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Decmusaini € 8aXdCIUBOI0 CKIAOOB0I0 MAKO20 AGUYA, AK SPOMAOCLKULL 3AXI0, sKe
BUOIIAIOMb 8 OKpemy 2any3v 00cCniodxcens. Jlo nouamky XXI cm. euguenHio
munonoeii  ecmueanie He NPUOLNANOCS OOCMAMHBLO Y6ALU, MOMY 00 '€KIMOM
docniodceHb Cmasan 8 OCHOBHOMY eKOHOMIYHI ma (QiHAHCO8T acnekmu Yvoco
numanHs.  J{ominylouor  menoenyiclo  OVI0  GuYeHHs anapamHoi  QyHxyii
pecmusanie 3 ypaxyeamHsm moeco, sAx npunecia iH@pacmpykmypa chHpusic 3po-
cmanHio ix npudymxosocmi. [lumanns, no6 sa3ami 3 MUCMEYLKOIO CKIAO0B0IO ¢hec-
MUBANIB, GEANCAIUCH OPYOPSIOHUMU, OCKLIbKU 2CO0JIOBHOI0 MEMOI0 OOCHIONCEHHS
010 Ix exonomiune i coyianvhe 3Ha4ens.

Kniouoei croea: gpecmusani, myzuxa, KyiemypHa ioenmuyHicme, npuiend ingpa-
CMPYKIMYpa, iuHcmpymenm.

Music festivals make up an important part of the life of a society. In the
literature of management and marketing, the phenomenon of festivals is defined as
a special event next to other events of a large scale.

The most conceptualized attitude towards the role of music festivals in the
identity of a vicinity, their importance in the concentration of local communities
and the formation of their identities, the festivals as remarkable representators of a
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vicinity were found in the research works of Karlsen S. (2008), Magaudda P. et al.,
Derrett R. (2003), Guetzkow J. (2002).

In the most general sense, a festival is a well known form of the organization of
cultural activity (Hagoort, 2005:189). The word festivus originates from the Latin
language and it means “festive time”. The concepts of a festival and a holiday are
often used interchangeably, although art critics do not agree regarding the simi-
larity of the content of these concepts. The theoretical and practical parts of this
thesis find it important to systematize the concept of a festival, although there is no
an “undeniable” (Willnauer, 2004) definition of this festival, it is still important to
define how and in what respects the concept of a festival will be used in this thesis.

F. Willnauer (2004) proposes a certain methodological approach, when descry-
bing and comparing festivals it is possible to obtain “the features of the consti-
tutional concept of a festival”. He follows the works of former researchers, and the
picture provided below graphically illustrates what Willnauer speaks about when
reviewing the formation of festivals in the course of history.

According to the classification system of festivals as proposed in 1973 by the
music theoretician H. G. Helms and introduced by Willnauer (2004), festivals can
be grouped, first of all, according to the division criteria, and — secondly — accor-
ding to types. In line with the three division criteria — social-economic conditions,
functions and perspectives, the festivals are divided into three main types: festivals
of communities, music festivals and national festivals.

M. Wagner (1983) shares the theoretical assumption that thematic festivals by-
come more and more niche festivals, and, if earlier such festivals were related to
the need of the society for more detailed information and opening for broader au-
diences, they will become niche festivals of the market, but already precisely
planned “in order to create the needs and fill in the market niches” (Willnauer,
2004:287).

Today, the festival as an organizational form, according to Willnauer (2004),
has become a decisive factor of music life. The author, following the typology of
festivals by M. Wagner, underlines that during the last decades the folk-type
festivals, economic and market niche festivals as well as mixes of such types have
been more and more often created and organized. Although they were named as
festivals, at the same time they did not meet the criteria of festivals and became
massive events of local significance having the essential aims related to economy
and tourism. Festivals of such kind (or massive events) encourage local business,
create job places, help to develop the self-understanding of the community as well
as the expression of local spirit (Derrett, 2003). The festivals of folk type, beco-
ming city holidays, contribute to the creation of the discourse of the urban identity,
they are attractive not only for tourists, but they also gain a socially vulnerable
dimension — they solve the social problems of the local community.

There are tendencies noticed that discussions and artistic analysis are substituted
by considerations about the instrument function of local culture and festivals. More
and more they speak about the added value of the festival created in the vicinity —
both the economic and social values become a remarkable theme and the most
important object.
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Generalizing the discourse of festivals as those that create added value for the
vicinity, it can be stated that festivals are often organized in order to raise the value
of the vicinity in the tourism aspect. But this assumption of the organization of a
festival is rather criticized, and the objects of criticism are: the quality of the
content of the festival itself and the risk of the vicinity to lose its authenticity.
When culture is underlined as an object of tourism, its authenticity is reduced. Such
statements are found in the works of Cole (2007), Chhabra et al. (2003). Let alone
the fast that the formation of the content of the festival and its activities are deter-
mined in this case not by professionalism and artistic competence, but the pressure
dictated by the popular taste, and thus the identification with a certain vicinity
communicates totally different contexts than it 1s characteristic of that vicinity in
the historical or social sense.

When declaring the reason for the existence of festivals, there emerges a nece-
ssity to evaluate festivals, and therefore the establishment of certain criteria is
necessary. Willnauer (2004) distinguishes four criteria of the evaluation of festivals.

The first and the second criteria are interconnected with each other because of
the need to strictly define the fields of the content: the exclusiveness of the supply
is the field of the activity of the festival manager, and the quality of the supply
defines the challenge field of the artist.

There are very few countries that do not have any concert institutions or orga-
nizations, no matter of what status, that carry constant concert activity. The assu-
meptions of their existence and their functions differ from festivals that find them-
selves in a more risky situation from the very beginning, and as Hagoort (2005)
notices, a festival is remarkable only because art is demonstrated in it, but not
because the festival simply exists. Also music researchers and culture management
analysts underline that the supply of festivals is different from constant concert
activities, and the exclusiveness of that supply is distinctive in three different
factors: organizational, artistic, social.

1. The feature of the organizational factor is that it imbibes a certain fixed
period; a certain location; does not have fixed structures; invites a team to help and
is oriented towards the project and product; is important in terms and innovative
organization. The characteristics of the artistic factor are: stressing one type of art;
a location as a criterion of uniqueness; 2. The identification of artistic performance
with the single artist; the specialized theme. 3. The peculiarity of the social factor is
the festival as an “event” segments the public and is interesting for certain groups
of people. This factor is opposed because of the elitism (according to Willnauer
2004, Hagoort 2005).

In the field of culture, activities are carried out often with the help of projects.
The project model is used in preparing and implementing exhibitions, performa-
nces, concerts, as well as festivals. Therefore, the music festival can also be treated
as a project with all the constitutive parts and aspects generally pertaining to
projects. The activity of the cultural project may imbibe a lot and be very varied:
including art, dance, theatre or music festivals (events), local holidays, confere-
nces, etc. The music festival, as a cultural project, just like projects of other fields,
is influenced by factors specific to projects, passes certain analogous stages, can be
expressed both in quantitative and qualitative measures, and, of course, due to the
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specific nature of its content, as a project may acquire unique features that are
characteristic only to a project of a music festival.

It often happens that art festivals, including music festivals, become the most
remarkable representation of a vicinity, and, for instance, the name of the vicinity
1s at once associated with a certain festival. Music festivals are quite a frequent
object of research both in musicological and cultural management studies. Socio-
logy penetrates into more specific questions trying to find an answer why a certain
festival takes place in that vicinity, and not in another location? What is the interre-
lation between the vicinity and the festival and what is the possible continuation of
this connection?

As “inlocated” opportunities of socialization and cultural participation, festivals
serve as a means of making that vicinity well known — and this indirect function
of festivals is directly expressed by a frequently seen phenomenon when festivals
are named after that vicinity. Of course, such an identification of the names of the
vicinity and the festival has a reciprocal benefit. On the one hand, the festival uses
the name of the vicinity for its identification and gets a wider range of ways for its
publicity. On the other hand, later the festival contributes to the identification and
advertising of that vicinity.

According to Magaudda et al. (2011), sound creates a place. This phenomenon
1s not even — some sounds or music genres create a place more than others. The
authors give an example of folklore and ethnic music as the best illustration here,
because genres of traditional music act as markers of borderlines, designating the
neighbourhood, cities, even entire countries. The help of traditional music “signals” —
this place belongs to a certain specific cultural area.

It can be stated that music acts as “the cultural instrument” in the processes of
the construction of a locality, as the “domesticator of an area” (Magaudda et al.,
2011). It 1s underlined that music may help to define the cultural dependency,
describe the cultural identity of a vicinity. Festivals are assessed as the most effect-
tive form to interfere the role of music, as a creator of the vicinity, into the social
environment. The phenomenon of music itself is also of special importance for
culture, moreover, the roles of music as the instrument of culture in the construc-
tion of the identity of a vicinity are hard to define, to measure in relations, and classify.

Speaking about music festivals and their role in the consolidation of the identity
of a vicinity, one encounters with certain ambiguity. First of all, on the one hand,
some festivals start their activity and continue being rooted in a specific context of
the vicinity. In such a way, the festival is strategically constructed through a con-
text of the vicinity, and the identity of festivals themselves is defined through such
a dimension. However, on the other hand, contrary to the influence of globalism as
elaborated in previous parts of this thesis, a glocal, rather than a global, dimension
1s noticed. The detected general interest in global modernity may contribute to the
consolidation of local identity, and the organization and encouragement of interna-
tional locality is defined through the category of glocalization that shows a certain
scale of globalizing, socializing, equalizing, and, on the other hand, localizing,
inhabiting, and distinguishing tendencies (Tomlinson, 2002).

It can be stated that in a locality the festival becomes both the stage of the
festival and social and economic exchange. It should be stressed that music festi-
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vals are becoming a strong factor of the formation or concentration of a local
community. Festivals achieve the social, political and economic importance and
contribute to the renovation of the vicinity. Taking into account the internal core of
the festival and disregarding the external affects of the festivals upon vicinities, we
see that festivals are transmitters of certain news, they share certain ideas with the
help of art forms, and the piece of news communicated under the influence of those
ideas bears a strong social-political tone: it includes the openness to cultural diver-
sity, international dimension, inducement of curiosity to know the other and the
different. In this fields of interactions, a very important phenomenon is noticed that
1s opposite to the emergence of informational technologies and transference of
communication from the real into the virtual sphere — the festival is still able to
pull people out of the exceptionally virtual network and transfer into the real phy-
sical space where real meetings of people take place.

If we tried to sieve, by the method of a funnel, all the interactions of music with the
vicinity and its role in the consolidation of the identity of the vicinity from the large
number of interactions, differences of nuances, we would find the confirmation of the
interpretation of Magaudda et al. (2011) that music acts as an instrument of culture
constructing the vicinity. But there a question: how does it to 1t? In the process of
“domesticating” of the vicinity, music transforms the vicinity in such a way that, from
the one side, it becomes interrelated with it, and, from the other side, the music festival
pretends to be associated with a certain group: be it a group united by the age, or
ethnicity, or social status criteria. In this way, the identity of the vicinity, the
community and its sub-culture are strengthened. Answering the question how music
constructs the vicinity and its identity, the authors use a picturesque definition equaling
the affect of music upon the vicinity to the affect of architecture and public art — just
like buildings, advertisements or graffiti create exceptional semiotic spheres, filled in
with a special meaning, music may function as the marker of specific meaningful
vicinity inside the geographic area” (Magaudda et al., 2011:58).

Because of globalization processes, it is hardly possible to function in a mono-
cultural environment, as such a medium is simply not possible in the world that is
becoming more and more globalized. The “intermediators” of globalization —
migration, commerce, information technologies, finances and tourism, marking a
new era, pose new important questions, as well. The question in what way and in
what medium cosmopolitism is being developed in the context of music, where
cosmopolitism is understood in the broad sense as the sum of inclinations charac-
terrized by open difference and otherness, 1s unambiguously answered by Chalcraft
et al. (2011) who analyses music festivals as spheres of cosmopolitism: the sphere
where cosmopolitan outlook, feeling and attitude are developed is most often a
music festival. It is not hard to prove this idea, as music represents such a form of
art that 1s in essence much more cosmopolitan than, for instance, written words,
dialogues of plays and movies, events of a multidisciplinary art. Different authors
(surnames) underline that the cosmopolitical model is adapted consciously as well
as the international level is developed for the growing international audience.

Despite the origin of music and its sources in geography, music creates a special
“potentially universal language” that surpasses the obstacles of cultural differences
and linguistics barriers.
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Scientific articles also speak about social and political discourses compleme-
nting the imaginary specific aesthetic cosmopolitism. Emotional factors are impor-
tant for the development of cosmopolitism that also function next to the artistic and
aesthetic ones. Music has the role of an encourager in the discourse of aesthetic
cosmopolitism and it cherishes cosmopolitism of this direction that is based on
emotions, feelings and the sense of beauty (Magaudda et al., 2011; Chalcraft et al., 2011).

Why 1is it important to speak about the cosmopolitical characteristics of the
affect of music that, at first glance, are contradictory to the theme of this thesis —
whether the music festival, most strongly reflecting and propagating cosmopolitism
emotionally, is able, and in what way it is able, to be also at the same time an
instrument that strengthens the identity of a certain vicinity, pointing out the exclu-
siveness of the locality, seeking the association with a certain physical sphere and
community? The music festival can achieve it because music 1s a universal language
or because it is the most “spiritual” form of art. This penetration and the universal
feature as dictated by spirituality allow music as well as music festivals to gain
various forms and point out different affects in different cases.

In the case of music festivals, there is another component that divert the affect
into the desired direction — it is the organizers of music festivals and the mission
allotted to their festival. It can be said that the mission “tames” the universal
feature of music in the sense that it may turn the influence of the festival into the
desired direction. The organizers of festivals also do not emerge in a vacuum —
the sphere of their activity is always in the scope of a political context. Of course,
we can ask a question — what does politics have to do with it, if we speak about
music and music festivals? The answers can be found in the histories of entire
nations when music acted not as an instrument of culture, but was a tool of politics
in order to achieve certain aims. The history of post-soviet countries can be a precise
illustration when music 1s made a servant of ideology, how the affect of music is
used in the consolidation of a certain political power. According to Chalcraft (2011),
music is a decisive ingredient of the formation of identity and the developers of
policy are well aware of the integrating power of music.

Looking through the dimension of cosmopolitism, music festivals are distin-
guished as “classical examples” revealing the experience of participation that is
united by aesthetic and social ideals and take place in a specific, but temporary,
space. And those places in themselves have certain identity. These locations have
their own identity without festivals, but when a music festivals in that vicinity
declares about its activity, it is like a “marker” that writes down that vicinity in the
global (or national) map of culture. Marking of the vicinity and festival work hand
in hand. A music festival may become the essential feature in the profile of a city.

When the cultural level of a vicinity 1s added to the identity of a vicinity, one
encounters a social dimension. The social aspect turns towards the community, and
a new important vector appears that shows the importance of the community and
answers the question what role is allotted to cultural projects, and in this case — to
music festivals, in the life of a community and the consolidation of its identity, if
we look at the community in the way that it is regarded as the fosterer of the
identity of the vicinity. There are many approaches to speak about the role: it can be
cultural, economic, social. We can analyse exceptionally only the community, or
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else we can involve other levels as well: the individual and organizational aspect in
the community mechanism. The community itself can be defined according to
various criteria.

There are diversified definitions and various combinations of it. Such a diversi-
fication and the versatility of the qualification criteria are also characteristic in the
definitions of art, in the context of which the music festival emerges.

BucHoBKM

In the last decade of 21st century, attention was drawn to the qualitative
parameters of festivals, their social-cultural role, and there were attempts to detect
the criteria for systemization in the great abundance of festivals. However, despite
all the efforts to differentiate, there is not yet a generally accepted and confirmed
typology of festivals.

In the processes of the construction of the vicinity, music acts as the cultural
instrument helping to define the cultural identity of the vicinity, and festivals are
regarded as the most effective form of that process, through which the role of
music, as the creator of the vicinity, interferes into the social environment. Const-
ructing the festivals on the grounds of the economic benefit, there is a risk to
diminish or totally lose the dimension of the identity of the vicinity.

Music festivals are characteristic of natural cosmopolitism due to the fact that
music is a universal form of art that involves active participation, it carries out the
role of an intermediator in the process where cultural differences and peculiarities
are turned into common experience. However, the festival is like a marker that is
fixed in a certain locality on the national, regional or global cultural map. The
music festival may function as the marker of the specific significative location in
the defined geographic area. The designation of the vicinity and the festival is
carried out in parallel.
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MY3bIKAJIbHBIE ®ECTUBAJIU KAK CPEACTBO
®OPMUPOBAHMUA KYNIbTYPHOU UOEHTUYHOCTHU

B. FOpenene, P. /lomapkaiite
I'ymanumapmnuwiii ghaxynemem Bunwnioccrkoeo ynusepcumema, e. Kaynac

Qecmusanu  AGIAIOMCA  6AJICHON — COCMABIAIOWel  MAKo20 — AGICHUS,  KAK
00w ecmeenHoe Meponpusimue, KOmopoe Ha OAHHbII MOMEHM GblOCIAION 8 OMOelb-
Hyl0 oonacme uccineoosanuti. J[o navana XXI eexa uzyuenuro munono2uu ecmu-
ganeti He YOensinocb OOCMAMOYHO GHUMAHUSL U, MAKUM 00pazom, OO0bEKmom
UCCne008aHUll CIMAHOBWIUCL 8 OCHOBHOM SKOHOMUYECKUE U (DUHAHCOGbIE CIOPOHDI
omoeo  eonpocad. Jlomunupyioweii  menoeHyuel  Owll0  usydenue annapammoil
Gyukyuu ecmusaneii ¢ yyemom mo20, KAK Npunecaiowasl uHgpacmpykmypa
cnocobcmayem pocmy ux npudbLIbHOCIU. Bonpocel, ceésa3antbie ¢ XyO00iHceCmEeHH Ol
cocmagsioweni pecmusaned, umenu 6MopoCmeneHHoe sHa4eHue, NOCKOIbKY 2la6-
HOUl MeMOTl UCCTE006AHU ABTIANIOCH UX IKOHOMUYECKOE U COYUATbHOE 3HAYEHIUE.

Knioueevie cnosa: ecmusanu, mysvixa, KyIbmMypHAsl UOEHMUYHOCHb, NPUTLECAIO-
was ungpacmpyxmypa, UHCmpymeHm.
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