FOCUS ON

FESTIVALS
CONTEMPORARY
EUROPEAN CASE STUDIES
AND PERSPECTIVES

Edited by
Chris Newbold, Christopher Maughan,
Jennie Jordan and Franco Bianchini

(G)

Goodfellow Publishers Ltd

(G)

Published by Goodfellow Publishers Limited, 		
26 Home Close, Wolvercote, Oxford OX2 8PS
http://www.goodfellowpublishers.com

British Library Cataloguing in Publication Data: a catalogue record for
this title is available from the British Library.
Library of Congress Catalog Card Number: on file.
ISBN: 978-1-910158-17-3
Copyright © Goodfellow Publishers Ltd 2015
All rights reserved. The text of this publication, or any part thereof,
may not be reproduced or transmitted in any form or by any means,
electronic or mechanical, including photocopying, recording, storage in
an information retrieval system, or otherwise, without prior permission
of the publisher or under licence from the Copyright Licensing
Agency Limited. Further details of such licences (for reprographic
reproduction) may be obtained from the Copyright Licensing Agency
Limited, of Saffron House, 6–10 Kirby Street, London EC1N 8TS.
Design and typesetting by P.K. McBride, www.macbride.org.uk
Cover design by Cylinder

Contents
Notes on Contributors
Preface
Christopher Maughan
Introduction: focusing on festivals
Chris Newbold, Jennie Jordan, Franco Bianchini and Christopher Maughan
SECTION 1: PERSPECTIVES AND DEBATES
Introduction
Christopher Maughan and Jennie Jordan

1
2

1

Festivals: Why, What, When? A case study of Berlin
Nele Hertling

10

2

Festivalisation: Patterns and Limits
Emmanuel Négrier

18

3

Festivals, Urbanity and the Public Sphere: reflections on European festivals
Monica Sassatelli

28

4

Festivals, Conformity and Socialisation
János Zoltán Szabó

40

5

Festivals as Communities of Practice: Learning by doing and knowledge networks 		
amongst artists
53
Roberta Comunian

6

Festivals of Transition: Greenlight Festival Leicester
Richard Fletcher

SECTION 2: LEADERSHIP AND MANAGEMENT

66
79

Introduction
Jennie Jordan

80

7

How to Flow
Satu Silvanto

88

8

Romaeuropa Festival: A Case Study
Lucio Argano

98

9

Festival Leadership in Turbulent Times
Jennie Jordan

107

10 Mladi levi Festival – Reflections and Memories
Nevenska Koprivšek

118

11 The Diggers’ Festival: Organising a community festival with political connotations
Jacqui Norton

127

Focus on Festivals

iv

12 Volunteering for Festivals: Why and How?
Anne-Marie Autissier

138

13 Festival City – Rotterdam
David Dooghe

147

SECTION 3: IMPACTS, COMMUNITIES AND PLACES

159

Introduction
Chris Newbold

160

14 The Enchanted City: Holstebro Festive Week – an experiential and social cultural space
Kathrine Winkelhorn

168

15 Operaestate Festival Veneto: A socio-cultural and economic analysis
Luisella Carnelli

180

16 Street Performance: The unintended consequences of festivals
Floriane Gaber

191

17 Diaspora Community Festivals and Tourism
Yi Fu, Philip Long and Rhodri Thomas

201

18 Mela in the UK: A ‘travelled and habituated’ festival
Rakesh Kaushal and Chris Newbold

214

19 A View from Australia
Robyn Archer

227

SECTION 4: THE FUTURE OF FESTIVALS

239

Introduction
Franco Bianchini and Christopher Maughan

240

20 Festivals in the Network Society
Greg Richards

245

21 The Public Festival: Inspiration and interconnectivity at the heart of festivals
Kathrin Deventer

255

22 Belonging and Unbelonging: The cultural purpose of festivals
Tessa Gordziejko

265

23 Transnational Festivals, a European alternative: Les Boréales and Reims Scènes d’Europe 276
Anne-Marie Autissier
24 The Future of European Festivals
Bernard Faivre d’Arcier

285

25 Some Reflections on the Future of Festival Practice in Europe
Steve Austen

290

Author Index
Subject Index

299

v

List of figures
2.1

Eurockéennes Festival France

18

2.2

Changing trends in society’s relationship to culture

20

4.1

Conceptual clarification of the festival phenomenon

44

4.2

Conformity indicators of festivals

47

4.3

Festivals and their relationships with different stakeholders

48

5.1

Knowledge and awareness connections between participating artists before
Fuse Medway Festival 2011

61

5.2

Knowledge and awareness connections between participating artists after
Fuse Medway Festival in 2011

61

8.1

Sasha Waltz and guest

103

13.1 Artist’s impression of the daily use of a multifunctional urban location in
Afrikaanderwijk

151

13.2 Artist’s impression of the Summer Carnival taking place in a multifunctional urban
location in Afrikaanderwijk

152

13.3 Artist’s impression of the Coolsingel as a sight for a parade in Rotterdam

153

13.4 Artist’s impression of the Coolsingel as the central meeting space of Rotterdam
in winter

154

13.5 Artist’s impression of the Coolsingel as the central meeting space of Rotterdam
in summer

154

14.1 Key figures, Odin Teatret in 2011

169

14.2 Housewives dancing at Holstebro

176

15.1 Operaestate research table

182

18.1 Leicester Belgrave Mela

221

19.1 The Secret River

235

vi

Focus on Festivals

Notes on Contributors
Robyn Archer is a singer, writer, artistic director and public advocate for the arts.
She is Artistic Director of The Light in Winter (which she created for Federation Square, Melbourne), Deputy Chair of The Australia Council (the Australian Government’s arts funding and advisory body) and Strategic Advisor
to Gold Coast Arts and Culture. She is a member of the European House of
Culture and a mentor in the European Festivals Association’s Atelier programme. Robyn is an Officer of the Order of Australia and has been awarded
the Chevalier de l’Ordre des Arts et des Lettres (France) and Belgium’s Order of
the Crown. She was formerly Artistic Director of The National Festival of Australian Theatre, The Adelaide and Melbourne Festivals and Ten Days on the
Island (which she created for Tasmania). She is the patron/ambassador for
numerous organisations and recipient of many arts awards, most recently the
Helpmann Award for Best Cabaret Performer 2013.
Lucio Argano is Professor of Cultural Management at the Roma Tre University
and the Cattolica University of Milan. Currently he is the project manager of
Perugia 2019, candidate for European Capital of Culture. Previously he has
managed the Rome Film Festival, the Festival Romaeuropa, Teatro Popolare di
Roma and Auditorium of Rome.
Steve Austen has been active in the European public domain since 1966, concentrating on performing arts, cultural policy, international cooperation and
civil society issues. His CV includes: co-author of Amsterdam Cultural Capital
of Europe 1987; setting up the informal working body Gulliver, with Günter
Grass; Fellow of the Felix Meritis Foundation; founder of the Amsterdam
Summer University; and board member of A Soul for Europe.
Anne-Marie Autissier is Director of the Institute of European Studies at Paris 8
University. Her main research interests include: a comparative study of cultural policies in Europe; the role of arts festivals in transnational cooperation;
and cultural radio channels in France and Europe.
Franco Bianchini is Professor of Cultural Policy and Planning at Leeds Beckett University. From 1992 to 2007 he was Reader and Course Leader for the MA in
European Cultural Planning at De Montfort University Leicester. Franco has
been a member of the Editorial Board of International Journal of Cultural Policy
since 1997 and of the Advisory Board of ENCATC Journal of Cultural Management and Policy since 2012. He was appointed in June 2001 to the selection
panel responsible for the designation of Cork as European Capital of Culture.
Franco acted as adviser to Liverpool Culture Company on the preparation of
their successful bid for European Capital of Culture (2003) and on the imple-

Notes on Contributors

vii

mentation of Cities on the Edge, a project of cultural co-operation between
Liverpool, Bremen, Gdansk, Istanbul, Marseilles and Naples (2004-2009).
The project formed part of the programme of Liverpool European Capital of
Culture 2008. From 2010 to 2014 he was a member of the team preparing the
successful bid by the city of Matera, in Southern Italy, for the title of European Capital of Culture for 2019. Franco’s books include Urban Mindscapes of
Europe (co-editor, with Godela Weiss-Sussex, Rodopi, 2006), Planning for the
Intercultural City (with Jude Bloomfield, Comedia, 2004), Culture and Neighbourhoods: A Comparative Report (with L. Ghilardi Santacatterina, Council of
Europe, 1997), The Creative City (with Charles Landry, Demos, 1995) and Cultural Policy and Urban Regeneration: the West European Experience (co-editor,
with Michael Parkinson, Manchester University Press, 1993).
Luisella Carnelli is a project manager, researcher and consultant for the Fitzcarraldo
Foundation, in the field of Performing Arts. She has led or contributed to
more than 50 research projects and consulting assignments, many of which
have focused on the economic and socio-economic impact of cultural activities e.g. Operaestate Festival 2012, MITO Settembre Musica 2012 Festival and the
International Book Fair of Torino, 2013. Additional research has included audience research at cultural events; audience development; and organization
and strategy development.
Roberta Comunian is Lecturer in Creative and Cultural Industries at the Department of Culture, Media and Creative Industries at King’s College London.
Her work focuses on the relationship between arts, cultural regeneration
projects and the cultural and creative industries. She is currently leading an
AHRC research network exploring the connections between Higher Education and the Creative Economy and has published extensively on the career
opportunities and patterns of creative graduates in UK.
Bernard Faivre d’Arcier served as director of the Avignon Festival from 1980 to
1984. He was appointed as cultural advisor to the Prime Minister and in 1986
launched the television channel La Sept, the French arm of the Franco-German channel Arte. From 1993 to 2003, Bernard was appointed for the second
time as the director of Avignon Festival. He is presently consultant for many
cultural institutions and chairs La Biennale de Lyon.
Kathrin Deventer is the Secretary General of the European Festivals Association. She
believes in Europe and is convinced that arts and culture in general, and festivals in particular, play an important role in involving citizens more strongly
in Europe. Kathrin is one of the founding members of the European House for
Culture in Brussels and a member of A Soul for Europe’s strategy group.

viii

Focus on Festivals

David Dooghe has a life-long fascination with the relationship between humans
and their surroundings, and this led him to study architecture at the LUCA
School of Arts, Gent and urban design at the Rotterdam Academy of Architecture and Urban Design. As well as teaching at both institutes, he currently
works as a researcher, strategist and designer on urban development.
Richard Fletcher is a part-time lecturer and researcher at De Montfort University.
He has contributed to a range of interdisciplinary research and public engagement projects often within the theme of sustainable development. Richard
has been involved in Transition Leicester since 2010 and has been part of the
Greenlight Festival organising team since then.
Yi Fu is Lecturer in Cultural Heritage and Museum Studies at Zhejiang University,
China. Her research interests include: festivals and society, intangible cultural heritage and society; museums and society; diaspora festivals and community relationships; diaspora communities, intangible cultural heritage and
social relations; intangible cultural heritage, museums and tourism.
Floriane Gaber is a writer, researcher, journalist, teacher and cultural consultant.
She is also a lecturer at the University of Paris III where she coordinated the
ARAR (Association of Research on Street Arts). She has also taught at other
universities: Paris XI, Evry and Cergy in press, expression and communication techniques, street arts, poetry reading and literature. She is a well-travelled European commentator and critic of street theatre, mime, circus and
spoken/written word performance. She has been published widely and is a
regular contributor to cultural and arts journals and magazines.
Tessa Gordziejko is a Creative Programmer with iMove (since September 2007)
with which she worked on the creative programme for the UK Cultural Olympiad in 2012. Previously a writer, director, producer, production manager,
stage manager, arts development consultant and trainer, she was Director
of Arts & Business Yorkshire for six years. She has worked primarily in the
performing arts, but also in media and visual arts and with museums and
heritage organisations.
Nele Hertling is currently Vice-President of the Academy of Arts in Berlin and
a co-founder and member of the strategy group of A Soul for Europe. One
of Germany’s most influential figures from German alternative culture, her
career began with a degree in German Philology and Theatre from Humboldt
University of Berlin. From 1963 to 1988 she worked as a Research Associate
at the Academy of Arts in Berlin (West). In 1987 she took over the management of the Berlin workshop to develop the programme for Berlin - European City of Culture 1988 for which she was appointed its Artistic Director.
From 1989-2003 she was Director of the Hebbel Theatre in Berlin, Artistic

Notes on Contributors

ix

Director of the Theater der Welt festival (1999). From summer 2003 to 2007 she
was Director of the Artists in Berlin Programme of the DAAD. She has been a
member and collaborator on numerous committees and networks, including
the IETM (Informal European Theatre Meeting), Theorem, the advisory board
of the Performing Arts of the Goethe Institute and the Board of Trustees of
the Federal Cultural Foundation.
Jennie Jordan is Senior Lecturer in Arts and Festivals Management, De Montfort University Leicester, where she focuses on cultural leadership, cultural
policy and audience engagement. Prior to her move into academia, Jennie
had a varied background in the cultural and voluntary sectors. She was Head
of Marketing at Phoenix Arts from 1995 to 1999, before joining regional audience development agency, Midlands Arts Marketing, and going on to work
with the third sector development body, Engage East Midlands. Jennie has a
significant track record as a consultant, having worked for the Department
of Cultural Media and Sport, the Department of Food and Rural Affairs and
national bodies such as Youth Music, Capacity Builders and Arts Council
England. She is currently undertaking a PhD researching festivals and has
written an Arts Council funded research paper as part of the Discussion
Papers in Arts and Festivals Management series, which she co-edits with Chris
Newbold, and she sits on the board of New Perspectives Theatre Company.
Rakesh Kaushal is a freelance writer and academic in media, culture and journalism, with twenty years’ teaching and researching experience in universities
that include Leicester, Cardiff and the University of the West of England.
Nevenka Koprivšek is a Director of BUNKER Productions and founder of the Mladi
levi Festival, and also a member of IETM and DBM Danse Bassin Méditerranée
(Ljubljana, Slovenia). She first trained and worked as actress, before moving
into theatre direction and becoming artistic director for the Glej Theatre,
1989-97. In 1997 she founded BUNKER and since then has acted as the company’s director.
Philip Long is Head of the Tourism Academic Group at Bournemouth University.
His research interests include: festivals, cultural events and their tourism
dimensions; connections between international film, television and tourism;
diaspora communities, social exclusion and tourism. Philip is a Board
member of the International Festivals and Events Association (Europe).
Christopher Maughan worked as an academic and researcher at De Montfort
University for over 25 years. In 2002-3 he co-authored a major report on the
economic and social impact of ten cultural festivals in the East Midlands of
England. Since then he has contributed to the development of two festivals’
tool-kits and published related work on festivals’ life cycles, festivals and

x

Focus on Festivals

public authorities, and continues to undertake primary research on the
economic impact of festivals. His work on festivals led to De Montfort
University being a founder member of the European Festival Research Project
and to him editing Festivals in Focus and undertaking a leading role in the
editing of this companion collection.
Emmanuel Négrier is a CNRS senior research fellow in political science at CEPEL,
University of Montpellier I (France). He dedicates a notable part of his investigations to festivals and public policies. He is the author or co-author of the
following books: Les Musiques du monde et leurs publics, Le Mot et le Reste,
2014; Music Festivals : a Changing World, Michel de Maule ed. 2013; Un territoire de rock, L’Harmattan 2012; Les publics des festivals, Michel de Maule 2010.
Chris Newbold is Senior Lecturer in Arts and Cultural Industries Management and
Programme Leader for the MSc. Cultural Events Management, De Montfort
University Leicester. Chris has been working in media education for twenty
five years, he has published on culture, media and research methods, and has
produced two major text books in Approaches to Media (1995) and The Media
Book (2002). He has just completed with Rakesh Kaushal an Arts Council
England funded research project into mela festivals in the UK, and is joint
series editor with Jennie Jordan of the Discussion Papers in Arts and Festivals
Management series.
Jacqui Norton is Senior Lecturer in Arts and Festivals Management, De Montfort
University Leicester. She has extensive experience of the music industry
having worked for Chrysalis Music as Copyright Manager, and Zomba Production Music as Production Manager. She now runs her own music consultancy company and was a Director of a Community Interest Company,
which aimed to promote social inclusion through song-writing. Jacqui is
founder and director of the Diggers Festival in Northamptonshire.
Greg Richards is Professor of Leisure Studies at Tilburg University and Professor
of Events at NHTV Breda University of Applied Sciences in the Netherlands.
He has researched and published extensively on festivals and events, particularly the European Capital of Culture. Recent publications include Eventful
Cities and Exploring the Social Impact of Events (both published by Routledge).
Monica Sassatelli is a cultural sociologist with a particular interest in cultural events
and institutions, and has a focus on Europe. She is a Lecturer in the Sociology Department at Goldsmiths, University of London, where she is also codirector of the Centre for Urban and Community research. She co-edited the
volume Festivals and the Cultural Public Sphere (with L. Giorgi and G. Delanty,
Routledge 2011).

Notes on Contributors

xi

Satu Silvanto is a sociologist and cultural policy expert. Since 2003, she has been
engaged in urban cultural policies as a researcher, project manager, adviser
and, most recently, planning officer of the City of Helsinki Cultural Office.
Satu is the editor of two books Festivaalien Helsinki (Helsinki – a festival city)
and Kaupunkilaisten kulttuurikeskus (Cultural Centres for Urban Citizens).
She has contributed to European publications, such as The Europe of festivals: From Zagreb to Edinburgh, intersecting viewpoints (edited by Anne-Marie
Autissier), and participated in several European projects, such as Eurocult21
(led by Eurocities), Access of Young People to Culture (Interarts), Festival Policies of Public Authorities in Europe (CIRCLE/EFRP). Today, her main interests
lie in promoting community arts and encouraging artists to work outside
the comfort zone of their own institutions and to work directly with and for
people.
János Zoltán Szabó is a guest lecturer at Eötvös Loránd University, Budapest, and
senior adviser at the Ministry of Human Resources, Hungary. Formerly he
worked as a research officer at the Budapest Observatory (2003-2012), an
independent expert (2000-2003) and theatre manager at Csokonai Theatre,
Debrecen (1995-2000). He obtained his PhD in Educational Sciences from
Debrecen University (2012).
Rhodri Thomas is Professor of Tourism and Events Policy and Head of the International Centre for Research in Events, Tourism and Hospitality (ICRETH)
at Leeds Beckett University, UK. His research interests encompass various
issues associated with the influence of public policy on business behaviour in
the events and tourism sectors.
Katherine Winkelhorn is responsible for the Masters programme in Culture and
Media Production at Malmo University. Her research work includes audience development in collaboration with Roskilde University and with Malmö
Stadsteater, Københavns Musikteater and Teater Faar 302. Other work includes
working on a festival in Bangalore, with academics, artists, activists and practitioners, considering how modernity is mediated, in collaboration with the
Srishti School of Arts, Design and Technology in Bangalore. For five years
she worked for Copenhagen 96 – European Capital of Culture, where she was
responsible for its large-scale international projects for the performing and
visual arts. Following that she has initiated many international collaborations
between academia and the arts, in India, South Africa and former Yugoslavia. For some years she has worked at Hotel Pro Forma and Odin Teatret, both
located in Denmark, where she lives.

Focus on Festivals

xii

Preface
Christopher Maughan
The aim of this book, Focus on Festivals, is to present a collection of work
that adds to the limited literature about one of our most ubiquitous cultural
phenomena, festivals, and to stimulate interest in their study and increase
understanding about their importance in contemporary society. An important contribution to the development of this book was given by Dragan Klaić.
He committed himself to publishing such a book as part of his work for the
European Festival Research Project (EFRP), which he set up in 2004. Sadly,
he was unable to realise this aspect of his vision but his colleagues in EFRP
continued working on the project following his untimely death in 2011.
It was partly in response to Dragan’s passionate and critical engagement
with festivals that the authors featured in this collection responded to invitations by Franco Bianchini and myself, and agreed to contribute their work
as a tribute to Dragan. The editors wish to acknowledge their generosity in
agreeing to the inclusion of their essays and in this way enabling many others
to benefit from their experience and insights.
EFRP is an international, interdisciplinary consortium, focused on the
dynamics of artistic festivals in contemporary life. One of its principal aims
is to understand the underlying causes of the current proliferation of festivals, the resource implications and diagnostic perspectives. Dragan’s personal interest was predominantly in those festivals that are driven by a firm
artistic vision, involving international programming and which benefit from
substantial support from public authorities.
The focus on Europe is a reflection of the fact that EFRP was a consortium
with a membership drawn largely from researchers, festival managers and
policy-makers who are based in Europe. This collection reflects other voices
and perspectives on the aims and impacts of festivals in contemporary Europe
with the addition of an essay by Robyn Archer, ‘A view from Australia’.
In the period 2004 to 2011, EFRP, drawing upon Dragan’s inexhaustible address book and personal charisma, encouraged new and established
researchers to write research papers, and share their knowledge in intensive
research workshops on specific topics where the results of their research were
presented and discussed. Such workshops took place in Nitra (2005), Leicester and Le Mans (2006), Barcelona (2007), Helsinki and Moscow (2008) Novi
Sad and Leeds (2009), Poznan (2010) and Strasbourg and Maribor (2011).
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It was from these myriad sources that Dragan proposed to develop an edited
book on festival politics, programming, impacts and governance and which
might also serve as a source of conclusions, trends, forecasts and recommendations for festival managers, public authorities (as subsidy givers) and
potential sponsors. At the present time all research outcomes are accessible
in a public repository at the website of the European Festivals Association
(http://www.efa-aef.eu/efahome/efrp.cfm).
The genesis of this book as a final outcome of EFRP has drawn together a
collection of research perspectives that reveals the richness of the work and
thought that is being applied to the festivals sector in a European context.
However, compared to the volume and depth of work available in other cultural sectors, the festivals sector is still relatively under-researched. The scope
for future research is wide and many features of this ubiquitous phenomenon are still ripe for investigation.
This collection is a companion to a slimmer publication, Festivals in Focus,
published by the Budapest Observatory in conjunction with the Central European University in 2014 (Klaić 2014). That book features an important part of
Dragan’s legacy, four essays with which he intended to introduce a collective
volume of work derived from EFRP seminars. Because of his untimely death
these chapters have to be seen as work in progress. Nonetheless, these four
essays display his sharp critical ability and raise many interesting questions
about festivals, not just in Europe but in a global context.
The two themes at the heart of Festivals in Focus are echoed in this collection too. The first is the role festivals play in contemporary life. This includes
the need to understand the social, cultural, political, economic and physical
contexts in which festivals operate. But we should also reflect on how the
international dimension of artistic festivals – strongly advocated by Dragan
– is precisely what allows them to make a deeper, critical and transformative
contribution, by relativising and questioning the fundamentals of our everyday lives, political arrangements and ethical values.
The second insight is to the understanding that Dragan Klaić himself
had of the fragile world of festivals. Dragan thought that artistic festivals
could make a significant contribution to achieving a more internationalist
approach to arts programming, audience development and integration with
local policy agendas, ranging from economic regeneration and tourism to
education and social inclusion. Dragan’s advocacy and promotion of EFRP
was an important aspect of his encouragement of a more longitudinal and
collegiate approach to research and of his expectation of critical reflection.
He profoundly believed that festivals had the potential (denied to many
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continuously operating organisations) to explore a more risk-oriented arts
agenda. Such openness of artistic festivals to innovation and risk would bring
them closer to a key feature of his life’s work: the idea of ‘Europe as a cultural
project’.
It is hoped that, as well as being a fitting tribute to him and his passionate
evocation of arts festivals, this collection will stimulate greater interest in the
sector and a deeper analysis of the benefits that festivals deliver globally as
well as within Europe.
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Introduction: focusing on festivals
Chris Newbold, Jennie Jordan, Franco Bianchini and
Christopher Maughan
In focusing on festivals it is our intention in this introduction to reflect and
illustrate the diversity of thought, themes and theories that have emerged
from the variety of case studies in this book. Even though festivals have probably been a part of people’s experience since human interactions began, their
academic study is still in its infancy. Indeed as a relatively new area of critical
endeavour, which has yet to find its own language and voice, its researchers
are drawing on a wide range of academic approaches from anthropology,
sociology and policy analysis (for example, Giorgi et al’s, (2011) discussion of
festivals as part of the cultural public sphere and Quinn’s (2010) work on the
policy implications of urban arts festivals), to management theory and economics, in order to shed light on this new field (as discussed in Getz, 2012).
This collection is consequently eclectic and broadly based, including contributions from festival organisers, event managers, academics and cultural
and community activists. As the case studies in this book illustrate, festivals
do not take place in a vacuum, they are the result of a range of social and
cultural pressures, organisational and management decisions, and artist and
audience expectations. Attending a festival may well be a liminal, ‘time out
of time’ experience for the participants. However for the organisers it is the
result of a series of negotiations and actions, within the context of the wider
political, economic, social and cultural climate. It is this core understanding
that informs the contributions in this book.
Focus on Festivals is divided into four sections, reflecting what we have identified as the major areas of interest for academics, organisers and students of
festivals.
 In the first section, there are broad issues and perspectives such as
festivalisation, sustainability and the role of festivals as part of the
‘public sphere’.
 In the second section we identify issues concerning leadership and
management in the sector, such as entrepreneurship, experiences,
volunteering and iterative management practices.
 The third section, on festival impacts, looks at potential effects on
urban change, culture in a broad sense and the arts more specifically.
We focus particularly on community festivals looking at diversity,
multiculturalism and issues of identity and place.
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 The final section examines issues including the future of festivals within
the network society, transnational identity and citizenship, and trends
which may undermine the important role of festivals as a critical force.
Each of these aspects has their own sets of debates, issues and theories that
are illustrated by the case studies and discussed in the introductions to the
four sections. This book does not aim to provide an exhaustive explanation and examination of each of these. Readers can amplify for themselves
through using the extensive bibliographies. The book rather aims to provide
the reader with an indication of the breadth of material that can be applied to
contextualising and understanding contemporary festivals in Europe.
Clearly, as this book will demonstrate, there are as many different festivals
taking place in Europe as there are definitions of what a festival is. As we are
focusing on contemporary festivals in one part of the globe, our definition
will inevitably be skewed from the outset. There is always a danger when
trying to define festivals of creating a taken-for-granted notion of what a festival is or should be – one which will certainly only ever be partially true.
Having said that, it is incumbent upon a text such as this to at least try and
establish some shared characteristic features, by which we can say that the
events we are describing are worthy of our festivals focus and whether takenfor-granted notions are as sensible as they seem at first glance.
Given their complexity and eclectic nature, it is useful to ask why the study
of festivals is important. Understanding and developing a festivals’ typology is a prerequisite for achieving a systematic engagement with the festivals
sector. Within this book, readers will find examples of festivals that are primarily civic in nature, with values that prioritise community self-celebration;
other festivals that place artistic promotion and development at their core;
and others that exist principally for profit (Jordan 2014). From a policy perspective, each of these types may be more or less integrated into national or
local, urban or cultural policies and may be more or less successful in its own
intrinsic or in others’ social and political terms (Olsen, 2013).
Embedded within these types are a wide range of potential measures and
features that reflect the core aims of each festival. These include the extent
to which a festival is: a source of artistic innovation and vitality; transformative (e.g. through educational work); a moment of ambiguity and challenge to the status quo; a source of impacts (which may be cultural/political/
social/economic/environmental); a source of local cohesion/pride/identity; a
mechanism through which to achieve a change in city/regional identity and
to market a locality; an investment in improving the quality of urban life; a
project focused on advancing cultural democracy; a way of mobilising new
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audiences and/or new partners and stakeholders; a source of entertainment/
delight/social networks; a platform for developing intercultural dialogue and
intercultural competence; and for achieving change in local and European
citizenship/consciousness.
For many people festivals are first and foremost social activities. They serve
purposes rooted in collective experience and are part of group living. They
are events which punctuate the calendar; they are often short term, a day to
a month in length, with a few notable exceptions. They are ‘public facing’,
embedded in social and cultural life, and a ‘festive’ experience. Activity
within festivals tends to have a creative/performance/ritual dimension to its
content. They may be formally cultural or commercial (although these are
not mutually exclusive) in their outlook and they must attract an audience,
who in every sense are equal participants in some or all of the festive activities. The festival experience can be an oppositional one and it should not be
banal, trite or trivial. For Pieper, festivity lies in the contrast both to everyday
life in which we undertake useful work and to the uselessness of the activity. “To celebrate a festival means to do something which is in no way tied
to other goals” (1999: 9). Key to our understanding of a sense of festivity is
the disruption of the normal. For many, a festival is a rite of passage in their
own personal development and whilst attendance at an arts festival is rarely
liminal in its full sense, a deeper understanding of festivals’ liminal (Turner,
1987) or life changing/challenging impacts could have significant implications for cultural managers and on policies on programming, management
and marketing.
The ancient origins of festivals are often associated with moments of intensive consumption of meat at times of abundance, providing a protein rush
leading to mad hedonism, moments of abandonment, the mocking of authority, spectacle, feasts for the senses and aesthetic indulgence. Intensity underlies all these elements. Much of the work on festivals in society historically
has been anthropological in its understanding, with rituality at its core (see
Bahktin’s (1984) seminal work in this area, for example). For anthropologists, festivals are analysed for the functional role they play for societies and
groups, providing markers of transition, reaffirmation of status and beliefs,
and moments of release. Suffice it to say that the above is only a starting point
for thinking about what makes a festival. Readers will inevitably develop a
‘thicker’ typology as they proceed through the book.
It is obvious that for millennia, festivals have taken place around the globe.
However, it may be argued that the ‘professionalisation’ of the festivals
sector began to happen in Europe around the middle of the last century with
the emergence of the ‘arts and culture’ festivals of Edinburgh (1947), Avignon
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(1947) and a heightened awareness of the role of culture in contemporary
society in rebuilding Europe after two World Wars. The austerity of the
late 1940s and 1950s gave way to a period of great economic growth and
social change, and alongside that the development of a cultural infrastructure across Europe. Festivals too became a more familiar part of the landscape, and a career path for cultural professionals began to be made possible
through organisations such as the Arts Council of Great Britain, established
in 1946, and the development of arts management training courses in the UK
and other countries in Western Europe from the 1970s.
Professionally organised expositions and exhibitions, such as The Great Exhibition in London in 1851, had been very popular across Britain, Europe and
the United States in the nineteenth century. These had been celebrations of
industrial achievement, technical and scientific advancement and artistic
endeavour. The devastation of two World Wars and the arrival of the mass
media and the cultural industries resulted in audiences no longer being
drawn to demonstrations of a nations’ manufacturing prowess, but rather to
its cultural products. The development of cultural festivals such as Edinburgh,
Cannes and the Berliner Festspiele can be seen as part of this process.
The development of festivals in Europe from the end of World War Two can
be identified as emerging through a number of clear phases. The first period
could be defined as ‘the age of reconstruction’. This phase, beginning in the
late 1940s, was focused on an ‘arts for art’s sake’ notion of cultural policy. The
emphasis was not only on the reconstruction of European cities and their cultural facilities after the damage of the Second World War, but also on moral
and civic reconstruction. Cultural policies in this period focused on high
culture and the main aim was to ‘raise’ the cultural level of the population
through a process of ‘democratisation of culture’. The arrival of commercial
television, radio and pop culture were all seen as a threat to high cultural
standards. This was also the era of the developing Cold War and of the separation of the liberal democratic, capitalist West of Europe from the Communist East. Festivals became important as a counterweight to this process and
one of the few ways of brokering East/West dialogue. Artists and other ‘cultural ambassadors’ were the only people, other than sportsmen and women,
to breach the Iron curtain at that time. The re-starting of a cultural dialogue
between Eastern and Western Europe was indeed part of the mission of the
Edinburgh and Avignon festivals.
Some festivals in the late 1960s and the 1970s reflected a new phase. They
became community-focused and/or explicitly political, and forums for symbolic resistance, an expression of the developing oppositional youth culture
and radical movements of that era (including feminism, gay and ethnic
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minority activism). A new generation of artists working in social contexts
(including deprived neighbourhoods, schools, prisons and factories) was
instrumental in the development of these events. Socially engaged artists
became known by different names in different European countries (e.g, community arts in Britain, Sozio-Kultur in Germany, animation socioculturelle in
France) but they all shared a belief in the revolutionary potential of involving ordinary people in the artistic process. There was in this age a strong
emphasis on participation and a shift from ‘democratisation of culture’ to
‘cultural democracy’ which, for many socially engaged artists, would encourage people to recognise their condition of subordination and oppression, and
would start a process of radical social and political change. Festivals took
over whole cities and emblematic spaces (the free festivals held in Windsor
Great Park in England in 1972-74, for example). Symbolically occupied city
spaces, incorporating street theatre, open air performances, political rallies,
all gave access to the city centre to the poorer classes living in the outer areas
of the city. Clearly in this era there was a widening of the definition of festival
culture, which came to include circus, mime, popular music and films shows,
many of which were free and open to all comers.
In the late 1980s and during the 1990s another phase was consolidated. This
had a more commercial and economic development orientation, characterised by the greater involvement of the private sector, which recognised
the potential for aligning their business with the PR possibilities of festivals
with a captive audience or other opportunities for business development as
sponsors. Local authorities also became increasingly interested in festivals as
vehicles for urban regeneration, to respond to the process of de-industrialisation and economic restructuring in cities including Glasgow, Liverpool, Birmingham, Hamburg, Rotterdam, Lille, Bilbao, Barcelona, Turin and Genoa.
Festivals during this phase became increasingly part of tourism promotion
and city marketing strategies, aimed at attracting increasingly mobile capital,
businesses and skilled personnel.
Alongside such macro developments, festivals have become a focus for differentiating between individuals and communities in terms of physical, intellectual, cultural and emotional access. Bourdieu explains the relationship
between social class, educational achievement and cultural taste, as being
instilled through socialisation, particularly upbringing and education. Taste
is exhibited as well as reinforced by the festival environment, in which audiences can signal their understanding of the rules of a particular cultural field,
which Bourdieu (1984) calls cultural capital. The link between class and cultural consumption may have weakened amongst younger generations as a
result of newer forms of distribution, but familiarity with particular genres
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reinforces the bonds amongst social groups. Festivals that promote particular
art forms are an essential element in reinforcing and developing taste and
therefore of reinforcing tribal identities, a factor that sponsors utilise to establish their brands. Understanding more about festival audiences and their
decision-making would sharpen marketing and communication.
Alongside this we have already noted the increased professionalisation of the
sector. The professionalisation process can strengthen a festival and its future
but equaly it can lead to risk aversion and self-censorship by all festivals,
especially those which become reliant on sponsorship with the constraints
that this can impose. Key questions are: does sponsorship influence programming and decision-making? And will increased reliance on sponsorship lead
to more and more similar festival offerings?
Another management issue that is receiving more attention is the sector’s reliance on, or exploitation of, volunteers and increasingly internships. Festival
organisations are more dependent on casual staff than many other cultural
institutions, especially those which are building-based. Part of the explanation may well lie in their history, that of being community or artist-based
organisations, but there are also managerial issues, as the festival organisation may have to expand rapidly from a small group of employees (four or
five is typical and which may include paid, casual and unpaid staff) to a very
large group (several thousand) when the event commences.
The model has become more complex with a mixture of communities of taste
and the increasing influence of the urban regeneration, tourism and economic
development agendas. This ultimately has led to a post-millennial emphasis
on economic impact. Following the economic crash of 2007-8 festivals have
had to redefine their relationships with the state, local authorities and the
public. In some cases, artists began to take charge themselves, with the emergence of anti-elite, live art, cutting edge art forms, aimed at arts graduates
and the informed public. Some festivals have responded to new technologies
by becoming immersive, one example being In Between Time in Bristol.
This being said, it is clear that the influences of previous historical periods
still remain and are reflected across Europe’s festivals’ calendar. Thus, there
are many high culture festivals of the 1950s model, exemplified by Avignon
and Edinburgh, that are now joined by the members of the European Festivals Association, which includes events in St Petersburg (Russia), Valletta
(Malta) and Reykjavik (Iceland). The radical movements of the late 1960s and
1970s are represented by a wide range of niche festivals e.g. the Boom Festival (Portugal) and Future Everything (Manchester, UK). Over the same period
the number of community-oriented festivals has grown significantly, in part
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under the influence of diasporic festivals, such as carnivals and melas, and
other civic pride-based events. Some of the community-based festivals that
emerged in the 1970s and early 1980s have become subsumed under the ‘city’
festivals umbrella. Such changes are partly an indication of how mainstream
they have become. These festivals are now used as one of the ways to encourage people back into city centres – as strategic agents of urban regeneration.
A feature of commercial practice that has also emerged is the cloned festival, which is commodified, standardised and with no special relationship
with place (examples include Leeds and Reading Festivals; WOMAD; Sónar
in Barcelona and 14 cities worldwide). There is a discernible trend towards
larger and larger festivals across Europe, especially with the growth of the
big greenfield site music festivals and city festivals. There are questions of
economies of scale; larger festivals can be more profitable, but as with shopping malls this can also lead to standardisation of the product on offer.
This homogenisation of the festival product, together with co-productions
and the impacts of touring companies (and their schedules and exclusivity
contracts), has led to a tendency for festivals’ audiences to be attracted by
large programmes, which focus on big names and on tried and tested performers. The demand and therefore the scope for programming less established artists may be becoming more difficult. From a commercial point of
view, this controlled market has negative consequences for some middle
scale festivals that may not have the budgets to secure the bigger names and
the audiences that follow them. The festivals in this book have responded to
this in a variety of ways; by growing in size themselves in order to compete,
as in the case of Flow in Helsinki, or by producing their own events (often in
collaboration with other festivals), or by creating a niche appeal.
Undoubtedly the economic slump has not been all bad for festivals. Indeed
much has been made in the popular press across Europe of festivals being
‘recession-proof’. This may be journalistic hyperbole, but there might also be
some truth in the idea of the ‘staycation’, the holiday at home, where people
are taking more but shorter breaks within their own vicinity, which is ideal
for the festival market.
Much will be made in this book of the debates surrounding festivalisation and
hyperfestivity, the multiplication and mushrooming of festivals. This is partially the result of the growing intervention of local authorities into the festival scene, but is also due to the success of the festivals themselves, making
them attractive commercial propositions. Economic impact studies and the
success of festival leaders in persuading politicians to support festivals for
economic reasons has led to the labelling of multiple events as festivals and
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the corralling of pseudo-events and pre-existing festivals under the banner
of ‘festival seasons’ or ‘city festivals’. There is clearly a debate here about the
extent to which artistic visions for cities are being developed and the degree
to which they are being integrated into city policies, with festivals in many
cases being the lead elements of such policies. Leicester City Council’s 2012
Festivals Review and subsequent bid for the UK Capital of Culture title are a
recent example of this trend.
Destination tourism is an important aspect of local festivals policy. Festivals
provide visibility and this leads to increased media profile and thus potential sponsorship. Festivals are politically popular in particular when they can
be demonstrated to contribute positively to the revitalising and regeneration
arguments noted above. The possibility of developing synergies between
previously unrelated activities, but which may operate as a cluster stimulated by the presence of a festival, is another reason for the adoption of festival strategies. The Festival international de la bande dessinée d’Angoulême (FIBD)
is a good example of this. There is also an argument that festivals could play a
development role in supporting local artists, local productions and in feeding
into the generation of local creative industries-style clusters and structures.
Game City Festival in Nottingham is a good example, where Nottingham Trent
University and local games manufacturers are trying to build on a pre-existing industry. Thus festivals can be a stimulus for local policy makers to act
on local issues, not only in industrial terms but also socially and culturally;
examples of the latter will be found throughout the book. There is an increasing recognition of the strategic role of festivals not only by local government,
but by national governments as well.
Another growth area in provision in recent years has been the festival of ideas,
not just literary festivals such as those held in Hay-on-Wye in the UK, but also
those such as Cultural eXchanges held at De Montfort University, Leicester,
UK or The Philosophy Festival (FestivalFilosofia) in Modena, Carpi and Sassuolo,
three cities in the Emilia Romagna region of Northern Italy. In Italy, we find
festivals of science (in Genoa), economics (Trento and Rovereto), journalism
(Perugia), TV and new media (Dogliani) and creativity (Florence). Such festivals aim to provide arenas in which ideas can be encountered and exchanges
of opinions and thoughts are encouraged. In Italy it could be argued that the
decline in the quality of national TV has led to festivals providing opportunities to meet others who want to debate serious topics.
This type of festival activity brings to the fore the notion of festivals as providing a kind of ‘public sphere’, a place where the ‘conditions of argument’
would be such that a ‘reasoning public’ could debate issues free from the
influence of power, traditional authorities or dogma (Habermas, 1974). The
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notion of the public sphere is an ideal, but one which allows us to examine
the role of festivals outside of the ‘entertainment paradigm’ and consider
their wider role in society. It could be argued that, whilst they are not called
festivals of ideas, many of the examples in this book do engage with contemporary political and philosophical debates through the work that they
produce and exhibit, the spaces they create for informal public engagement,
and the development of their art forms, as well as their more direct involvement in urban public policy. One example is the Mladi Levi festival in Ljubljana, discussed by Nevenka Koprivšek (the festival’s artistic director) in
Chapter 10. Another important example is the London International Festival of
Theatre (LIFT), which since its foundation in 1983 has explored the power of
theatre as a global force for change (De Wend Fenton and Neal, 2005).
This is clearly understood by organisations such as Festival Republic, who
use their major festivals (Latitude and Reading/Leeds) in order to generate an
awareness of green issues and actively encourage sustainable living during
the festival, through their sustainability co-ordinators and their partnership
with Julie’s Bicycle. This organisation works to improve understanding of
the impact of arts practice (not just festivals) on the environment. Festivals
can provide a good way of integrating messages about individual and collective responsibility within the context of an event where the audience is
potentially more relaxed and open to such discussions. The popularity of the
Greenfields, Healing Fields and Alternative Technology camps at Glastonbury
Festival (UK), the 20,000 volunteers at Roskilde, the environmental values of
Sziget (Budapest, Hungary) and the Green Operations Europe or GO group
(based in Bonn, Germany) are testament to the powerful impacts that festivals can have on audience’s engagement and commitment to cleaner and
more sustainable ways of living.
This engagement with festivals and the public sphere is taken up further in
Chapter 3 by Monica Sassatelli. But this whole debate raises questions about
the social impact of festivals and the extent to which a single liminal experience can change the opinions and behaviour of the participants. Is it more
realistic to expect that festivals have to present several editions before they
can induce change in their audiences and other stakeholders?
The management and leadership of festivals also feature strongly in this
book. As has been stated, we are in an era of the professionalisation of festivals. Festival directors may stay in post for a number of years/seasons and
festival management may therefore become an iterative process, each festival
learning and developing from the last, much as an artist develops a piece of
work. Many festival leaders come from art form backgrounds and bring elements of reflexive practice to their organisations.
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It could also be said that festivals are outside of some of the laws of business management. Theirs is a very entrepreneurial way of working. They
often lack a secure relationship with their audience and may also lack secure
access to income streams either from the public sector or from ticket income,
so many now rely on commercial sponsorship - a precarious basis for any
creative organisation at the best of times. Organic growth is also a feature.
Festivals have not been created fully formed. They evolve and change, adapting to changes in economic climate, cultural trends and audience demands.
However, they are often driven by the obsessions and passion of the people
who start them and managerially reliant, it could be argued, on self-exploitation and enthusiasm. Adizes’ (2004a, 2004b) organisational development
model is useful here, as it can be applied to the various stages of an organisation’s lifecycle. Indeed one of the aspects of festival development we have
already alluded to is the movement over the decades from dependence to
independence to interdependence, the first state representing the reliance
that some festivals have on local authorities.
Festivals exist in reality, but also in a parallel virtual world. Digital networks
are vital to festivals, since the virtual world provides more opportunities
for global reach and global connections. The overcoming of the local/global
dichotomy, what Robertson (1997) calls ‘glocalization’, ‘the simultaneity --the co-presence --- of both universalizing and particularizing tendencies’ is
an important theme in this book and features many times in each of the sections. Many festivals may be locally derived but they are also internationally
orientated. It is the proud boast of many festivals that they bring international artists to their event. The pressure we have alluded to earlier of providing ‘big names’, standardised formats, touring artists, illustrates the global
influences on festival organisers, but can festivals also be filters for globalisation, by combining global inputs with local cultures and values? Is there a
conscious effort by some festivals to achieve this? Festivals create encounters
between the global and the local which challenges and changes both. Thus
some of the chapters in this book are able to demonstrate how the local can
act back on the global, indeed providing a foil for the perceived effects of
cultural imperialism.
Multi-cultural festivals and international festivals such as the defunct Dublin
Festival of World Cultures, or the London International Festival of Theatre (LIFT)
deliberately set out to bring together international and local performers, as
part of their cultural or aspirational remit. These types of festivals also provide
a platform for local artists. Festivals such as Asian melas or Caribbean carnivals are found across Europe and provide an interesting mix of multi-cultural
community interest events and imported performers, representing ‘home’ or
‘tradition’. Increasingly there is also a generational dimension to these kinds
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of festivals where the second or third generations have closer links to the host
culture and want other types of experiences than the first generations who
look to such festivals to recall home and traditions. These later generations,
especially South Asian youth, look to global styles such as Bhangra or Bollywood dance to be an integral part of a festival’s programme. A key question for these types of festivals is to what extent are multicultural festivals
becoming intercultural, incorporating in their remit hybrid and collaborative cultural forms and activities? Would intercultural festivals contribute to
counteracting racism and xenophobia, and to producing artistic, social and/
or economic innovation more effectively than multicultural festivals? Are the
advocates of intercultural festivals in European cities (generally young, often
of dual heritage backgrounds) relatively marginalised in urban and cultural
policy networks, by comparison with traditional ethnic community leaders
(often older men), who tend to favour multicultural festivals?
The development of festivals in postwar Europe also provides an illustration
of the growing importance of the cultural economy and of the widespread
belief among policy makers that festivals have a major role to play in the
tourism industry. Some of the case studies in this book interrogate and challenge these beliefs.
What will become apparent to the reader as they discover the various perspectives and approaches revealed by the case studies in this book, is that the
world of festivals is rife with myths and ideals. There are also potent totems
and some sacred cows. Each of these will need to be critically reviewed and
exhaustively researched. For example, research into audiences is still one of
the big gaps. Perhaps because this is a nascent field, a lot of the effects of
festivals are presumed, if not distorted in claims made to local authorities
or potential sponsors. This book in its aim to turn claims, rhetoric and assertions into research questions and academic debate is only the first step in a
grounded discussion of festivals and festival practices.
In short, the focus of this book overall is on the contemporary European
experience, and it is designed to provide convenient access to a series of case
studies arranged in a ‘reader’ style in order to allow the book to be accessed
in part or whole. As we shall see, the new era of professionalised festivals and
mass festival attendance across Europe has brought with it layers of competing interests, from the national to the local, from the commercial to the subsidised, and from the overtly entertaining to the worthily cultural. Europe and
the European Union provide an interesting field of study because of the long
history of festivals on the continent, the size and scope of the market, the role
of EU policy and the power of the European tourism industry, and not only
the national but also the transnational nature of the festivals sector.
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