had the idea of
dealing with the subject of music streaming. So the researcher began to develop this subject and
write his essay on it. As he progressed in his research on streaming, the researcher realized that this
subject had already been sufficiently addressed. A long period of questioning then began. The
subject no longer seemed really relevant and interesting, so the researcher once again set out to find
a new axis to deal with. It was then that, in accordance with the researcher's tastes, the subject of
electronic music appeared to him. However, since this subject has already been treated in an
academic way, the researcher decided to refine it and add some variables. The researcher being of
French origin and having knowledge of the problems encountered by this musical genre in his
native country, naturally focused on electronic music in France. In order to give a marketing
dimension to this subject, in accordance with the researcher's training in marketing at the Dublin
Business School, the researcher therefore decided to focus on the promotion and dissemination of
this musical genre in France. Immediately, an obvious observation appeared, practically no study or
academic source existed on this subject, which made it all the more relevant to the researcher.
Moreover, being invested in the support of the rights of this music and its development, the
researcher was particularly satisfied to be able to register this subject in an academic way and to be
able to contribute to its establishment as an artistic genre in its own right.
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7.1.2 Use of sources
By choosing a specific subject, the researcher was immediately aware of the challenge ahead. He
expected to encounter difficulties in obtaining relevant and reliable sources. This suspicion proved
to be correct, most of the sources were not academic and do not cite any viable sources. In order to
fill this gap, the researcher therefore looked to French state institutions to try to obtain accurate and
interesting information for this essay. It was then that he noted that, although very rare, there were
official reports and information on this subject. The researcher discovered that some actors in the
French electronic scene have been trying for many years to define the landscape of this genre and to
define its problems. However, these players have difficulty in centralizing the various information in
order to establish a solid knowledge base covering all the different aspects of the electronic music
market in France. Indeed, he discovered that on the one hand, a researcher, Jean-Yves Leloup, had
succeeded in defining the history of electronic music in the world and in France, and on the other
hand, a study had been commissioned by a French institution in order to define the economic weight
that electronic music represents in France and to define its challenges. However, these two sources
of knowledge do not intersect and are of little interest to the perception of the French public. It is
this problem that the researcher was interested in.
The researcher also discovered some particularly interesting secondary information on this subject
written by actors in this sector. Although this information was not recognized as officially academic,
the researcher nevertheless chose to take an interest in it. Indeed, the actors in the sector are
stakeholders who are particularly well placed to provide reliable and relevant information.
Moreover, since this subject had never been dealt with in an academic way, the researcher decided
to try to collect as much information as possible, as long as it appeared to him to be viable and a
reliable source.
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7.2 DISSERTATION FORMULATION
The few literature resources that the researcher presented earlier provided him with general
information on this subject. By combining these resources with other academic resources on music
promotion in general, the researcher was able to define the objectives of this dissertation as well as
the framework of his research methodology and to guide the meaning of the research in his main
study. This survey allowed the researcher to confirm his theories and highlight the problems
encountered by this genre of music in France by supporting these findings with precise statistics.
This also allowed him to record this information in an academic way so that future research could
be established from this dissertation.

7.3 OWN LEARNING
For this research, the researcher chose to use the " diverger " learning style (Kolb, 1981). Indeed,
the researcher considers himself to be a "feel and watch" person. The researcher shares this point of
view insofar as he is convinced that the concrete experience is a relevant and effective means of
learning and that it allows him to reflect thoughtfully and critically on this experience.
The researcher being originally a French student, he has developed the habit of operating in a totally
different way than what this research work requires in an academic setting. Indeed, during his
French business school training, the researcher was led to "think differently" and to leave the
framework as much as possible to create innovative and disruptive solutions. This way of working
being the opposite of academic research work which requires precise instructions to be followed
and to fit within a delimited framework required by the Dublin Business School, required great
adaptability from the researcher. Finally, this difficulty finally turned into an adaptability skill and
became beneficial to the researcher. The researcher considers this experience to be particularly
successful and rewarding. It offered him the opportunity to broaden his own way of working by
introducing him to the world of academic research that had previously been unknown to him. Its
time management, its ability to synthesize and compare data have been significantly improved.
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7.4 FUTURE APPLICATION OF LEARNING
The researcher had already built a personal culture on electronic music for several years. The
informal exchanges he had previously had with professionals in this sector had led him to reflect on
the problems that this musical genre faces. The exercise of this dissertation gave him the
opportunity to explore in a more scientific way the issues related to the development of electronic
music in France. The research work as well as the analysis of the survey conducted by the
researcher, allowed him to acquire the bases to reach an expert level. The study of this subject
confirmed the researcher's desire to engage in a professional project in this sector. The training
within DBS allowed the researcher to finalize studies done in France. He was able to complete his
skills and fluency in English, which he hopes to be able to use for professional purposes. The
working method and rigour required by DBS have enabled the researcher to develop his reliability
and strengthen his management skills. Indeed, the restitution of structured and relevant work is
inseparable from the correct management of a position in a company.
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9- APPENDICES
9.1 APPENDIX 1 : GANTT CHART
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9.2 APPENDIX 2 : COST
OBJECT

COST ( € )

New books purchased

80

Second-hand books purchased

50

Paid online access

19

Annual subscription to library Toulouse
Jean-Jaures

15

1 month subscription to Survey Monkey
software

40

Equipment being used

TOTAL

0

€204

84

9.3 APPENDIX 3 : QUESTIONNAIRE
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