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Abstract 
The purpose of this study is to reveal the main cha-
racteristics of participation in live-streamed music 
festivals as a new form of digital leisure and to exa-
mine in depth how digital platforms transform the 
music festival experience. In this regard, the audien-
ce comments during the YouTube live streaming 
of Hellfest, which was held on June 27-30, 2024, in 
Clisson, France, were analyzed by the qualitative 
content analysis method. As a result of the data 
analysis conducted within the framework of the Mi-
les-Huberman model; the themes of digital festival 
experience, music consumption and fan interaction, 
and the intersection of physical and digital festival 
experiences were obtained. Within the context of 
these themes, the research findings show that whi-
le live-streamed music festivals are unable to fully 
replace the experience provided by physical atten-
dance, they offer the potential to reach a wider au-
dience by overcoming geographical and economic 
barriers. At this point, the re-evaluation of digital 
festival experiences as a subcultural leisure activity 
becomes functional in understanding new forms of 
subcultural participation in the digital age by rein-
forcing a sense of belonging and community among 
the audience. Therefore, considering the potential 
of digital leisure opportunities to create new spaces 
for social groups becomes crucial.

Keywords: Digital Leisure, Hellfest, Live Streaming, 
Music Festival, Subcultural Leisure.
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Özet
Canlı yayınlanan müzik festivallerine katılımın yeni 
bir dijital boş zaman değerlendirme biçimi olarak 

temel özelliklerinin açığa çıkarılması ve dijital plat-
formların müzik festivali deneyimini nasıl dönüştür-
düğünün derinlemesine irdelenmesi, bu çalışmanın 
amacını oluşturmaktadır. Bu doğrultuda 27-30 Hazi-
ran 2024 tarihlerinde Fransa’nın Clisson kasabasında 
düzenlenen Hellfest’in YouTube canlı yayını sırasın-
daki izleyici yorumları, niteliksel içerik çözümlemesi 
yöntemiyle analiz edilmiştir. Miles-Huberman modeli 
çerçevesinde gerçekleştirilen veri analizi sonucunda; 
dijital festival deneyimi, müzik tüketimi ve hayran 
etkileşimi ile fiziksel ve dijital festival deneyimlerinin 
kesişimi temaları elde edilmiştir. Söz konusu tema-
lar bağlamında araştırma bulguları, canlı yayınlanan 
müzik festivallerinin fiziksel katılımın sağladığı dene-
yimi tam olarak ikame edememesine rağmen coğrafi 
ve ekonomik engelleri aşarak daha geniş bir izleyici 
kitlesine erişim potansiyeli sunduğunu göstermek-
tedir. Bununla birlikte dijital platformların sağladığı 
gerçek zamanlı etkileşimlerin altkültürel topluluk-
ların oluşumu ve ortak festival deneyimlerinin zen-
ginleştirilmesine katkıda bulunarak, geleneksel ve 
dijital festival deneyimlerinin bütünleşik bir şekilde 
harmanlanmasını mümkün kıldığı anlaşılmaktadır. Bu 
noktada dijital festival deneyimlerinin bir altkültürel 
boş zaman etkinliği olarak yeniden değerlendirilme-
si, izleyiciler arasında aidiyet ve topluluk duygusu-
nun pekiştirilmesi sayesinde dijital çağda altkültürel 
katılımın yeni biçimlerinin anlaşılması açısından işlev-
sellik kazanmaktadır. Dolayısıyla toplumsal grupların 
kendilerini ifade etmeleri için yeni bir alan oluşturul-
ması açısından dijital boş zaman olanaklarının taşıdı-
ğı potansiyelin göz önünde bulundurulması önemli 
hale etmektedir.
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Introduction  
The digitalization processes, which affect different 
areas of everyday life in different ways, have led to 
significant transformations in leisure activities. The 
proliferation of digital platforms has radically trans-
formed participation trends by making these acti-
vities more accessible and interactive. Particularly, 
events with large participation, such as music festi-
vals, have moved beyond physical boundaries due 
to technological opportunities and have gained a 
new dimension in online platforms. These events, 
which traditionally emphasize physical participati-
on, are now accessible to wider audiences through 
virtual platforms and offer participants more diverse 
experience options. In this context, the concept of 
digital leisure necessitates a rethinking of the activi-
ties that individuals engage in within virtual environ-
ments, as well as the social consequences of these 
actions. Music festivals, which have historically been 
one of the most important venues for social intera-
ction and cultural exchange, are changing in terms 
of the way they are experienced in the digitalizing 
world. The experiences of social interaction and cul-
tural participation offered by physical participation 
in face-to-face music festivals are redefined and gain 
a different meaning on digital platforms. The par-
ticipation of viewers in live chats, instant reactions 
to performances, and virtual community-building 
processes create a new perspective in the context 
of digital leisure.

The process of transforming leisure activities into 
digital forms has significantly impacted how peop-
le access and engage in these activities, presenting 
both opportunities and challenges in reshaping the 
landscape of cultural events and subcultural partici-
pation, particularly in the context of music festivals.  
In other words, digital leisure activities are important 
in terms of the quality of the experience that indivi-
duals obtain in virtual environments, as well as the ef-
fects of this experience on social interactions. Digital 
entertainment, as a rapidly evolving form of leisure, 
has fundamentally altered how individuals engage 
with cultural events like music festivals (Holt, 2020; 
Bennett & Rogers, 2016). Subcultural participation, 
traditionally rooted in physical gatherings, is cur-
rently being redefined through digital platforms that 
offer new avenues for community building and iden-
tity expression (Pietrzak-Franger et al., 2023; Hassan, 
2021). At this point, music festivals offer a new form 
of digital subcultural participation by redefining the 
way participants spend their leisure time on digital 
platforms. The way in which audiences spend their 
leisure time is transformed by music festivals that are 
accomplished through the use of online platforms, 
which also leads to the establishment of new digital 
communities.

The digital transformation of music festivals repre-
sents a paradigm shift in how audiences engage 

with live music events and cultural experiences. A 
more nuanced comparison between digital and tra-
ditional music festival experiences reveals both the 
limitations and unique affordances of virtual partici-
pation (Rendell, 2021; Onderdijk et al., 2021). While 
digital platforms cannot fully replicate the sensory 
immersion of physical attendance, they offer unpre-
cedented accessibility and novel forms of interaction 
that complement and extend the festival experience 
(Wang, 2021; Fraser et al., 2021). These digital inno-
vations are not only transforming the nature of music 
festivals but also challenging our understanding of 
authenticity and community in subcultural spaces, 
necessitating further research into the long-term 
implications for cultural identity and social cohesi-
on. Addressing the phenomenon of digital leisure 
within the framework of music festivals allows us to 
understand the sociocultural effects of digital plat-
forms by comparing traditional and virtual forms of 
leisure participation. Therefore, this research aims to 
explore the ways in which virtual participation intera-
cts with the traditional live music experience and to 
explore and reveal unique patterns of cultural parti-
cipation, social interaction, and community building 
in digital leisure environments.

The limited examination of the transformations of 
music festival experiences through virtual partici-
pation and live streaming platforms in previous stu-
dies constitutes the main rationale for this research. 
In this context, there is a lack of a comprehensive 
perspective in the literature on how audience par-
ticipation takes place in these digital environments 
and how the experiential dimensions of online music 
communities are shaped. As a result, the need to un-
cover the ways in which virtual festival participation 
interacts with the traditional live music experience 
and the unique patterns of cultural participation, 
social interaction, and community building in the 
digital leisure environment gains importance. In ot-
her words, this research is shaped on the basis that 
virtual festival participation represents a new form of 
subcultural participation that challenges traditional 
understandings of live music experiences and res-
hapes leisure activities in the digital age through the 
case of the live streaming of Hellfest held in 2024 
on the YouTube platform. Furthermore, this resear-
ch reveals that the digital format of the festival has 
led to the emergence of various online music com-
munities that are characterized by their own norms, 
behaviors, and modes of interaction (Ghaffari et al., 
2024: 13230). These virtual communities are not only 
complementary to the traditional concept of the 
festival experience but also extend and redefine its 
scope, thereby offering new opportunities for fan 
engagement and subcultural participation (Webs-
ter, 2014: 33). By analyzing audience comments, the 
study aims to contribute to the understanding of 
how digital technologies are reshaping music con-
sumption, fan experiences, and the nature of live 
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music events in the contemporary media environ-
ment.

The choice of Hellfest as the subject of this study 
is based on its unique approach to digital engage-
ment and its significant position within the global 
metal music scene. Since 2006, Hellfest has grown 
into one of the largest metal festivals, showcasing 
a diverse range of metal subgenres, thereby refle-
cting the genre’s rich musical history and cultural 
evolution. From a social history perspective, Hellfest 
represents the culmination of decades of metal mu-
sic’s development, from its origins in working-class 
communities to its current status as a global cultu-
ral phenomenon, encompassing various subcultu-
res and ideologies (Weinstein, 2000; Kahn-Harris, 
2007). The festival’s embrace of live streaming tech-
nology not only expands access to metal music but 
also offers a unique lens through which to examine 
the socio-psychological dynamics of metal fandom 
in the digital age (Guibert et al., 2021; Holt, 2020). 
Metal music, characterized by its intensity and often 
transgressive themes, provides a powerful outlet for 
emotional expression and identity formation among 
its enthusiasts, fostering a strong sense of commu-
nity and belonging (Riches et al., 2014; Schulz, 2022). 
Moreover, the virtual participation enabled by Hel-
lfest’s digital platform allows for an examination of 
how metal fans negotiate their subcultural identities 
and social connections in online spaces, offering in-
sights into the evolving nature of music fandom and 
community.

Conceptual Framework
The digitalization of music festivals has profoundly 
transformed cultural participation, necessitating a 
deeper theoretical examination of its effects within 
the context of digital leisure and virtual commu-
nity formation (Aleksiev, 2011: 75; Hesmondhalgh 
& Meier, 2018, p. 1555 Mattar, 2003: 293). Theories 
exploring the impact of digitalization on cultural 
participation, such as the concept of “liveness” in 
digital environments, offer valuable insights into 
how live-streamed festivals attempt to recreate the 
immediacy and authenticity of physical events while 
leveraging the unique affordances of virtual spaces 
(Auslander, 2012: 3; Eriksson et al., 2020: 1-2). Com-
parative analyses of digitalization’s impact across 
different music genres and festival types could il-
luminate genre-specific patterns of online engage-
ment and reveal broader trends in digital cultural 
participation (Borges et al., 2020; Chen & Lei, 2021). 
Cross-genre comparisons might also elucidate how 
various subcultures adapt to and utilize digital plat-
forms, potentially uncovering innovative practices 
that could inform future festival design and digital 
engagement strategies (McKenna, 2022: 143-144; 
Schaap et al., 2023: 298). By situating the analysis of 
live-streamed music festivals within these theoretical 

frameworks and comparative approaches, researc-
hers can develop a more nuanced understanding of 
how digitalization is reshaping cultural experiences 
and subcultural identities in the contemporary me-
dia landscape.

Live streaming, which has become an important 
leisure activity in recent years, has radically chan-
ged the nature of music festival experiences. This 
change, which has emerged in the context of the 
proliferation of high-speed internet and mobile te-
chnologies, has made real-time and remote partici-
pation possible in events that previously could only 
be attended physically (Holt, 2020: 234-235). At the 
same time, this digital transformation, which has re-
defined the boundaries of music consumption, has 
enabled unprecedented access to performances 
and led to the emergence of new forms of audience 
participation (Bennett & Rogers, 2016: 141-144). In 
this context, live streaming technology enables in-
dividuals who are unable to physically attend music 
festivals to participate virtually, thus enabling these 
events to transcend geographical restrictions (Dahl, 
2021: 58; Rendell, 2021: 1097). In addition to diversif-
ying access to live music, this shift creates a sense of 
community among remote audiences, enabling new 
ways of interaction and participation (Vandenberg et 
al., 2021: S144). Blurring the lines between live and 
mediated experiences, digital platforms challenge 
traditional notions of presence and participation in 
music events (Charron, 2017; Danielsen & Kjus, 2019: 
722; Schmidt, 2021: 13). Additionally, it is stated that 
live streaming allows festivals to adapt to unpre-
dictable situations, such as the global pandemic, 
ensuring their continuity and even expanding their 
audience base (Van Winkle & Bueddefeld, 2020: 7). 
Therefore, live streaming is becoming an integral 
part of the contemporary music festival landscape, 
offering a complementary medium that enhances 
both access and quality in music consumption (Na-
veed et. al., 2017: 12-14). This technological trans-
formation appears to be reshaping the music festi-
val ecosystem, offering new possibilities for artistic 
participation, and redefining the nature of live music 
experiences in the digital age.

Individuals in musical subcultures are alienated by 
being subjected to processes such as exclusion, 
marginalization and labeling by dominant groups 
in social power relations (Güven, 2017: 83). Philips 
& Cogan (2009: 92-93) underline that despite being 
marginalized by the mainstream media, metal music 
can be directly experienced by members of this su-
bculture through festivals. In this context, the impor-
tance of subcultural festivals stems from their role as 
a subcultural space that celebrates and supports the 
diversity and richness of the subcultural structure, 
as well as fosters a sense of community and identity 
among participants (Mall, 2016; Xu, 2023). Hellfest, 
organized since 2006 in Clisson, France, has become 
one of the largest and most important metal music 
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festivals in the global music scene, with more than 
180,000 people from all over the world attending 
each year, bringing together various metal music su-
bgenres (Guibert & Sklower, 2011: 101; Pulh, 2022: 
67). Through the strategic adoption of live streaming 
technology, Hellfest has expanded its reach, enab-
ling audiences around the world to virtually partici-
pate in the experience and allowing fans who are 
unable to attend the festival in person (physically) 
to be engaged with the festival remotely (Guibert, 
2020: 166; Guibert et al., 2021: 243). The proliferati-
on of digital platforms is not only increasing the im-
pact of events, but also transforming the traditional 
festival experience by enabling digital participation 
through real-time interactions (Holt, 2020: 234-235). 
Hellfest exemplifies the evolution of music festivals 
in the digital age by integrating live streaming into 
the event process, making it a significant example 
for examining the effects of live streaming on au-
dience participation and festival dynamics.

The theoretical underpinnings of this study necessi-
tate a comprehensive exploration of the sociological 
concept of “leisure” as it pertains to digital environ-
ments. From a sociological perspective, leisure is not 
merely “free time”, but a socially constructed phe-
nomenon through which individuals engage in acti-
vities that reflect and reinforce social norms, values, 
and power structures within society (Adam, 2018: 
358; Aytaç, 2004: 115; Jensen & Guthrie, 2006: 6). Le-
isure, particularly in the context of virtual music festi-
vals, emerges as a multifaceted social construct that 
intertwines individual and collective experiences, 
fostering identity formation and social connections, 
while music transcends mere personal enjoyment to 
become an integral part of our social being and a 
vital conduit for human connection, challenging the 
beliefs of Aristotle’s contemporaries (Cross, 2005: 
114; Lehman, 2021: 274; Spracklen, 2015: 82). It is 
crucial to articulate a nuanced definition of “culture” 
and, more specifically, “subculture” as they relate to 
the digital music festival experience. Culture can 
be defined as the shared values, beliefs, behaviors, 
and artifacts that characterize a group, shaping their 
identity and interactions within society (Alhadar et 
al., 2024: 84; Hofstede, 1984: 82). Subcultures, in this 
context, can be conceptualized as distinct groups 
within the broader cultural landscape that share 
common values, practices, and modes of expressi-
on, particularly in relation to music consumption and 
community formation (Hodkinson, 2015: 636; Mahdi, 
2018: 21-22). The notion of “subcultural identity for-
mation” emerges as a key theoretical lens through 
which to examine the ways in which participants in 
digital music festivals construct and negotiate their 
identities within these virtual spaces. This process of 
identity formation is intrinsically linked to the shared 
experiences, rituals, and symbolic interactions that 

occur within the digital festival environment (Riches, 
2012: 36; Venkatesh et al., 2015: 68-69). These con-
ceptual underpinnings provide a robust foundation 
for examining how digital music festivals, especially 
within metal subcultures, are redefining notions of 
leisure, cultural engagement, and identity construc-
tion in an increasingly virtualized musical landscape.

Methodology
The aim of this study is to examine audience parti-
cipation as a leisure experience by comprehensively 
analyzing the comments of the viewers who partici-
pated in the live streaming of Hellfest held between 
27/06/2024-30/06/2024 on the YouTube platform. 
This research focuses on exploring audience parti-
cipation in the context of digital leisure, including 
the patterns of interaction among the audience and 
the content, the motivations underlying their partici-
pation in the live chat, and their real-time reactions 
to the performances. In this regard, it explores how 
the comments section contributes to community 
building among virtual participants, as well as the 
effects of visual factors and interactions on partici-
pation and viewing tendencies. Through the analysis 
of these aspects, the research seeks to understand 
how the live streaming experience can be compa-
red to physical participation in a festival as a leisu-
re activity. Overall, this study aims to provide new 
insights into the key characteristics of participation 
in live-streamed music festivals as a new form of di-
gital leisure and to contribute to the understanding 
of how digital platforms are transforming the music 
festival experience.

Nethnographic research methodologies offer a va-
luable approach to investigating the complex dy-
namics of digital music festival participation and 
subcultural identity formation (Csiszár, 2016: 15; Lu, 
2024: 76). By employing these techniques, researc-
hers can gain rich, contextual insights into the lived 
experiences of festival participants, their interac-
tions within virtual spaces, and the meanings they 
ascribe to these experiences (Kozinets, 2010: 96). 
The concept of “digital ethnography” becomes par-
ticularly relevant in this context, as it allows for the 
systematic observation and analysis of online beha-
viors, interactions, and cultural practices within the 
virtual festival environment (Pink et al., 2016: 102). 
This methodological approach enables a deep exp-
loration of how subcultural identities are negotiated, 
performed, and reinforced through digital means. 
Furthermore, nethnographic research can illuminate 
the ways in which virtual participation in music festi-
vals contributes to the formation and maintenance 
of subcultural communities, transcending geograp-
hical boundaries (Delli Paoli & D’Auria, 2021: 247; 
Nedungadi et al., 2017: 119). By adopting an neth-
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nographic perspective, this study aims to provide a 
nuanced understanding of the sociocultural dimen-
sions of digital leisure activities and their implicati-
ons for subcultural identity formation in the context 
of online music festivals.

This study adopts a qualitative content analysis ap-
proach in line with the in-depth analysis of audience 
comments and focuses on revealing the deep and 
complex meanings constructed through audience 
participation. The qualitative content analysis ap-
proach is utilized to code and analyze data, as it sys-
tematically identifies the meaning of qualitative data 
and allows for a detailed examination of the themes 
and patterns expressed by the audience, in line with 
netnography’s reliance on the observation of textu-
al discourse (Kozinets, 2002: 64; Hsieh & Shannon, 
2005: 1278). This approach allows for the explorati-
on of both explicit content (directly expressed wor-
ds) and latent meanings (observed expressions or 
interpretations of sentences), enabling the analysis 
of audience emotional reactions, interaction proces-
ses, and the construction of collective festival expe-
rience in the digital environment (Mazzi, 2011: 236). 
In this context, the study follows an inductive ap-
proach that allows themes and categories to emer-
ge from the data itself rather than the application 
of predetermined frameworks (Elo & Kyngäs, 2008: 
109). This perspective is particularly useful for explo-
ring the complexity of online audience engagement 
in the context of live streaming music festivals, whe-
re existing theories struggle to fully explain the evol-
ving nature of digital leisure experiences. Therefore, 
through the analysis of comments, this study aims to 
provide detailed insights into the nature of audience 
interactions and the processes of community buil-
ding that are occurring online. 

The qualitative content analysis of online interac-
tions becomes highly functional in terms of revea-
ling new perspectives on individuals’ meaning and 
community construction processes in virtual envi-
ronments, considering the increasing importance of 
digital texts in understanding contemporary social 
phenomena (Simeonova & Galliers, 2023: 69). In this 
regard, this methodological choice is particularly 
appropriate, given the study’s focus on revealing 
new perspectives on individuals’ meaning-making 
and community construction processes within virtual 
environments. The data collection process involved 
a comprehensive examination of viewer comments 
from eight YouTube live streaming videos of Hellfest 
2024 performances, ensuring a robust representati-
on of the digital festival experience. The selection 
of comments was guided by their relevance to the 
research objectives, with a particular emphasis on 
expressions of digital festival experience, music con-
sumption patterns, fan interaction dynamics, and 

comparative analyses between physical and digital 
attendance modalities. MAXQDA Analytics Pro 2024 
program was utilized for data management, coding, 
and analysis, facilitating a rigorous and systematic 
approach to identifying emergent themes and pat-
terns within the framework of the Miles-Huberman 
(1994) data analysis model. This tripartite model, 
comprising data reduction, display, and conclusi-
on drawing, provided a structured yet flexible fra-
mework for a nuanced examination of viewers’ inte-
ractions during the live streaming event. The coding 
process was conducted iteratively, employing a 
constant comparative method, with initial codes be-
ing refined and categorized into broader thematic 
constructs through collaborative discussions, thus 
enhancing the interpretive trustworthiness of the 
findings.

The concept of data saturation, a critical methodo-
logical consideration in qualitative research, was 
rigorously applied in this study. Data saturation re-
fers to the point at which new information ceases to 
emerge and further coding becomes infeasible (Fus-
ch & Ness, 2015: 1408; Hagaman & Wutich, 2017: 25; 
Sebele-Mpofu, 2020). In the context of this research, 
where data collection and analysis were conducted 
concurrently by the researcher, data saturation was 
achieved upon examining the 2986 comments of 
8 videos (Table 1). The analysis process was termi-
nated when it became evident that the codes de-
rived from subsequent comments were reiterations 
of previously identified themes, and no novel codes 
could form new categorical constructs (Fusch & 
Ness, 2015: 1409; Kyngäs, 2020: 8; Urquhart, 2013: 
194). To enhance the trustworthiness of the findings, 
the codes associated with the categories, derived 
from viewer expressions in the live streaming com-
ments, were compared with previous studies and 
presented within the framework of the themes cre-
ated over the categories. While acknowledging the 
limitations inherent in focusing on a single festival 
(Hellfest) and a specific musical genre (metal), this 
constraint is critically examined within the broader 
context of the study’s implications and generalizabi-
lity. Notwithstanding these limitations, the rich, con-
textual data obtained through this methodological 
approach provides valuable insights into the digital 
leisure experience of live-streamed music festivals. 
This contributes substantively to the broader scho-
larly discourse on how digital platforms are transfor-
ming music consumption practices and subcultural 
participation in the contemporary media landscape, 
offering a nuanced understanding of the evolving 
dynamics between virtual and physical modes of 
cultural engagement.

To provide a more illuminating presentation of the 
data, the analysis focused on the nuanced ways di-
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gital platforms are transforming music festival expe-
riences and subcultural participation (Lizzo & Liechty, 
2022; Wang et al., 2024: 231). By adopting a netnog-
raphic perspective, this study aims to provide a nu-
anced understanding of the sociocultural dimensi-
ons of digital leisure activities and their implications 
for subcultural identity formation in the context of 
online music festivals. Negative comments were not 
solely categorized as dislikes but were subjected to 
a thorough content analysis, revealing critiques of 
sound quality, performance issues, and technical dif-
ficulties. The qualitative content analysis approach 
is employed to code and analyze data, as it syste-
matically identifies the meaning of qualitative data 
and allows for a detailed examination of the themes 
and patterns expressed by the audience, in line with 
netnography’s reliance on the observation of textual 
discourse. This granular examination of audience fe-
edback provided valuable insights into the challen-
ges and expectations associated with virtual music 
events. The study also considered the broader con-
text of each band’s fanbase and subcultural signifi-
cance within the metal community, offering insights 
into the complex dynamics of online audience enga-
gement (Allett, 2010: 179-181; Rendell, 2021: 1104). 
This contextual analysis enabled a more nuanced 
understanding of how different subcultures within 
the metal genre interact and express themselves in 
digital spaces. By focusing on these specific aspects, 
the research aims to provide a more comprehensive 
understanding of how digital leisure opportunities 
are creating new spaces for social groups to express 
themselves and interact within the context of onli-
ne music festivals. This holistic approach allows for 
a deeper exploration of the ways in which techno-

logy is reshaping cultural practices and social inte-
ractions in the digital age, ultimately contributing to 
the growing body of literature on digital culture and 
subcultural studies.

Findings and Discussion
Digital Festival Experience
In this section of the study, audience comments re-
garding the digital festival experience are exami-
ned. In this regard, data on how virtual participation 
is shaped, the meanings attributed to community 
building by the audience, and the technological ele-
ments during live streaming are analyzed

Figure 1. Categories and Codes of the Digital Festival 
Experience Theme

Virtual Attendance
The profound changes brought by technological 
advancements at all phases of festival events are 
also significantly transforming the ways participants 
explore the festival environment, interact, and share 
their experiences (King, 2021: 99; Lee et al., 2022: 

Table 1. Reviewed YouTube Live Streaming Videos

Channel Name Video Title Video Link

ARTE Concert
Accept - Hellfest 2024 – ARTE Con-

cert 
https://www.youtube.com/watch?v=-

NeiZWnNvhEA

ARTE Concert
BABYMETAL - Hellfest 2024 – ARTE 

Concert 
https://www.youtube.com/watch?v=iM-

puhm_M01w

ARTE Concert
Cradle of Filth - Hellfest 2024 – ARTE 

Concert 
https://www.youtube.com/watch?v=-

GKTKke-nYQk

ARTE Concert
Corey Taylor - Hellfest 2024 – ARTE 

Concert 
https://www.youtube.com/watch?v=-

cHqlYxMnfJA

ARTE Concert
Emperor - Hellfest 2024 – ARTE 

Concert 
https://www.youtube.com/watch?v=u-

B0kYXbBaBA

ARTE Concert
Machine Head - Hellfest 2024 – 

ARTE Concert 
https://www.youtube.com/watch?v=-

30F4UEmfgg0

ARTE Concert
Megadeth - Hellfest 2024 – ARTE 

Concert
https://www.youtube.com/wat-

ch?v=qNp9TtRWjHk

ARTE Concert
Suicidal Tendencies - Hellfest 2024 – 

ARTE Concert 
https://www.youtube.com/watch?v=EP-

gAxGD_Yns
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1153). The participation of individuals who are unab-
le to physically attend festivals through online plat-
forms is referred to as virtual participation (Estanyol, 
2022: 656; Riga, 2022: 10). The ways music festivals 
are experienced in the digital age are also under-
going a significant transformation due to virtual 
participation opportunities. This study reveals how 
the experience of virtual participation is perceived 
by audiences participating in the festival through 
live streaming. In this context, audience comments 
reflect various emotions, expressing the feeling of 
“being there” or participating remotely. For examp-
le, a viewer humorously conveys the feeling of be-
ing physically present at the festival by referencing 
the frequently muddy ground at Hellfest due to 
climatic conditions, using the phrase “Won’t fall in 
mud today.” Similarly, the comment “Monstrueux!! 
Une ambiance de tarés!” (Monstrous!! A crazy at-
mosphere!) shows that the viewer experiences the 
festival atmosphere “as if they were there.” In the 
context of Goffman’s (1959) concept of “presenta-
tion of self,” the viewers’ comments demonstrate 
how individuals engage in impression management 
and perform their festival identities in the virtual spa-
ce, adapting their self-presentation to maintain the 
illusion of physical presence and shared experience 
despite the digital medium. The comment “C’est 
pas mal d’enfin entendre sa voix, le mastering n’éta-
it vraiment pas bon sur place” (It’s nice to finally hear 
his voice, the mastering was really not good on site) 
emphasizes the advantages of remote participation 
by stating that the live streaming sound quality is 
better than physical participation. The comment “I 
was there and once more their concert was amazing-
ly powerful and epic! Emperor1 rules” expresses that 
the viewer continues to sustain the experience of 
being physically present through live streaming. As 
Garay and Morales (2020: 96-97) point out, festivals 
now encompass both physical and virtual spaces be-
cause social media enables the formation of virtual 
communities around festival brands. At this point, 
live streaming comments reveal how audiences per-
ceive their loyalty and experience with the festival 
through virtual participation.

Integration of digital platforms into festival environ-
ments is important not only for increasing audien-
ce participation, but also for enriching the shared 
common festival experiences among participants 
(Stevens, 2018: 20; Van Hemert & Ellison, 2022: 538). 
At this point, analyzing festival participants’ social 
network participation patterns provides important 

information for understanding the sustainability of 
digital music festival communities (Lei & Li, 2021: 
27). When examining audience comments, it is seen 
that the advantages provided by the opportunity 
to participate in the festival remotely are expressed 
in different ways. Comments like “Circle pit”2  and 
“Caught in a mosh” reflect the desire of the audien-
ce to participate in the energy of the festival even 
from their homes. The comment “Lesssgooooo-
oo” expresses the excitement and participation of 
the audience in the live streaming. Comments like 
“Wish I was there!” and “Wish I could have been 
there... this is second best!” express the desire of 
the audience to be physically present and convey 
that the live streaming partially meets this desire. 
Additionally, comments like “Thanks Arte for the 
post - great band” and “Thank you Arte for all of 
us around the world who couldn’t be there.” expla-
in the gratitude of the audience to Arte for making 
the live streaming of the festival possible. As Pes-
sina (2023: 62) points out, virtual environments are 
quite effective in developing a sense of belonging 
in music and festival communities, especially due to 
the immersive visual and auditory experiences they 
offer. At this point, audience comments highlight 
the benefits of remote participation opportunities, 
indicating that virtual participation creates a sense 
of physical participation. These comments, which re-
veal the dynamic relationship between physical and 
virtual participation, also demonstrate that virtual 
participation offers a new and interactive audience 
experience that expands the traditional boundaries 
of music festivals.

Community Building
Pietrzak-Franger et al. (2023: 2) highlight the poten-
tial of virtual platforms in promoting community3 

building. Therefore, digital spacescan serve as pla-
ces where people with common interests can come 
together. In this study, community building refers to 
the process of creating a virtual sense of together-
ness through interactions and shared experiences 
among viewers on live streaming platforms. When 
examining comments, it is observed that direct in-
teractions among viewers play a significant role in 
community building. For example, the comment 
“Nice!” initiates a conversation by directly respon-
ding to another viewer. The comment “BD en 2 hrs” 
(in 2 hours) encourages interaction by providing 
direct information in response to a question. The 

1 Emperor is a Norwegian symphonic black metal band formed in 1991 in Notodden, known for themes of divination, nature, mytho-
logy, individualism, and mysticism, with an active status and currently signed to Candlelight Records (metal-archives.com).
2 Circle pit is a lively concert event where a large group of people run in a circular formation, usually holding onto each other to maintain 
balance and adjusting their speed in sync with the tempo of the music (Surmanski, 2016: 117).
3 The formation of these online communities challenges traditional notions of “community” by enabling real-time interactions and sha-
red experiences that can rival the intensity of physical gatherings, albeit in a different modality (Habibi et al., 2014: 127; Häkkänen-N-
yholm, 2021: 699). However, the ambiguity surrounding the concept of community in digital contexts necessitates further exploration, 
particularly in how these virtual bonds translate to offline social capital and subcultural identity formation among metal music fans.
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comment “Metallica will not be transmitted” enhan-
ces interaction by directly informing a user that the 
Metallica performance will not be broadcast. The 
comment “Dear Emperor’s fans, tell me please what 
he said 0:10 here:...” encourages interaction by ma-
king a specific request to Emperor fans. In this way, 
expressing shared excitement and passion, which is 
another important aspect of community building, is 
achieved through comments that strengthen the fe-
eling of sharing the concert experience, even in a vir-
tual environment. On the other hand, the comment 
“Pour le concert là ou pour la France / Belgique 
lundi soir à 18h ? :D” (For the concert there, or for 
the France/Belgium match on Monday evening at 6 
PM? :D) initiates interaction by asking another user a 
completely different question during Cradle of Filth4 
‘s performance. As Rendell (2021: 1103) points out, 
viewers often participate in interactions in the chat 
sections of the websites where performances are 
broadcast (next to or below the videos) during live 
streams. The above comments, which highlight the 
importance of direct interaction among viewers for 
community building, also demonstrate that these in-
teractions reinforce the sense of community.

Lizzo & Liechty (2022) argue that virtual communities 
have the potential to enhance leisure experiences 
and strengthen the feeling of belonging. In general, 
viewer comments convey how online communities 
form during live streaming and how these com-
munities become more interactive. The comment 
“Good concert everyone!” reinforces the sense of 
togetherness by emphasizing the shared experien-
ce among viewers. Similarly, the comment “Merci 
beaucoup Arte for sharing this with us!! Rock on, 
greetings from Barcelona” expresses gratitude to 
Arte while also sharing the viewer’s location, thereby 
strengthening the sense of community. This com-
ment, which shows an effort to establish a connecti-
on based on geographical location, strengthens the 
bonds among community members by encouraging 
communication among viewers. The geographical 
distribution of social media users is significant be-
cause it facilitates the gathering of nearby people, 
who may then strengthen their sense of community 
through shared experiences and a stronger sense 
of belonging (Liu & Huang, 2014). In the comment 
“Hello, à tout les métaleux et les metaleuses, je 
voulais remercier Arte pour tout les lives du Hell-
fest” (Hello, all metalheads, I wanted to thank Arte 
for all the Hellfest live streaming), the viewer greets 
all viewers and reinforces the sense of community 
by emphasizing the shared appreciation for the live 
streaming. The comment “OMG thank you for up-

loading this” reflects the shared anticipation and 
excitement among viewers by expressing common 
gratitude for the uploaded content. The comment 
“Hi everybody! We finish this 1st day at Hellfest 
with 3 simultaneous livestreams! Here we are, team 
Cradle of Filth!” develops a sense of community by 
referring to the togetherness among viewers due 
to live streaming opportunities. The development 
processes of virtual communities that evolve during 
live streaming can be observed through viewer com-
ments, which reveal how communication and shared 
experiences among viewers strengthen the sense 
of togetherness. These actions, carried out by indi-
viduals within online communities via social media, 
reflect the dynamic nature of viewer participation in 
digital environments (Gallant & Boone, 2021: 184). 
Consequently, by engaging in online exchanges, 
viewers foster a profound sense of community ba-
sed on common interests and passions, regardless 
of their physical distance.

Technological Aspects
Virtual tools are taking the place of conventional fa-
ce-to-face interactions in modern leisure activities, 
according to Oppenbergerová and Stoffová (2022: 
151), who discuss the incorporation of digital tech-
nologies into the planning of leisure. In this context, 
the accessibility of virtual events has significantly inc-
reased with the development of live streaming te-
chnologies. Therefore, the technological elements 
that shape the leisure experience of viewers are 
among the critical factors determining the success 
of the event. Upon analyzing comments pertaining 
to viewers’ responses on broadcast quality and te-
chnical issues, it becomes evident that the quality of 
the broadcast has a substantial influence on viewer 
satisfaction. Viewer comments include various eva-
luations, especially related to video and audio qua-
lity. For example, the comments “great audio” and 
“Sound quality is good!” provide a positive assess-
ment of audio quality, whereas the comment “High 
quality picture, high quality sound, amazing” praises 
both visual and auditory qualities. Similarly, the com-
ment “The sound and visual are immaculate” serves 
as a favorable assessment of the audio and video 
quality, highlighting the exceptional streaming ex-
perience. The comment during Machine Head5 ‘s 
performance, “The Band sounds super tight and the 
recording is superb. Shout out to the sound guys for 
this one”, praises both the band’s performance and 
the quality of the sound recording, thus apprecia-
ting the work of the sound engineers. Wang (2021: 

4 Cradle of Filth is a British extreme metal band formed in 1991 in Ipswich, Suffolk, known for their evolving sound from death metal to 
symphonic black metal and extreme gothic metal, with themes including occultism, vampirism, erotica, romance, mythology, horror, 
and blasphemy, currently active and signed to Napalm Records (metal-archives.com).
5 Machine Head is an American groove/thrash metal and nu-metal band formed in 1991 in Oakland, California, known for themes inc-
luding violence, domination, respect, inner struggles, politics, society, and anti-religion, currently active and signed to Nuclear Blast 
(metal-archives.com).
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56) states that the visual and auditory tools used in 
online live-streamed music events create immersi-
ve environments for viewers. The above comments 
emphasize the favorable assessments of viewers on 
the quality of the broadcast, underscoring the signi-
ficance of technical components in live streaming. 

In order to ensure high-quality live streaming, provi-
ding videos that are continuously accessible, quickly 
initiated, and played smoothly without any inter-
ruptions is among the primary elements (Sitaraman 
& Barton, 2006: 5). The focus that viewers place on 
technical faults and shortcomings in broadcast qua-
lity highlights the potential detrimental effects the-
se flaws can have on the viewer’s experience. In this 
context, the comment “Bad video quality” directly 
criticizes the video quality, while the comment “So-
mebody tell the cameraman to zoom on to lead gui-
tarist while he’s performing” shows a criticism due to 
the camera not focusing on the right spot during the 
performance. The comment “Crappy audio volume” 
expresses a complaint about the low audio volume, 
whereas the comment “Terrible mix, great perfor-
mers” praises the band’s performance but indicates 
issues with the audio mix. The comment “The audio 
mix for this video is mediocre.” is another critical 
evaluation that highlights issues with the audio mix. 
In order to decrease feelings of loneliness and incre-
ase a sense of community, event planners and/or ar-
tists should set up internet broadcasts in a way that 
encourages physical proximity and social interaction 
(Onderdijk et al., 2021). In general, viewer comments 
include both positive and negative evaluations of 
streaming quality and demonstrate how technical 
elements affect the viewer experience. Evaluating 
these comments emphasizes the need for continu-
ous improvement in these technological applicati-
ons and provides important insights for offering a 
smoother and more satisfying experience at future 
virtual events.

The digital festival experience transcends the boun-
daries of traditional music events, offering a new 
form of leisure participation and enabling viewers 
to experience a strong festival atmosphere and a 
sense of community despite physical distances. Vir-
tual participation eliminates geographical barriers, 
allowing for the formation of a global audience, and 
clearly demonstrates the potential of digital plat-
forms to transform music consumption and leisure 
experiences. This transformation creates a shared 
experience and sense of community among viewers, 
offering a new form of interaction that goes beyond 
traditional festival participation. Technological ele-
ments play a critical role in shaping the digital fes-
tival experience, and in this context, it is observed 
that streaming quality and technical issues directly 
affect user satisfaction. The variety of positive and 
negative feedback highlights how leisure experien-
ces in digital environments differ based on indivi-
dual perceptions and technical conditions. Viewer 
comments demonstrate how live streaming enhan-

ces the Hellfest experience by complementing and 
expanding the physical festival, serving as an impor-
tant indicator of the opportunities and added value 
that digital leisure experiences offer to viewers. In 
conclusion, the digital festival experience provides 
important insights into the potential of music events 
in terms of leisure evaluation, due to the blending of 
traditional and innovative elements.

Music Consumption and Fan Interaction
In this section of the study, audience comments re-
garding the digital festival experience are examined. 
In this regard, data on how real-time music criticism 
is shaped, music information sharing among audien-
ces, and fan behavior in the digital environment are 
analyzed.

Figure 2. Categories and Codes of the Music Consumption and 
Fan Interaction Theme

Shared Musical Knowledge
The trends toward personalization, mobility, and 
connectivity in music consumption are becoming 
more prevalent in accordance with technological 
advancements (Hesmondhalgh and Meier, 2018: 
1566). Consequently, the constant transformation of 
music culture through digital platforms results in the 
modification of individuals’ music experiences via 
these platforms, thereby introducing novel aspects 
to musical interaction. When examining viewer com-
ments, it is observed that the interaction carried out 
through the sharing of music knowledge reflects the 
interactive and information-focused nature of the di-
gital festival experience. The sharing of music know-
ledge, which expresses the exchange of information 
about bands, songs, and subgenres of metal music, 
reveals the viewers’ desire to contribute to the music 
culture. These comments contribute to the enrich-
ment of knowledge within the subcultural commu-
nity by facilitating the sharing of important informa-
tion and personal experiences related to music. For 
example, during Suicidal Tendencies6‘ performan-
ce, the comment “since 1981” indicates the band’s 
founding year, while the comment “93 Vincennes… 
Trujillo was on bass with suicidal tendencies… few 
minutes before Metallica Black album tour” shares 
details about a specific concert, its location, and in-
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formation about the band’s former bassist Robert 
Trujillo (1989-1995). In the comment “First time I saw 
them live was 1984”, both a personal experience 
and the date of one of the band’s past concerts are 
shared. Another viewer emphasizes the importance 
of the Accept7 album released in 1985 with the com-
ment “Started listening to Metal with the Metal He-
art Album Back in 1985. Greetings from Germany.” 
The comment “1984 I watched them together with 
AC/DC and Ozzy Osbourne,” where the viewer sha-
res their past concert experiences, also provides 
information about the details of a concert held in 
1984. The widespread adoption of live streaming 
technology has allowed music festivals to evolve 
into immersive experiences that incorporate intera-
ctive entertainment and social bonding, extending 
beyond conventional online and mobile platforms 
(Sher & Su, 2023). Within this particular framework, 
the aforementioned comments illustrate how indi-
viduals enhance their digital leisure experiences by 
exchanging music-related information and nostalgic 
memories.

Being defined as a “metal fan” significantly shapes 
individuals’ social identities, while it is noted that 
subgenres like black and death metal represent the 
(subcultural) metal community more authentical-
ly, whereas genres like gothic and industrial metal 
are emphasized as having less representative qua-
lities (Dieckmann et al., 2016: 354; Schulz, 2022: 49). 
Comments regarding the subgenres of metal music 
during live streaming reflect viewers’ motivations for 
exchanging subcultural information. In the comment 
“Crossover thrash mes frères” (Crossover thrash, my 
brothers), the music performed by Suicidal Tenden-
cies is categorized as “crossover thrash,” while the 
comment “Hardcore 4 life” expresses a passion for 
the “hardcore” genre for the same band. On the ot-
her hand, in the comment “Good old thrash metal,” 
the music of Accept is classified as “thrash metal,” 
while in the comment “classic metal,” it is defined 
differently as “classic metal.” Similarly, the comment 
“Cradle of Filth - melodian metal” attempts to de-
fine the music genre of Cradle of Filth. YouTube, 
as the most widely used platform for sharing video 
content online, also serves an important promotio-
nal function for artists (Montoro-Pons, 2023: 2954). 
In this context, viewers’ comments about the sub-
genres and music definitions of metal music reveal 
how the sharing of music knowledge occurs within 
the community and the impact these bands have on 
the community.

Real-Time Music Critique
Emphasizing the significant role of real-time com-
munication technologies in shaping leisure expe-
riences, Korolenko (2021: 78) asserts that with the 
widespread use of these technologies today, they 
have become more integrated into individuals’ da-
ily lives. Social media platforms facilitate real-time 
information exchange, allowing all stakeholders, es-
pecially artists, to receive instant feedback on sha-
red content, thus enabling dynamic fan interactions 
(Brasseur, 2021: 26; Rashid, 2023: 68). In this respect, 
it is observed that the ability of viewers to evaluate 
and critique stage performances in real-time has led 
to the increasing importance of instant feedback du-
ring live streams. Viewer comments, which include 
opinions about performances, showcase a variety of 
manifestations of music criticism. For instance, Suici-
dal Tendencies’ live performance receives clear pra-
ise in the comment “ST are one of the best live ban-
ds ever.” The comment “Mike never lets us down!!” 
provides an evaluation of vocalist Mike Muir’s con-
sistent performance with the same band. Similarly, 
the comment “Mark Tornillo ripping it right from 
the start” offers a positive evaluation of the perfor-
mance of Accept’s vocalist. The comment “Machine 
Head consistently put on one of the best live per-
formances of any band in metal.” indicates that the 
band consistently delivers excellent live performan-
ces. These comments show that viewers positively 
evaluate performances in their real-time feedback. 

On the other hand, viewer comments that express 
negative opinions regarding band performances 
constitute a significant aspect of real-time music 
criticism. The comment “The mix is horrible. One 
guitar is way louder than the other one.” indicates 
that the performance is negatively affected due to 
issues with the sound mix. In the comment “It’s pa-
inful to watch when a vocalist can’t sing his part and 
suffocates on stage,” the vocalist’s performance is 
harshly criticized, and in the comment “Ça chante 
quand même super mal, plus de voix et le guitariste 
est super faux... sérieusement là un des pires live de 
Suicidal” (The vocals are really bad, there’s no voice, 
and the guitarist is really off... seriously, one of the 
worst live performances from Suicidal), the vocalist’s 
performance is also negatively evaluated, along with 
criticism of the guitarist’s performance, expressing 
that the band was generally disappointing. Similarly, 
the comment “Probably one of the worst live per-
formances I’ve ever witnessed in person.” conveys a 
general sense of disappointment caused by the per-
formance. Live streams provide real-time communi-

6 Suicidal Tendencies is an American thrash metal/crossover and hardcore punk band formed in 1981 in Venice Beach, Los Angeles, 
known for themes including life, politics, society, angst, comedy, humor, street life, and struggles, currently active and signed to their 
own label, Suicidal Records (metal-archives.com).
7 Accept is a German heavy metal band formed in 1976, originally from Solingen, North Rhine-Westphalia, now based in both the Uni-
ted States and Germany, known for themes including social issues, sex, rock’n’roll/metal, fantasy, and war, currently active and signed 
to Napalm Records (metal-archives.com).
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cation between users and content creators (in the 
comment sections), taking interaction beyond tra-
ditional blog posts (Dorr, 2023: 30). This situation is 
exemplified in the above comments, where viewers 
provide negative feedback containing criticisms of 
various aspects of the performances. From a broad 
standpoint, the comments offered by viewers de-
monstrate that rapid feedback makes it possible to 
conduct real-time evaluations of performances.

Fan Behavior in a Digital Space
Music streams on YouTube, especially during the 
COVID-19 pandemic, have contributed to the es-
tablishment of strong bonds among viewers and 
the development of emotional support, thereby 
enhancing social cohesion, intercultural understan-
ding, and community resilience (Fraser et al., 2021). 
The shared passion of metal music fans for social 
bonding reflects the strong sense of community 
within the subculture and also demonstrates how 
metal environments can support the sustainability 
of relationships formed among fans (Hassan, 2021: 
80; Olsen et al., 2020: 367). Fan behavior in digital 
environments reveals how they express their loyalty 
to specific bands and metal music in general. In this 
context, fans’ loyalty to bands and the subculture is 
expressed in various ways in viewer comments such 
as “St4life!!,” a classic cheer expressing lifelong lo-
yalty to Suicidal Tendencies, and “Accept goats,” 
where Accept is declared “the greatest of all time” 
with strong admiration. Similarly, the comment “My 
idol” conveys admiration for Corey Taylor8 in a simp-
le yet heartfelt manner, while the comment “Long 
live Emperor” expresses support and enduring app-
reciation for Emperor in a traditional way, both refle-
cting fans’ excitement and strong feelings of loyalty. 
Perkins (2012: 354) notes that music fans exhibit four 
different behavioral tendencies online: casual, loyal, 
die-hard, and dysfunctional. The above comments 
show that viewers express their admiration for bands 
in the digital environment within the framework of 
these different behavioral tendencies.

In the digital environment, music fans develop lo-
yalty based on the balance between the length of 
time spent as a fan, commitment and preference, 
and necessity (Obiegbu et al., 2019: 463). Viewer 
comments quoting lyrics during performances hi-
ghlight a unique way of expressing their loyalty and 
admiration for bands. For instance, the comment 
“War inside my head” quotes the lyrics of Suicidal 
Tendencies’ song “War Inside My Head,” demons-
trating familiarity and affection for the song, while 
the comment “Balllllllls to the waaaaaaalllllls!” pas-
sionately extends the lyrics of Accept’s song “Balls 

to the Wall,” emphasizing fandom. In the comment 
“Love will tear us apart again at the end of song 3. 
with mask without one I love you Corey!” admirati-
on for Corey Taylor is expressed by quoting the lyri-
cs of Joy Division’s song “Love Will Tear Us Apart.” 
The comment “We are the black wizards!” quotes 
the lyrics of Emperor’s song “I am the Black Wizar-
ds,” demonstrating deep appreciation and adora-
tion for the song. Music subcultures are extremely 
dynamic forms that are molded by their members’ 
everyday interactions and the profound emotional 
attachments they form with music, rather than rep-
resenting fixed identities defined solely by notable 
characteristics (Allett, 2010: 16-17). The comments 
made by viewers in this context demonstrate that 
the actions of fans in the digital environment display 
subcultural allegiance and passion for metal music 
in a variety of different ways.

Music consumption and fan interaction are gaining 
new dimensions within the framework of the oppor-
tunities offered by digital platforms, and they play 
an important role in shaping leisure experiences in 
digital environments. In the case of the Hellfest live 
stream examined in this research, viewers engage 
interactively by sharing music knowledge, offering 
real-time music criticism, and displaying fan behavi-
or in digital environments. Within the framework of 
the digital environment, it can be observed that the 
leisure experiences of viewers are being reconstruc-
ted and personalized. The exchange of information 
among viewers about bands, songs, and subgenres 
of metal music creates a wealth of knowledge within 
the community and strengthens subcultural bonds. 
Real-time music criticism allows for the instant evalu-
ation of performances, while fan behaviors exhibited 
in the digital environment enable various expressi-
ons of loyalty to bands and metal music in general. 
The transformation of leisure experiences on digital 
platforms in this way partially compensates for the 
lack of physical participation and enriches viewer ex-
periences. In online music communities, the ways in 
which viewers enrich their digital leisure experiences 
by sharing music-related knowledge and memories 
constitute an important dimension of interactive 
participation. The consumption of music and the in-
teractions between fans in the digital environment 
shed light on the ways in which leisure activities and 
online music communities are transforming concur-
rently. These interactions enable fans to demonstra-
te their allegiance to bands and the genre of metal 
music as a whole, while also fostering the develop-
ment of a robust network of engagement within the 
community.

8 Corey Taylor is an American musician best known as the lead vocalist of Slipknot and Stone Sour, who began his career in Des Moines, 
Iowa, has contributed to various other musical projects, and has produced for other bands while maintaining active roles in both of his 
main bands (metalstorm.net).
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Intersection of Physical and Digital 
Festival Experiences
In this section of the study, audience comments re-
garding the digital festival experience are exami-
ned. In this regard, data on how virtual participation 
is shaped, the enriched festival experience, the fear 
of missing out, and future plans are analyzed.

Figure 3. Categories and Codes of the Intersection of Physical 
and Digital Festival Experiences Theme

Comparisons to In-Person Attendance 
The transformation of festival experiences in the 
digital age necessitates addressing the dynamic 
relationship between face-to-face and online par-
ticipation, thereby revealing perceived similarities 
and differences through the comparison of these 
two forms of experience. The use of digital media 
communication in music festivals supports the cre-
ation of a sense of community among participants 
by enabling the emergence of new information and 
emotional responses, thus significantly transforming 
pre-festival, during-festival, and post-festival expe-
riences (Brown et al., 2019: 75). At this point, viewer 
comments appear as expressions explaining how 
the live streaming is related to past physical festival 
experiences, particularly featuring various assess-
ments related to its sound quality and atmosphere. 
For instance, in the comment “C’est pas mal d’enfin 
entendre sa voix, le mastering n’était vraiment pas 
bon sur place” (It’s nice to finally hear his voice, the 
mastering was really not good on site), the sound 
quality of the live broadcast is highlighted, also 
drawing attention to the sound issues experienced 
during physical attendance. In the comment “J’étais 
sur place, c’était très bien, rien à redire du mix. C’est 
juste un soucis du broadcast” (I was there, it was very 
good, nothing to say about the mix. It’s just a bro-
adcast issue), it is conveyed that the sound mixing 
was good during physical attendance, but there 
were problems in the live streaming. The comment 
“The sound is so badly mixed haha” is presented as 
a direct criticism of the sound quality in the live stre-
aming. In the comment “Sound is amazing at Hell-
Fest, in général in France sound is great from outdo-
or or indoor exception for stadium, I think in stadium 
it is made for sport not for show like that,” a gene-

ral evaluation of the sound quality at music events 
in France is provided. These comments reveal how 
viewers compare festival experiences in the context 
of sound quality by contrasting their face-to-face 
attendance with their online participation, highligh-
ting the differences and similarities perceived in live 
and digital environments.

Based on the research on indie music live-streamed 
festivals, Zhao (2022) concludes that these types of 
events fail to foster an engaged atmosphere that 
is on par with traditional, in-person music festivals 
since they don’t allow for the building of new social 
ties, shared meanings, and cultural engagement. A 
comparison of the overall atmosphere perceived du-
ring physical and virtual participation emerges as a 
significant topic in viewer evaluations, emphasizing 
the contrasting nuances in audience interaction, the 
vibrancy of the event, and the sense of community 
experienced in each format. At this point, the com-
ment “audience seems really quiet” indicates that 
the live stream does not fully capture the energy 
of physical attendance, while the comment “best 
crowd ever” shows that the enthusiasm of the live 
audience is effectively reflected in the live stream. 
In the comment “Dead crowd... He even says at 
27.00 guys is black metal too much for you?” it is 
mentioned that audience participation is insufficient 
and does not reflect the energy of physical atten-
dance. The comment “La fosse s’est endormie” (Pit 
has fallen asleep) indicates a lack of mosh pit ener-
gy, while the comment “Now that’s a proper crowd” 
expresses that the live stream successfully captures 
the festival atmosphere. Viewers of live-streamed 
performances can be motivated by various factors, 
including meaningful use of their time and the im-
portance of high-quality sound experiences offered 
by virtual participation (Philips & Krause, 2024: 336). 
Overall, viewer comments reveal how sound quality 
and the general atmosphere of online participation 
are compared with physical attendance, thereby 
explaining through various examples how these ex-
periences affect the viewer experience in terms of 
similarities and differences.

Fear of Missing Out and Future 
Intentions
Social media platforms are considered real-time in-
teraction resources that allow users to keep up with 
instant updates about events, incidents, and conver-
sations happening across various social networks. 
Fear of missing out (FoMO) is characterized by the 
desire of individuals to constantly monitor what ot-
hers are doing on social media due to the concern 
that others might be having satisfying experiences 
(Przybylski et al., 2013: 1841). Within this particular 
framework, viewer comments convey their dissatis-
faction at not being able to participate in Hellfest 
while also expressing their intentions to join the 
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event at a later time through diverse means. For ins-
tance, the comment “I’m sad that I missed this live 
in person and online.” directly conveys the sadness 
of missing the festival. A viewer who sold the festival 
ticket expresses this situation and their regret for not 
being able to attend with the comment “Pourquoi 
j’ai revendu ma place du Hellfest d’aujourd’hui. je 
suis con.” (Why did I sell my ticket to today’s Hell-
fest? I’m an idiot.). Similarly, the expression of regret 
in the comment “Wish I could have been there... this 
is second best!” indicates that the live stream does 
not fully replace physical attendance. The comment 
“Damn, was hoping they’d play Empty.” reflects the 
disappointment of a specific song (Emperor’s song 
Empty) not being played. These comments serve as 
reflections of the feelings experienced by the au-
dience as a result of their inability to physically parti-
cipate in Hellfest, which was held in 2024.

Participation in music festivals through social 
networks is associated with high participation rates 
due to the specific reasons for participation unique 
to these platforms, while the motivation to re-at-
tend festivals is shaped by the complex interaction 
of factors such as sociodemographic characteristics, 
past experiences, destination features, and overall 
satisfaction levels (Lei & Li, 2020: 27; Borges et al., 
2020: 314). At this point, the expression of viewers’ 
intentions to participate in future festivals and con-
certs emerges as another prominent aspect of the 
comments. The comments “I will definitely tune in 
for Hellfest 2025” and “One day, I will actually go 
to Hellfest” reveal viewers’ intentions to attend 
festivals in the coming years. On the other hand, 
comments like “Tomorrow, they will be in Lisbon on 
Evil Live Festival and I will be there”, “rdv a paris 
Elysée Montmartre!!!” (Let’s meet at Paris Elysée 
Montmartre!!!), and “See you in Italy soon” confirm 
plans to participate in events to be held in different 
locations (Lisbon, Paris, and Italy) in the near futu-
re following the festival. Overall, viewer comments 
illustrate not only the disappointment and regret 
of not being able to attend Hellfest but also pro-
vide a detailed insight into how they express their 
plans and intentions to participate in future events. 
These comments highlight an intense anticipation 
and desire for upcoming events, underscoring the 
significance of live music experiences and the deep 
emotional connection that attendees have with such 
concerts.

Enhanced Festival Experience
Although live broadcasts, which challenge traditio-
nal concepts of space and experience, are widely ac-

cepted due to the phenomenon of “liveness,” they 
are compelled to ambitiously mimic the spatial ele-
ments of face-to-face festivals while simultaneously 
offering a virtual alternative that particularly appeals 
to younger audiences, providing a sense of happi-
ness, stress relief, flow, and interaction (Chen & Lin, 
2018: 293; Green, 2023). At this point, the ability of 
live streaming to complement or enhance the physi-
cally conducted festival experience reveals an enric-
hed festival experience. Viewer comments highlight 
how the live streaming adds value to the overall Hel-
lfest experience. For instance, the comment “Did 
someone ID the bassist?” shows that viewers enrich 
the festival experience by sharing information during 
the live streaming. The comment “Anyone has time-
codes?” indicates that viewers personalize their ex-
perience by requesting time codes to easily access 
specific moments of the performance. The comment 
“Whose bright idea was it to pan the drums and vo-
cals almost all the way right…” demonstrates that 
viewers analyze the production quality of the live 
streaming by paying attention to technical details. 
In the comment “Replaced by Jay Weinberg, ex 
drummer of Slipknot,” it is seen that viewers enrich 
their experience by sharing information about band 
members. Chen and Lin (2023: 301) state that live 
streaming platforms need to prioritize the develop-
ment of more functional interactive features to make 
communication more effective in order to increase 
viewer engagement and activity. The comments 
above reveal how live streaming enriches the festival 
experience by fostering a sense of community and 
engagement among viewers, encouraging real-time 
interaction, information sharing, and collective par-
ticipation, thereby enhancing the overall enjoyment 
and depth of the festival experience.

Among the opportunities provided by live strea-
ming, ease of access and multi-stage videos stand 
out as prominent topics highlighted by viewers in 
their comments. For instance, the comment “Heu-
reusement qu’il y a ce live quand même” (Luckily, 
there is this live stream) emphasizes that viewers 
who cannot attend in person can access the festi-
val through the live stream. The comment “Mais au 
moins je peux regarder le replay” (But at least I can 
watch the replay) shows that viewers appreciate the 
option to rewatch performances they missed. The 
comment “No pude ver landmvrks, lo sacaron jun-
to con el de megadeth, pero este ultimo si lo pude 
ver, ojala lo resuban” (I couldn’t watch Landmvrks, 
they streamed it along with Megadeth9, but at least I 
could watch Megadeth, I hope they re-upload it) re-
veals viewers’ desire to rewatch performances they 
missed. The comment “I’d like to watch Babymetal10  

9 Megadeth is an American thrash metal band formed in 1983 in Los Angeles, California, with a brief period of heavy metal/rock, known 
for themes including society, politics, history, death, religion, new world order, addiction, and love, currently active and signed to Tra-
decraft (metal-archives.com).
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but after sound post production (hopefully)” indi-
cates that viewers expect sound improvements for 
a better festival experience. These comments de-
monstrate how the extended access and multi-sta-
ge viewing opportunities provided by live streaming 
enrich the viewer experience. Viewer comments exp-
lain how live streaming enhances the extent of the 
in-person festival, introducing novel aspects to the 
Hellfest experience. Ma et al. (2022) emphasize that 
live-streamed music events are an important tool 
for both parasocial interaction and viewer engage-
ment. Therefore, these platforms offer an extremely 
functional perspective on how digital environments 
can meaningfully contribute to viewer participation, 
emotional interaction, and a more comprehensive, 
engaging festival experience overall.

The intersection of physical and digital festival ex-
periences is becoming increasingly prominent in 
contemporary music festival culture. Analyses con-
ducted on the Hellfest live stream within the scope 
of this research reveal various dimensions of this 
intersection. Viewer comments highlight how live 
streaming compares to physical attendance in ter-
ms of sound quality and overall atmosphere, the-
reby explaining through various examples how the 
similarities and differences between these experien-
ces shape the viewer experience. Live streams offer 
viewers the opportunity to experience the festival 
atmosphere from the comfort of their homes, while 
also allowing them to analyze production quality by 
considering technical aspects. Therefore, individu-
als who are unable to physically attend the festival 
enhance their leisure experiences by accessing live 
streaming and foster greater connection among the 
subcultural community by exchanging information. 
On the other hand, it is understood that the expe-
riences viewers gain through live streams do not 
completely substitute for being physically present. 
Live streaming is observed to play a complimentary 
role rather than being a substitute for actual events, 
despite the fact that it is acknowledged that this le-
isure experience does not entirely reflect the same 
ambiance that is present at a festival that is attended 
in person. Additionally, the potential of live streams 
to reach a wider audience by overcoming geograp-
hical and economic barriers highlights the functional 
role of digital platforms in disseminating the music 
festivals and increasing accessibility. Overall, viewer 
comments clearly demonstrate that the mutually be-
neficial and nurturing relationship between digital 
and physical festival experiences enhances multiple 
aspects of the festival experience.

The analysis of audience comments reveals a multi-
faceted impact on individuals’ social identities and 
their place within the metal community, highlighting 

the complex interplay between digital participation 
and subcultural belonging (Schulz, 2022: 330; Simões 
& Campos, 2017: 27). The use of different languages 
and cultural references in audience comments un-
derscores the global nature of Hellfest, reflecting the 
diverse linguistic and cultural backgrounds of parti-
cipants. This linguistic diversity not only enriches the 
digital leisure experience but also contributes to the 
formation of a transnational metal community, trans-
cending geographical boundaries (Chiu, 2020: 32; 
Wallach et al., 2011: 7). While the study acknowled-
ges YouTube’s role as a promotional tool for artists, 
a more in-depth examination of how the platform’s 
algorithms and content recommendation systems 
shape audience interactions could provide valuable 
insights into the evolving dynamics of digital mu-
sic culture (Apostolidis et al., 2022; Fleischer, 2017: 
146). The sociocultural context of metal music gen-
res and subgenres, as reflected in audience com-
ments, reveals how digital platforms serve as spaces 
for the reproduction and negotiation of subcultural 
identities (March, 2024: 40-43; McKenna, 2012: 93). 
Furthermore, the analysis of audience comments 
demonstrates how digital participation both reinfor-
ces and challenges traditional notions of authenti-
city within metal subcultures, reflecting the ongoing 
tension between physical and virtual modes of su-
bcultural engagement (Haenfler, 2022: 12; Riches, 
2014: 157). These findings underscore the need for 
a broader sociocultural analysis that considers the 
complex interplay between digital technologies, su-
bcultural practices, and the evolving landscape of 
music consumption in the contemporary era.

Conclusion
Within the scope of the study, it was aimed to reveal 
the main characteristics of participation in live-stre-
amed music festivals as a new form of digital leisure 
and to examine in depth how digital platforms trans-
form the music festival experience. In this regard, 
the qualitative content analysis conducted through 
the audience comments during the live streaming of 
Hellfest, which was held on 27/06/2024-30/06/2024, 
on the YouTube platform, reveals various dimensi-
ons of the digital festival experience. The findings 
under the themes of “Digital festival experience,”  
“Music consumption and fan interaction,” and “In-
tersection of physical and digital festival experien-
ces” demonstrate how the digitalization of leisure 
reshapes the ways of participation in music festivals. 
At this point, live streaming technologies offer virtu-
al participation opportunities for individuals who are 
unable to physically participate in festivals, allowing 
them to overcome the geographical limitations of 

10 BABYMETAL is a Japanese Kawaii Metal band formed in 2010, known for their fusion of metal and idol music, who have achieved 
international success with performances at major venues and festivals worldwide (toysfactory.co.jp).
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these events. In the context of digital leisure, the 
configuration of audience interactions contributes to 
the development of subcultural community building 
and collective festival experiences, thus enabling an 
integrated combination of traditional festival expe-
riences and digital experiences. On the other hand, 
the effects of live streaming on music consumption 
and fan experiences are redefining the music festi-
val ecosystem, along with the role played by digi-
tal platforms in interaction between audiences and 
community-building processes. In this context, the 
re-evaluation of the digital festival experience as a 
leisure activity gains importance in terms of unders-
tanding new forms of subcultural participation in the 
digital age by reinforcing a sense of belonging and 
community among the audience.

The digital transformation of music festivals, parti-
cularly through live-streaming platforms, has preci-
pitated a paradigm shift in audience engagement 
and subcultural community sustainability. This meta-
morphosis transcends geographical and economic 
constraints, expanding access to cultural experien-
ces while concurrently redefining the parameters of 
participation. Qualitative content analysis of viewer 
interactions during Hellfest’s live stream elucidates 
the nuanced interplay between virtual and physical 
attendance, revealing that digital platforms foster a 
robust sense of community. These platforms offer 
novel avenues for subcultural identity formation, 
catalyzing the emergence of online music commu-
nities with distinct norms and behaviors. The real-ti-
me interactions and information sharing facilitated 
by digital media enrich the festival experience, ex-
panding the conceptual boundaries of subcultural 
participation in leisure pursuits. Consequently, this 
digital shift necessitates the development of new 
theoretical frameworks to comprehend the evolving 
landscape of festival experiences and digital leisure 
consumption.

The netnographic approach employed in this study 
illuminates the complex ecosystem of digital leisure 
activities, demonstrating their capacity to create in-
novative spaces for social cohesion and intercultural 
communication within the metal subculture. While 
acknowledging that digital experiences cannot fully 
replicate the immersive nature of physical attendan-
ce, this research underscores the transformative po-
tential of virtual festivals in reshaping audience dy-
namics and cultural exchange. The findings highlight 
the ability of live-streamed events to reach a wider 
audience by overcoming traditional barriers, there-
by extending the boundaries of festival experiences 
and redefining leisure participation. Moreover, the 
study reveals that virtual participation can be partial-
ly as satisfying as physical attendance, emphasizing 
the need for a nuanced understanding of how on-
line engagement complements traditional festival 
formats. This research accentuates the emergence 
of unique online communities characterized by dis-

tinctive interaction patterns and modes of cultural 
expression. Ultimately, these insights underscore 
the imperative to reconceptualize subcultural parti-
cipation in the digital age, recognizing the unpre-
cedented opportunities for cultural expression and 
community building afforded by virtual platforms in 
contemporary leisure practices.

The versatile effects of technological developments 
on leisure activities enable festivals to reach wider 
audiences through innovative and diversified event 
models. Within this process, which paves the way 
for the emergence of new sources of income, it is 
essential that festival events focus not only on com-
mercial concerns, but also on supporting cultural 
diversity and freedom of artistic expression. At this 
point, virtual participation options have the poten-
tial to contribute to the preservation and develop-
ment of cultural richness by providing a platform 
for non-mainstream music genres and subcultures. 
Therefore, it is important to consider the potential 
of these digital leisure opportunities to create a new 
space for different social groups to express them-
selves and interact with each other, both in terms of 
strengthening intercultural communication and inc-
reasing social cohesion. At this point, the fact that 
virtual festival experiences support traditional forms 
of events in a complementary way and offer new 
spaces of expression to various social groups emer-
ges as an important transformative factor in shaping 
the future of the music industry. Through the preser-
vation of cultural diversity and artistic freedom, the 
creation of a more inclusive and open festival culture 
is expected to contribute to the formation of a new 
ecosystem by reshaping the processes of music con-
sumption and questioning the traditional structure 
of the music industry.

The implications of this research on digital leisure 
experiences, exemplified by the Hellfest case study, 
extend to music festival organizers, digital platform 
providers, and policymakers. The study highlights 
the potential of high-quality live streaming options 
to facilitate access to cultural events, expand reach, 
and enhance audience engagement, thereby resha-
ping the landscape of music consumption and su-
bcultural participation. However, the limitations of 
focusing on a single festival and genre necessitate 
further investigation across diverse musical subcul-
tures and event types. Future research should emp-
loy ethnographic methods to explore the long-term 
effects of virtual festival experiences on subcultural 
identity formation and community ties, examining 
how these digital interactions may be transforming 
metal subculture and fan behaviors. Additionally, 
investigating the emergence of new social groups 
or fan typologies resulting from digital broadcasts 
could provide valuable insights into the evolving lan-
dscape of digital leisure activities and their impact 
on music consumption patterns. The findings of this 
study contribute to the growing body of literature 
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on the digitalization of cultural experiences, offering 
a foundation for future research on the intersection 
of technology, subcultures, and event management.

To address these research gaps, comprehensive and 
multifaceted strategies are required. Longitudinal 
studies are required to investigate the evolution of 
virtual participation over time and its transformative 
impact on the festival ecosystem. Comparative stu-
dies examining the experiences of various demog-
raphic groups during virtual festivals may contribute 
to the development of initiatives promoting atten-
dance diversity. Further empirical research is needed 
to explore how technological advancements, such 
as virtual and augmented reality applications, can 
enhance the festival experience. Studies focusing 
on the economic models and sustainability of virtu-
al festivals are crucial for understanding the effects 
of digital transformation on the industry. Moreover, 
investigating the potential of these digital platforms 
to reshape metal subculture and fan behaviors could 
offer nuanced perspectives on the intersection of vir-
tual and physical festival participation, contributing 
to our understanding of how digital platforms are 
transforming leisure experiences and their implica-
tions for subcultural communities in the digital age. 
The insights gained from these proposed research 
directions may inform policy decisions and industry 
practices, ultimately shaping the future landscape of 
music festivals and digital cultural engagement.
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