
Carnivals for eÂ lites? The cultural
politics of arts festivals
Stanley Waterman
Department of Geography, University of Haifa, Mount Carmel,
Haifa 31905, Israel

Abstract: Despite their ubiquity and cultural prominence, academic study of arts festivals has
been neglected. This article examines how cyclical arts festivals transform places from being
everyday settings into temporary environments that contribute to the production, processing and
consumption of culture, concentrated in time and place. Moreover, festivals also provide
examples of how culture is contested. Support for the arts is part of a process used by eÂlites to
establish social distance between themselves and others. Festivals have traditionally been
innovative and have always been controlled. In the past, artistic directors wielded this control but
recent attempts by commercial interests to control festivals reflect a wider situation in which
marketing agencies and managers are transforming arts and culture into arts and culture
industries. Today, promoting arts festivals is related to place promotion, and this encourages
`safe' art forms. This highlights latent tensions between festival as art and economics, between
culture and cultural politics.

. . . the Festival lasts for about five weeks a year, roughly between the end of July and the end of August. The quiet
provincial city comes alive with the sound of music and theatre, the excitement of the crowds, the packed hotels,
restaurants and cafeÂs, the elegance of visitors from all over the world. Shortly after the first of September the
crowds drift away, Salzburg returns to its somnolence, the Festival administration runs on a skeletal staff, and the
city quietly tiptoes through autumn, winter and spring, all the while gradually preparing for another July
awakening (Gallup, 1988: xii).

I Arts, culture and geography

The Salzburg Festival is one of the longest running and best known of all arts festivals. It
is a special event on a grand scale, although the first organizers rejected the notion of a
`star theatre' attracting the upper class from the cities. They wished to produce drama
that would appeal to the heart of the local country people, using the best Austrian actors
available (Gallup, 1988: 10±12). It took over 20 years before it came into being (Steinberg,
1990), and with it, a new concept was created which was to be indelibly associated with
the Salzburg Festival for all time: the concept of the city as theatre, actors emerging from
the audience to take part in the play, thus breaking down the barriers of the conventional
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theatre and the sounds of organ and chorus emanating from the cathedral (Gallup,
1988: 15).

However, it rapidly became a special event and eÂlite festival on the grandest of scales.
In July 1918, the Viennese press announced the formation of the Salzburg Festival
Building Foundation which carried out a major membership drive and planned the
construction of a permanent concert hall, theatre and other facilities. This movement
accelerated after world war one when there was an urgent need for national redefinition,
and the Salzburg Festival became a symbol of an Austrian culture, the self-appointed
keeper of the German high cultural tradition, thus heralding tensions between festival as
art and festival as economics that have existed at least since then.

This article explores the arts festival, a ubiquitous phenomenon in western culture. It
examines the significance of the ways in which festivals transform landscape and place
from being everyday settings into temporary environments ± albeit with permanent
identities ± created by and for specific groups of people.1 I look at how arts festivals
contribute to both the production and consumption of culture, and I discuss some of the
meanings transmitted by the festivals. This is important, for as well as contributing to the
cultural landscape, festivals provide a means whereby groups may attempt to maintain
themselves culturally, while presenting opportunities to others to join that group.
Festival is also an occasion for outsiders (sponsors, subsidizers) to endeavour to force or
lead the group towards an acceptable course for the continuity of its culture. This is no
esoteric aesthetic topic; arts festivals have become events of sociological and geo-
graphical concern.

A conventional view of the arts is as a symbol of collective identity. From this
perspective, they are part and parcel of culture and, as such, have a functional relation-
ship with the values underlying social life and large-scale institutions. The development
and legitimation of the arts are thus profoundly implicated in group life. There are
relationships and congruences between culture and the social order, whether culture
operates from the top down or the bottom up, whether it fosters social order or is
oppressive (Blau, 1996: 1159±60). Culture used to be, as Sharon Zukin (1995: 113) has
succinctly put it, regarded as a fait accompli. But there has always been another facet to
the arts in which they attempt to come to terms with the demands of many competing
patrons who differ over the definition of symbols and their spaces. This facet has come
more to the fore in today's secular culture, and culture has become, in Zukin's words, an
`agent of change', no longer solely a reflection of material civilization but rather an active
force, manipulating images not only into saleable commodities but also to form the basis
of tourist and real-estate markets and to inform visions of collective identity.

Arts festivals are cultural commodities, and as such symbolize some of the debates in
contemporary human geography, providing examples of how culture is contested.
Geography has joined disciplines such as cultural history, sociology, anthropology and
communication studies in giving due weight to `cultural politics', in which `cultural'
questions of aesthetics, taste and style cannot be divorced from `political' questions about
power, inequality and oppression ± and therefore, of political economy (Jackson, 1989;
1993: 209). The idea of culture as a purely aesthetic realm, the output of an intellectual or
artistic eÂlite, separate from society and economy is abandoned to be replaced by culture
defined as a way of life. Culture becomes a highly disputed expression in which
subjectivity, identity and ideology are prominent (Jordan and Weedon, 1995).

This fresh focus on the cultural phenomena and processes that surround us came at a
period of relative disillusionment with a human geography dominated theoretically by
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political economy. This provided further impetus to an approach professing to provide a
better understanding of human agency, landscape and lived space, and of the relation-
ships between them and society (Jackson and Thrift, 1995: 205). This emphasis on
meanings and culture is really not all that new, and hints of what was to come in the late
1980s and the 1990s had already been heard in the 1960s and 1970s (Lowenthal, 1961;
Buttimer, 1974; Tuan, 1974; Relph, 1975; Lewis, 1979). When the main thrust came,
although there was some muted opposition, the time for such a change was ripe and the
reaction of many on both sides of the Atlantic was generally positive (Duncan, 1980;
Jackson, 1980; Cosgrove, 1983; Jackson and Smith, 1984; Anderson, 1987; Cosgrove and
Jackson, 1987; Barnes and Duncan, 1992; Duncan and Duncan, 1988; 1992; Robin, 1992;
Western, 1992; Price and Lewis, 1993; Shurmer-Smith and Hannam, 1994).

This `cultural turn' in human geography (Duncan and Ley, 1993; Jackson and Thrift,
1995; Smith, 1995) has meant that the differentiation between cultural geography and
social geography, while never sharp, has become even less clear. Geographers now study
a range of topics and issues, such as art, music, museums and food that had in the past
largely been outside the geographer's domain. These developments have taken place
within an intellectual framework that finds it difficult to agree on the meanings of
`culture' within geography (Cosgrove, 1996; Duncan and Duncan, 1996; Jackson, 1996;
Mitchell, 1995; 1996). This notwithstanding, one of the characteristics that distinguishes
both the `new' cultural geography from its forebears, and a human geography that
designates a central position for the social and cultural at the expense of the economic,
has been a shift in emphasis from the production of culture to its consumption (Jackson,
1989; Sack, 1993). Furthermore, one of the implications of championing the new cultural
geography and of permitting cultural politics its due has been that the fine line between
art and power, between aesthetic creativity and everyday living, has become blurred
(Smith, 1995).

A conventional approach to festivals in human geography in which the arts festival
was little more than a transient cultural event with a measurable impact on the
landscape, environment and economy might simply have mapped or modelled them
(see Rooney et al., 1982; Leyshon et al., 1995: 424; Nash and Carney, 1996). But festivals
are cultural artifacts which are not simply bought and `consumed' but which are also
accorded meaning through their active incorporation into people's lives (Jackson, 1993:
208±209). They epitomize the representation of contemporary accumulation through
spectacle and consumption in an era of flexibility (Harvey, 1987; 1991; Zukin, 1991).

A distinction between eÂlite and popular (or mass) culture is well founded (Billington
et al., 1991: 44±63). The comment by Carney (1982) on American music traditions,
classifying them into cultivated music (to be pursued deliberately, approached with some
effort and appreciated for its moral, spiritual or aesthetic values), vernacular music (not
approached self-consciously but simply grown into, performed and appreciated for its
entertainment value) and folk music (older traditional music found in isolated areas and
among immigrant and ethnic groups) surely holds true for many other forms of art. In a
study of the variations in the patterns of contemporary cultural provision in metropolitan
areas of the USA, Judith Blau (1989b: 433) makes the distinction between 1) `eÂlite culture'
and 2) `culture with broad popular appeal'. The former category includes art museums,
galleries, opera, theatres, symphony orchestras, ballet and dance companies. This is
culture that differs little among the regions and is produced by and for an unashamed
eÂlite. In contrast, live popular music concerts, general-interest museums, cinemas, com-
mercial bands, dance halls, variety entertainment establishments, country music festivals
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and crafts fairs were placed in the second category, which is often represented as the
`consciousness industry', a form of social control by an economic eÂlite in the advance-
ment of its own interests (Ley and Olds, 1992: 180).2

The differentiation between `high brow' and `low brow' forms one important part of
the cultural politics of arts festivals. The emergence of political and cultural eÂlites in
almost all societies is generally considered inevitable, even in avowedly egalitarian
organizations, and this argument remains unrefuted (Burton and Higley, 1987).3

Support for the arts has conventionally been part of the very process whereby social
eÂlites define themselves as a dominant class and establish social distance between them-
selves and the populace, drawing on the distinction between popular and high culture to
bolster class differences (Blau, 1996: 1161). The development of cultural institutions was
part of the very process of differentiating forms of high art from mere mass enter-
tainment, and constructing new hierarchies of taste and discrimination (Bassett, 1993:
1774). One of the crucial roles of festivals therefore is the legitimation of an eÂlite by
shaping norms of public discourse. The attempts by commercial interests to take over
festivals only reflect a wider situation in the worlds of culture in which art, music and
sport have been commandeered by marketing agencies and managers, and transformed
from arts and culture into arts and culture industries with, consequences that impinge on
the landscape (see Shoshani, 1994: Lebrecht, 1996).

II Festivals and arts festivals

The entry for `festival' in The new Grove dictionary of music and musicians uses an interest-
ing conjunction of words that displays the dual `culture-place' meaning of festivals:

A generic term, derived from the Latin festivitas, for a social gathering convened for the purpose of celebration or
thanksgiving. Such occasions were originally part of a ritual nature and were associated with mythological,
religious and ethnic traditions. From the earliest times festivals have been distinguished by their use of music,
often in association with some kind of drama. In modern times the music festival, frequently embracing other
kinds of art, has flourished as an independent cultural enterprise, but it is still often possible to discover some
vestige of ancient ritual in its celebration of town or nation, political or religious philosophy, living or historical
person (Sadie, 1980: Vol. 6, 505).

Falassi (1987) also regards festivals as a time of celebration, marked by special observ-
ances, focusing on a person or event, or on the harvest of an important product; a
cultural event consisting of a series of performances of works of fine arts, often devoted
to a single artist or genre and infused with generic gaiety, conviviality, cheerfulness. But
Falassi (1987: 2) offers a further definition specifically for the social sciences, in which
festival commonly means `a periodically recurrent, social occasion in which, through a
multiplicity of forms and a series of co-ordinated events, participate directly or indirectly
and to various degrees, all members of a whole community, united by ethnic, linguistic,
religious, historical bonds, and sharing a world view'. He adds that the symbolic mean-
ing of the festival is closely related to overt values recognized by the community as
essential to its ideology and world view, to its social identity, its historical continuity,
and to its physical survival which is ultimately what festival celebrates (Falassi, 1987: 2).
All these aspects provide a rich notion of social reproduction. `Festival' is therefore a
positive designation usually generating a relatively upbeat critical awareness and reac-
tion. It is the associated sense of joy or gaiety that distinguishes a festival from a
`spectacle' which invites a much more sinister interpretation of the manipulative nature
of public celebrations (see MacAloon, 1984: 246; Debord, 1992).
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Thus, although arts festivals today have only tenuous links with ancient seasonal
festivals that have religious or cult origins, `we continue to draw on the same vocab-
ularies of having fun and making fun, festival style' (Abrahams, 1982: 162±63). In other
words, we transform the everyday space of the familiar and mundane to one that is
rather otherworldly and spiritually uplifting, even if the jollity and improvement are
serious stuff.

In reality, of course, there is a world of difference between a harvest festival and an
arts festival. One of the principal differences is that the ancient festival was of the people
and by the people, whereas today's arts festival makes a distinction between participant
performers and participant audience. In this context, Abrahams' comment on modern
seasonal (religious or quasi-religious) festivals and how they differ from the ancient
agricultural festivals from which they derive, can be projected into the present-day arts
sphere. Abrahams (1982: 163) noted that `where we differ from our ancestors and our less
technologically oriented contemporaries is that these festivals have become detached
from our work'. While in regard to arts festivals this may be true for those attending a
festival as observers (the audience), it could not be further from the truth for many of the
performers without whom the festivals would not exist at all. For them, the ability to
display or perform their art, usually in surroundings that are out of the run-of-the-mill
environment, often with friends or colleagues, has traditionally been the analogue of the
thanksgiving rituals of the ancient agricultural festivals. The very special atmosphere
created contributes to working together. This is the aspect of festival `of the people and
by the people' that is all too often neglected or ignored. However, with the current
commercialization of festivals, there is a possible risk of festival participation metamor-
phosing into a sort of busman's holiday, the exact opposite of renewal.

Simplistic and dualist classifications of festivals into sacred and secular, rural and
urban, people and establishment do not provide enough substance to conceptualize the
distinctions among festivals (Duvignaud, 1976; Falassi, 1987: 3). An important facet of
most arts festivals is that they are to do with place (Rhydderch, 1996). They have strong
place identification and a festival may help define a place, echoing both Relph's
argument that places are culturally defined, so that strict cartographic location is merely
an incidental quality, and Zukin's claim that place is a cultural artifact of social conflict
and cohesion (Relph, 1975; Zukin, 1991: 12). Of course, place boundedness is not
necessarily a prerequisite for a festival, and broadcast radio or television festivals are not
uncommon (Simpson, 1981; Zvi, 1994). In both Europe and North America, it is usual for
festivals to be staged during the summer months, though many overlap with the regular
season and others are arranged so as to be an integral part of it (see Abrahams, 1987:
178). Like their ancient folk and modern popular counterparts, their conscious creation
forges a ceremonial landscape where the deliberate manipulation of landscape and its
authorship are clearly in evidence (see Cosgrove and Domosh, 1993). A festival's
designers use it to (re)construct the place at which it is held. In so doing, successful
festivals create a powerful but curious sense of place, which is local, as the festival takes
place in a locality or region, but which often makes an appeal to a global culture in order
to attract both participants and audiences (see Zukin, 1991: Chap. 1).

All festivals have at least one thing in common in that they are ephemeral. Though
some better established festivals may leave a permanent mark on the landscape in the
form of a festival theatre or concert hall or opera house, most leave only their name and
the memories held by the participants and audiences, in other words, the place identity
and the valuation of place endowed by the festival.
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Aesthetically, the organization and operation of an arts festival usually have several
objectives. Some festivals owe their establishment to the desire to grant recognition to the
artistic or intellectual contributions of a living composer or artist; others commemorate
deceased artists; yet others may pay homage to a specific period in the development of a
particular art such as music, or a distinctive musical genre. Some are devoted to a single
art medium such as contemporary chamber music; others range much wider, and cover
the whole multimedia gamut, catering to tastes in music ± orchestras, recitals, opera,
dance, jazz ± theatre, and often including the visual arts.

Festivals in general are never impromptu or improvised events, and arts festivals, in
particular, are never spontaneous; they are `serious fun' (Henderson, 1991: 11). They are
controlled ± rigorously planned by a group of directors and producers who arrange
programmes for audiences to hear and see, invite artists to perform them, decide on
venues at which they will take place, and otherwise act as gatekeepers (see Greenfeld,
1988). A prime objective of festivals is to assemble artists and public over a short period,
to focus performances and to allow artists and public to enjoy the fruits of concentrated
work, a statement as true for `pop' or `folk' festivals as for `eÂlite' or `high-brow' ones.

Although people ostensibly attend festivals to participate in an aesthetic event, their
attendance can also be seen as a group celebration of shared mythologies and values
through managed interaction among performance, audience and place at which they
share in the production and consumption of artistic performances and creations by artists
(see Burgess, 1992: 235). The arts festival here is a `cultural framework' reflecting the
world view of a distinct socioeconomic section of modern society.

III High-brow and low-brow festivals

Despite the obvious ubiquity and cultural prominence of the arts festival, serious
academic studies of it have been surprisingly neglected. For many, there appears to be
little need for academic study to access the intellectual world of eÂlites, as eÂlites have
traditionally exercised a virtual monopoly over the written record. This lack of concern is
especially noticeable when compared with a preoccupation among anthropologists and
sociologists and some cultural geographers with pop and folk festivals (Abrahams, 1982;
Carney, 1982; Cohen, 1982; Konrad, 1983; Turner, 1983; Da Matta, 1984; MacAloon, 1984;
Jackson, 1988; 1989; 1992; Goheen, 1993; Willems-Braun, 1994). Of course, many of the
inquiries into popular festivals have been guided by a basic assumption that such events
represent a rare unmediated glimpse at the world of the masses, although recent
literature has tended to focus on exactly how they are mediated or represented (Jackson,
1989; 1993; Smith, 1993; Urry, 1995: 169).

The investigation of art for eÂlites has been dominated by sociologists of the arts, whose
primary interest has been in seeking correlations between socioeconomic status and
attraction to classical music, high art and the avant-garde (Bourdieu, 1984; Jasper, 1984;
Greenfeld, 1988; Couch, 1989; DiMaggio and Useem, 1989; Foster and Blau, 1989;
Martorella, 1989; Lewis, 1990; Blau, 1988; 1989a; 1989b; 1996). Other studies have dealt
with the economics and anthropology of orchestras (Small, 1987; Faulkner, 1989; Lange
and Luksetich, 1993), with patronage and audiences in times past and with the ways in
which musical tastes change from country to country, so that what sounds agreeable but
passionate in one culture may sound disagreeable and coarse in another (Hughes, 1989:
esp. 135±38; DeNora, 1991).
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Although high-brow festivals are often contrasted with popular festivals, there are
some striking resemblances. Carnivals and popular festivals have been considered to be
manipulative mechanisms for neutralizing social conflict (Cohen, 1982; Jackson, 1988;
Western, 1992). There are two very different meanings in these interpretations. The
popular festival enables the politically marginal to express discontent through ritual,
thereby restricting their revolutionary impulses to symbolic form, in which case the
festival acts as a medium of resistance to the established order. But festivals can also be
seen as attempts by political and social eÂlites at hegemonic control, in which case they are
designed to divert the attention of the masses from `real' events by supplying a carefully
regulated diet of synthetic, seemingly inclusive, national festivities for popular consump-
tion. The hegemonic power actively produces and reproduces difference as a key strategy
to create and maintain modes of social and spatial division that are advantageous to its
continued empowerment (Soja and Hooper, 1993: 184±85). In addition, festivals and
spectacles that represent the hegemonic values of an eÂlite through a culture industry
foisted on a depoliticized mass public rarely if ever reflect the power of that eÂlite
absolutely, as the spectacle often develops into an active interpretation of cultural
producers and consumers (Hiller, 1990; Ley and Olds, 1988; 1992; Pred, 1991; 1995).

The Performing arts yearbook for Europe listed 1266 festivals throughout Europe in 1994
(PAYE, 1994).4 However, the better-known arts festivals differ from the feÃtes and galas.
They engage professional artists and are commercial, operate on annual budgets and, in
some cases, enjoy public subsidies (Frey, 1986; Henderson, 1991: 15). Some arts festivals
cater to highly developed tastes ± opera, chamber music, modern jazz, avant-garde
films; some are just constructed or presented as such with varying degrees of success; yet
others are general in nature.

Yet the vast majority of festivals are rooted in small communities, are modest in scale,
amateur, cater to more `popular' or `low-brow' cultures and are run on a shoe-string.
These galas or feÃtes nevertheless often represent the most significant arts provision of the
year to their particular locality or community and they are frequently under-rated in
terms of their cultural value (Curtis, 1991: 2). They do not have pretensions of catering to
eÂlites. This suggests that festivals mean different things to different people; not every-
thing considered a festival by some would be recognized as such by others (see
Bourdieu, 1984). `Events are . . . classified as being of international, national, or regional/
local interest, although this information appears to be . . . inconsistent and coloured by
the perceptions of those who have supplied the information' (Aldskogius, 1993: 56).
Aldskogius accounted for 410 Swedish festivals, Janiskee (1990) for over 4000 in North
America, and various estimates for France and the UK suggest perhaps over 800 and 500,
respectively, in a given year.

IV Place promotion and landscape impact

I noted above that arts festivals are not just about art or who produces it, for whom it is
produced or who eventually consumes it. Arts festivals have as much to do with place as
with art, and this concerns not just where they are held but why, and it refers to how
they contribute to and assimilate from the characters of the places. In many ways,
promoting an arts festival is keenly related to promoting the place.

Place promotion has become an important actor on the stage of local and regional
economic regeneration over the years. At present, the cultural facets of festivals cannot be
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divorced from the commercial interests of tourism, regional and local economy and place
promotion. Selling the place to the wider world or selling the festival as an inseparable
part of the place rapidly becomes a significant facet of most festivals. If the selling is
successful, then the festival becomes an important image-maker in its own right. This
highlights the latent tensions between festival as art and festival as economics, which are
perhaps the most prominent issue of all in the organization of contemporary large-scale
arts festivals.

Put another way, unless a festival is privately endowed, freeing the organizers to
follow their artistic inclinations, it is likely to become caught up in the politics and
economics of currying favour with government subsidizers or commercial sponsors. A
festival goes a long way towards filling the gap between the tensions that exist between a
genuine desire to provide an aesthetically satisfying event for participants and audience
and simultaneously satisfying the needs of a place to promote itself commercially.
Though often downplayed, the two go hand in hand. Arts festivals exhibit a constant
tension between culture (in the eÂlitist sense of the term), which is their raison d'eÃtre, and
cultural politics (the inevitable outcome of the entanglement between culture and
politics), which is often their fate.

An additional element in the cultural politics of all arts festivals is that as well as being
cultural events in their own right, they are special events.5 This trend can be expected to
continue as the promotion of festivals has now become an important attraction for
private business (Rolfe, 1992a; 1992b; British Arts Festival Association, 1994a; 1994b).
Arts festivals as special events inject money into regional or local economies over a short
timespan, although the effects of this are sometimes greatly overestimated and they can
also be major losers of capital (Long and Perdue, 1990). Both festivals and special events
are seen by many promoters as image-makers and attractions, as animators of static
attractions, as catalysts for other developments (Getz, 1991: 5). This tourist facet of
festivals appears to be no less consequential than the cultural one, and it is probably
impossible to examine arts festivals of any type without relating them to `special event
tourism', which is itself a specific form of `special interest tourism' (Hall and Weiler,
1992; Zeppel and Hall, 1992).

The Salzburg Festival, an extreme example of this symbiosis, was attended in 1982 by
over 160 000 people (Frey, 1986). There were three main economic characteristics in its
organization that contributed to its apparent success. First, tickets were very difficult to
come by; 99.7% of all performances were sold out. In addition, both the artists and the
technical and administrative staffs were very highly paid in comparison to other
European festivals. Finally, though it was costly and uneconomically managed, with a
1982 deficit of AS85 million (then US$ 5 million), a 1950 law required that any possible
deficit be covered, for which 40% was underwritten by the Austrian Federation, 20% by
the Land, 20% by the city and 20% by the Land Tourist Promotion Fund. This law
presumably was designed to ensure the artistic superiority, if not the commercial
success, of the festival.

On a smaller scale, but no less instructive, is the case of theatre festivals in small
Ontario communities (Mitchell and Wall, 1989; Mitchell, 1993). Visitors to professional
theatre companies in southern Ontario contribute to the economic well-being of the local
economy. On the one hand, expenditures are highest where there is a large commercial
sector to sustain the tourist market, while on the other hand, the number of visitors
attending a theatre event appears to be greatest in small communities that already
support an established theatre company.
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But the impact of a festival extends beyond the local and regional economy. As cultural
events, festivals leave a clear impress on the landscape. The mark of a festival on the
landscape may be a temporary one, but it is nevertheless an impact, creating what Jarvis
(1994) has termed `transitory topographies'. In addition to being transient, most festivals
are cyclical. Although some may be `one-off' events, they more usually recur annually or
biennially, sometimes either less or more frequently. A place is transformed for a short
period of the year. How does this landscape look outside festival time? Perhaps the
festival landscape is the `normal' or `ordinary' landscape, whereas during the remainder
of the year, the place is simply preparing for `the event' (Gallup, 1988: xii). Although the
presence of a festival in the landscape may be quite tangible for the periods of the festival
itself and in the run-up to it, the place where the festival is held is often just an everyday
place, going about its ordinary business for most of the year. Yet, for a short time each
year, it is transformed into a festival space. Churches, castles and school halls are pressed
into service as festival venues; streets become art galleries and planned or even
spontaneous sites of performance; cafeÂs, pubs and restaurants are remade into places in
which the merits and defects of this performance or that artistic creation are discussed
and debated.

Some festivals, such as the St Magnus Festival in the Orkney Islands, are small and
intimate, the visible disruption to the everyday landscape only minor. Others, such as
the Bayreuther Festspiele, devoted to Wagnerian opera, are held in large purpose-built
structures. The BBC Henry Wood Promenade Concerts (the Proms), Britain's largest
music festival, held nightly over nine weeks between mid-July and mid-September, takes
place in the Royal Albert Hall with seating for more than 5000, and large multimedia
festivals like the Edinburgh International Festival take place in halls with a total capacity
of over 10 000. However, this comparison is probably less useful than might be, as going
to an event in one place at one time represents only a small portion of the total festival
experience.

Despite the ways in which festivals alter the human landscapes of the places of which
they are part, there are few significant studies of the choice of geographical sites for arts
festivals, of the spatial arrangements of festivals or, indeed, of most other issues linked to
human and cultural geography (see Aldskogius, 1993; Verhoeff, 1989; 1994). This is not
altogether strange, as prior to the emergence of the recent directions in cultural
geography, the active paradigms in human geography hardly encouraged this. However,
the cultural turn has encouraged an awakening of interest in the relation between the art
produced at a specific place ± music or the visual arts ± and the place itself, although
much of what has been produced to date has been of diverse character and dealt
primarily with the significance of music in the social life and its (re)construction in place
(see, for instance, Smith, 1994; Cohen, 1995; Hudson, 1995; Kong, 1995a; 1995b; Leyshon
et al., 1995; Valentine, 1995).

V Producing and consuming festival culture

No less important than its effect on the landscape and the soundscape, a festival is an
event at which culture is (re)produced and consumed. A successful festival involves the
active processing of culture. Aesthetically, it is a `coming together' of performers, but
also a gathering of performers with the public. Artists, impresarios, agents, public
relations people and others come into mutual contact for a limited time and interact with
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one another in an out-of-the-ordinary environment. At the same time, the public attends
and participates in varying degrees of passivity and activity, consuming the culture but
producing the environment, too. All this creates feedbacks ± cultural and economic ±
upon which the performers, promoters and public build in preparation for the next
festival (Duvignaud, 1976; Abrahams, 1987; Falassi, 1987: 3). This is the essence of an arts
festival at the end of the twentieth century. A festival is therefore much more than just an
event to be mapped or judged by its impact on the economy, just as it is more than a
place for offering commodities on a market.

Networking, which enhances the prospects of inclusion or strengthens the probability
of exclusion for the artist, is obviously important for the success of many festivals.
Moreover, where there is good rapport among artists and where artists and management
are close to one another, the administration of the festival can be conducted without
intrigues and creative energies can be devoted solely to the making of music (Foster and
Blau, 1989; Stebbins, 1989; Lewertoff, 1994; Shoshani, 1994; Zvi, 1994).

This idyll of artists working together in harmony and performing before a doting
public in a relaxing environment has, however, been challenged in recent decades. The
ideal of the arts festival was that it had the potential to focus attention on programming
in a way that a building-based theatre company or orchestra could not. Festivals could
sharpen the edge, intensify discussion, magnify media attention and bring people
together. Modern festivals, though, have become `democratized'. Concerts, opera and
theatre continue to be their backbone, but on the fringes we see the usurpation of public
space, with streets, squares and other urban arenas becoming the stage (Isar, 1976:
132±33). Characteristically, the mundane, everyday landscape is transformed into a space
of cultural discourse. Today, many high-brow festivals encompass a well developed
fringe at which it is commonly accepted that artists and programmes can be less conven-
tional and more innovative than is normally the case. The fringes construct important
informal discursive arenas in their production of festival in which social identities are
constantly constructed, deconstructed and reconstructed. This raises an interesting issue
about the changing function of the arts festival, hinting at the cultural politics that
underlie so many of these events. As festivals have become increasingly market-followers
rather than market-leaders, there has been a tendency towards conservatism and
convention. And with this abdication, the function of innovation and daring has been
increasingly challenged by the fringe (Henderson, 1991: 12±16).

There have been many attempts to make what had previously been restricted to the
relatively few available to the many. As an example, during the 1960s in Sweden several
`music weeks' were established through co-operation between the then Institute for
National Concerts and local organizations at the communal level. Once an event had
been successfully launched, the local organizers were expected to assume full respons-
ibility for the running of the `festival'. These festivals were designed to encourage the
decentralization of cultural life by helping to revitalize local music life, and by offering
opportunities to listen to music in informal settings and attractive environments
(Aldskogius, 1993: 56±57). This aim is, in its own way, little different from that of some
more established arts festivals. The immediate success of the first music weeks in Sweden
created something of a bandwagon effect as communities scrambled to copy the idea in
one form or another and to establish such festivals throughout the country (Aldskogius,
1993: 65).

A similar example is provided by Canada's `nonmainstream' theatre festivals
that commence in Montreal in June and continue through to Victoria in September
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(Willems-Braun, 1994). In these events, most lasting eight to ten days, regions in each city
are transformed into `festival spaces', reorganizing in significant ways the rationalized
spaces and activities of the city and creating an event within which `theatre' is integrated
with `festival' in ways which allow artists, directors, producers and audiences a certain
freedom to experiment with, and debate the form and content of, performance (Willems-
Braun, 1994: 75). Although these festivals are not festivals for eÂlites ± quite the
opposite ± they illustrate some of the dilemmas faced by large-scale arts festivals in
the past decade, as city boosters, professional agents and other promoters attempt to use
successful arts events to advance other aims.

After the second world war and following a pattern in the USA, many European cities
began to use the arts and culture industries to aid in economic regeneration (Levin, 1982:
10±18; Whitt, 1987; Hiller, 1990; Ley and Olds, 1988; 1992; Bassett, 1993; Hudson, 1995).
Some countries had begun to promote festivals as a means of cultural regeneration
following the war. In the UK, festivals such as Edinburgh in 1947, Dartington in the
following year and the Festival of Britain in 1951 were conscious efforts to use cultural
events to bring about cultural regeneration (Henderson, 1991). This top-down regenera-
tion movement expanded rapidly as arts and culture also began to be used by cities for
economic regeneration.

This course has continued, and there are many European and North American
examples of the transformation in producing culture. There were several overlapping
objectives in these urban cultural festivities that were not always compatible. These
included raising the city's profile and its ability to attract tourists, using cultural facilities
to make a city an attractive place for businesses to move to, creating employment by
investing in and developing local culture industries, and making cities better places for
people to live in, mainly done by rejuvenating city centres. Initially eÂlite led, these
projects had to be able to attract high culture. But there were obvious tensions between
the aims of economic regeneration, with growth and property development, and cultural
regeneration, more concerned with themes such as community self-development and
self-expression. Whereas the strategy might succeed economically, it is often less
successful culturally (Lewis, 1990: Chap. 7).

This heralded the emergence of competition to established cultural eÂlites. Place-
marketing strategies encourage a `safe' art that attracts commercial sponsors and large
audiences, although this is contestable (Crane, 1992: Chap. 7). Prestige projects and
place-marketing do not necessarily contribute to cultural regeneration and are more
inclined to benefit the local middle class and cultural tourists. It is undoubtedly easier to
find funding for an evening of `classical pops' in the open air, appealing to large
numbers, than a concert of avant-garde music with limited interest in a small hall.

There are dangers in linking cultural development too closely with property-led
development (Bassett, 1993: 1779±85). Many festivals serve as public relations channels
for their respective localities ± drawing tourists, in boosterism and generally for
promoting the local and regional economy (Philo and Kearns, 1993; Thrift and Glennie,
1993; Ashworth and Voogd, 1994; Goodey, 1994). The balance between a `genuine local
tradition' and the festival as a medium for selling a place is variable. For example, the
Peebles Beltane, a local Scottish festival with a long tradition, is essentially concerned
with the social and physical boundedness of the locality, defining and defending local
culture and consolidating and promoting it visibly throughout the week of the festival
(Smith, 1993: 293±94). Yet, in 1991 even this local event could not divorce itself from the
real world when the national media focused on a seemingly innocuous traditional event
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associated with it and accused it of being racist (Smith, 1993: 295±300). Unwittingly, the
Peebles Beltane was selling itself, thus portraying the dilemmas that festivals incur
between insularity and globalness.

More often, these dilemmas are encountered in reverse. Though the origin of many a
modern arts festival may not reflect any local awareness or tradition (and may actually
be designed to do the very opposite, i.e., to declaim the locality's reputation and rank as
part of a wider global world), most festivals rapidly develop a local element. Audiences,
for all but the most international of festivals, are predominantly local and the local
economy rapidly recognizes the commercial virtues of a successful festival (British Arts
Festival Association, 1994a). Moreover, with the exception of some truly cosmopolitan
events, most of the performers and exhibitors are local, too.

Whatever the format of the festival and its cyclicality, it can be regarded as a form of
cultural consumption in which culture is created, maintained, transformed and
transmitted to others. In this sense, festivals differ little from other forms of consumption
in similar genres, such as concerts, theatre performances or recorded music. But they are,
of course, quite different, in that they usually involve production and consumption,
concentrated in time and place. As if to underscore this point, artistic directors of eÂlitist
festivals belong to an informal yet cohesive fraternity, continuously engaged in a game of
`musical chairs' at which they exchange positions among each other. The possibilities for
an outsider to break into this select group appear to be quite limited. This was
epitomized in the UK by the establishment of BAFA (The British Arts Festival
Association), described by Gavin Henderson (1991: 13) some years ago as a `gathering of
a number of festivals . . . to form a professional club [that] represented a cosy collection of
cathedral city and spa town jamborees . . . condition of entry [to which] included direct
funding by the Arts Council, an upper limit of 25 members ensur[ing] exclusivity'.

Festivals may link up with other culture providers. For instance, the Proms form a
major portion of BBC Radio 3 programming for much of mid-July to mid-September
each year and several of the concerts are broadcast throughout the world by BBC World
Service. Radio France operates the Orange Festival for the same purpose; the Kfar Blum
Chamber Music Festival in Israel is broadcast live in its entirety during its eight days; in
fact, it was specifically devised in order to provide radio material. However, the
audiences that actually receive such broadcasts (in contrast to the audience that is
capable of receiving them) is usually only the same small eÂlite, or those that aspire to
join it.6 Moreover, literally hundreds of examples can be given in which programme
producers and festival directors ± culture producers, par excellence ± aim to bring a radio
audience into contact with what is considered to be major cultural events (Zvi, 1994). The
advertising hype associated with these directly involved festivals and with others
reinforces their desirability, both to those who are already consumers and to those who
are anxious not to miss out on something enjoyed by the self-defined cultural eÂlite.

Festivals act on consumers in ways that endow them with personal qualities that can
be displayed in widening contexts. One is distinguished not simply through the
consumption of products but by consuming events and providing symbols of `having
been there'. Moreover, `the symbolic, social, and political meaning of the site as well as
the historical circumstances within which artwork, spectator, and place are situated' are
significant aspects of the production of meaning, and landlords, business and arts
groups have received significant government grants in order to transform a region for
that specific purpose (Willems-Braun, 1994: 76). Festivals, and especially the fringes at
larger festivals, bring the consumer closer to Blau's portrait of high culture which she
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characterizes by in situ consumption, as distinct from popular culture which is usually
consumed at some distance from where it is produced (Blau, 1989a).

Unlike a compact disc or a book that can be listened to or read repeatedly, with each
listening or reading constituting a repetitive act of consumption, a music festival is a
more fleeting experience. It parallels the relationship between consuming a work of
visual art through a visit to an art gallery that can always be revisited, and a live concert
which is a short-lived experience (DiMaggio and Useem, 1989). Some festival organizers,
wishing to involve the audience along with the performers, might encourage open
rehearsals to see how musicians work together, how their opinions differ on interpreta-
tion, and how an interpretation changes and develops, thus allowing limited observer
participation. This creates a passive involvement of the public in the production of
culture, and the public is not simply a consuming face (Lewertoff, 1994).

Surely, as the consumption argument goes, the prospects of a festival being consumed
are increased by providing it with a tangible residuum. And how better to construct this
material experience than by providing concrete memorabilia ± a festival hall as part of
the landscape that is used for performances during the rest of the year, a book on the
festival's history, a detailed festival programme, a commemorative festival CD or even
T-shirt or mug? It is nearly impossible to understand the modern arts festival fully if we
choose to isolate it from a more general framework of the dilemmas facing the arts, such
as audience attendance, government subsidies and commercial sponsorship. In the light
of their relations with tourism, modern festivals have no alternative but also to relate to
economics and money.

This downmarketing of festivals through broadcasting (consumption at a distance) and
the sale of mementoes (consumption through tangible residuals) is part of a process of
transforming them into something approaching popular culture events. It parallels the
shifts that are occurring in the arts in general as they become more commercial and
driven by financial considerations.

Without much doubt, high-brow arts festivals still explicitly prefer to present them-
selves as eÂlitist, although the largest festivals, in particular, have very mixed programmes
that cater to a multiplicity of tastes, both in their main programmes and in the fringes.
Others, however, unrepentantly set their sights high. The Israel Festival, for example, is
aimed at a specific audience. Its organizers feel that they have greater needs than others,
a feeling bolstered by the fact that the festival receives larger funding than other Israeli
festivals. This, in turn, prompts it to strive to absorb whatever appropriate culture is
available. The festival is unashamedly eÂlitist and directs itself at `the few who can [afford
to attend]' . However, the directors feel that `it should not be denigrated for this, as the
middle-classes have for long been the natural consumers [of high culture], and there is no
need to think in terms of democracy and social justice' (Amitai and Wagner, 1994: 7±8).

Some arts festivals go out of their way somewhat to `uplift' a local community.
Edinburgh, for example, has an outreach programme. Spitalfields, in an inner-city setting
in London with a large Asian immigrant population endeavours to draw in audiences
from the locality. This can be accomplished in several ways. Concerts and other
performances might be staged in local schools or cultural centres that provide familiar
surroundings for the local population. A performance of ethnic music may take place in
a site used for `serious' performances and may directly precede or follow such a
performance, again to provide the local population with a feeling of being part of the
festival experience. Attempts might also be made to programme a performance of local
artists or those who would directly appeal to the local population with performers of a

66 The cultural politics of arts festivals



more sophisticated form of the same art. In these ways, it is possible that some festivals
perform a bridging function between popular arts and high arts, in the same way as, say,
cinema does (Blau, 1989a: 63).

Many arts festivals can and do exclude or include on the basis of ethnicity or class, and
perhaps gender or race, in ways that range from the sophisticated to the crude, the
transparent to the tacit. Festival information is usually transmitted by means of
brochures, occasionally by advertisements in the press and broadcast media. On the
whole, it reaches only those who are already tuned to the right wavelength, i.e., those
who already have information about it in the first place. A new festival may invite
publicity that appears in the local press or even national newspapers where it is likely to
be tucked away on the arts and culture pages and therefore less likely to reach, let alone
be read by, a wide public. Though the publicity surrounding the preparation of, and
performances associated with, a festival may well serve to heighten the drama of the
festival, it may at the same time contribute to its sacrilege. The repertoire can be, and
often is, constructed upon a format that favours those with a specific cultural background
and/or education. A festival might be held in an out-of-the-way place where accom-
modation is not cheap, ensuring that only those who can afford to do so get there and
stay there. Pricing mechanisms and preferential booking for previous attendees or those
on a mailing-list rewarding loyalty, can help ensure that a `desirable' audience forms the
bulk of those attending (Gallup, 1988: 184). Class-specific social etiquette that restricts the
attractiveness of the event to a self-chosen group is another method often used.

VI Concluding thoughts

The tension between festival as celebration and festival as enterprise is a powerful force.
From the first perspective, high-brow arts festivals, through their ability to be less
influenced by fashion and to engage in innovation, are seen as setting directions for the
development of culture. In their original format, festivals sought to bring performers
closer to one another and audiences closer to art. This was accomplished by providing an
environment in which, through a relatively informal setting and a concentration in time
and space, audiences could approach the artists while strengthening the bonds among
themselves, at performance events, in the streets or at activities such as sharing meals in
restaurants.

The commercialization of today's arts world has changed the context of the traditional
arts festival. In early nineteenth-century America, serious art and popular works inter-
mingled promiscuously in public performance (Levine, 1988: 32). But the desire to
emulate European performance standards forced arts supporters to raise player quality,
and this could only be achieved by making the musicians professional and tying them by
contract. This required finding financial support for the orchestra. As wealthy donors
wanted not only to give money but also to `set the tone', it was not long before the
wealthy, often the nouveaux riches, took over `high culture'; it might even be said that
they invented the category. This shift in support for the arts between eÂlites and the
general population is not new and it mirrors a change in the fifteenth century when
music `went commercial' ± the printing of scores making music available to amateur
musicians and usurping the eÂlite position of the professional musician (Chanan, 1994).

But setting the tone is more than just a cultural process; it provides prestige and power.
It is hardly likely that the organizers of prestige festivals see themselves, as the architects
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of the Salzburg Festival did, as the guardians of the people. Nor would they subscribe to
Jarvis's dictum that arts festivals are instituted for the (common) people, and that they
should participate in them and play the principal role (Jarvis, 1994: 183). On the contrary,
Salzburg itself has become the epitome of the commercially controlled eÂlitist festival. As
Lebrecht (1996: 233, emphasis added) has cynically remarked

. . . every shop window in [Salzburg] beams with artists' portraits . . . Deutsche Grammophon, the `yellow label',
distributes yellow showerproofs to rain-drenched callers at its festival office. Salzburg is so vital to the record trade
that some labels spend half their promotions budget at the festival and one has been known to splash three-
quarters of a million DM on window space alone . . . Salzburg is where the record business goes for broke. No one
in the music world attends Salzburg for fun. The music is serious and the deals are deadly.

The association between arts festivals and their locales can be awkward. Local politicians
may feel uneasy with a festival presenting itself as eÂlitist and may pressure organizers ±
subtly or otherwise ± to open these events to a wider public. This is understandable
when public scrutiny means that politicians need to demonstrate a judicious use of
public funds. Nevertheless, when festival organizers respond and attempt to `return' the
festival to the streets, they often meet with local opposition, from police and others
concerned with public safety, from shopkeepers and chambers of commerce, all resulting
from what one festival director colourfully termed a `fear of the ``unwashed'' taking over
town centres'.7 Nevertheless, the dilemma of maintaining artistic purity and eÂlite status
and repositioning towards a wider audience haunts festival directors and managers.
This, too, may be no more than political correctness. Festivals are manipulated by
promoters of both art and place in a ploy to attract larger audiences and increase
revenues; the festival, as a public event, is seen to reach a broader audience but the
most desirable events are reserved for a `select' group. The festival organizers use them
to admit certain groups to savour eÂlite culture ± however this is defined or under-
stood ± without necessarily permitting or even encouraging them to do so on a
permanent basis.

In linking festivals to art and place, as celebration and enterprise, I noted how Jackson
treats consumption as a process by which artifacts are given meaning through their
active incorporation into people's lives. Festivals create a space-time matrix and a
network. The primary aim is mainly to produce culture and have the culture consumed
reciprocally, creating a feedback mechanism whereby consumers `ask for more' and the
mechanism is reinforced. However, it is not culture that is exclusively consumed; by just
`being there', by experiencing a place through its festival, the place, too, is consumed. It
seems relevant to consider the extent that audiences `make' festivals in the way they react
to performances and spend money. But can we incorporate an arts festival into the lives
of people when it is so difficult to determine if a festival should be considered an artifact?

The organizers of arts festivals face considerable competition. Radio and television
have been competitors of festivals for many years, but the advent of transportable
recorded music ± CDs and personal stereos ± has increased the alternatives to festival
attendance, and festival directors must constantly refer back to this indirect opposition.
Can a spontaneous, but under-rehearsed, performance, or a well rehearsed performance
by a second-rate artist, offer the same `value for money' as prerecorded music? Indeed, in
an age of consumption, money spent on attending a festival is just one of many ways of
disposing of income.

The arts festival well illustrates the debate between culture and economy. No matter
how pure the artistic intentions of the organizers, a festival faces a funding predicament
unless it has a large private endowment or guaranteed sponsorship to cover shortfalls.
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The need to attract a wider audience, devaluing the event's eÂlite status, is magnified ± in
the UK, at least ± by increased competition for the limited funds offered by the arts
councils. Reduced public subsidy demands an increase in the search for private ± or
corporate ± sponsorship, and the festival becomes a medium for business image-
making, as well as an arena characterized by less adventurous and less expensive
programming.

Elitist pretensions may also be compromised under the guise of mutual benefits to
local firms, local arts and local community. Of course, not all modern festivals have
sought partnerships with urban governments interested in revitalizing tired economies.
Perhaps the real carnivals for eÂlites are those in nonurban settings that demand that
performers and, in particular, audiences come to them from the cities ± Tanglewood or
Marlboro, Aspen or Ravinia, Aldeburgh or Glyndebourne, Gstaad or Verbier.

There is also a link between eÂlite arts festivals and cultural policy, in that funding
agencies are still principally composed of people who are part of the cultural eÂlite.
Irrespective of all else, and unless this changes, there is always a likelihood of bias
towards eÂlitist arts and events such as festivals. In this sense, these events can be used as
a means of understanding eÂlite political strategies.

Many festivals clearly exhibit both local and global facets. If initiated by local
managers and entrepreneurs and if they are successful, they rapidly encounter the global
as they search for sponsors among international corporations and for audiences and
participants from throughout the world. If there is an attempt to create an `international
event' from the outset, local pride and entrepreneurship rapidly become important
elements in influencing the character of the festival and its achievements. The local and
the global are more often than not closely linked.

Arts festivals also portray interaction between the producers and consumers of culture.
At first glance, the artists, directors and managers are the primary producers and the
audience the consumer. However, as consumers absorb the culture, demanding more of
the same or something different, they force the performers to provide them with what
they demand so the `consumers' become active `producers' and vice versa.

Similarly, arts festivals highlight the contentiousness between what is public and what
is private. Many artists might prefer to see the festival as at least a semi-private meeting
of intellects and artistic abilities in which they come together for a short time to
encourage and strengthen one another. However, the performance facet of the festival
forces them to recognize their responsibilities as performers, which is their public face.
Today, the increasingly corporate face of many festivals actively discourages longer
residencies by artists ± a common feature of festivals in the past. As artists do the `festival
circuit', their festival life begins to resemble their regular lives, so that opportunities for
artistic exchanges decrease. This is mirrored in that festivals now tend to be managed
rather than directed, intimating that the festival now controls content and form rather
than the director.

With all that the arts festival hints at in notions of transformation of landscape and
place, in eÂlitism through the inclusion and exclusion of certain groups from the event and
the experience, in the production and consumption of culture, and in the symbols and
transmitted meanings of the festival, it has been almost entirely neglected not only by
geographers but also by social science as a whole. It is my argument, however, that with
their large and growing number, their complexity and complex relationships with wider
society, and their intimate association with place, arts festivals are deserving of social
and geographical analysis.
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Notes

1. The arts festivals alluded to in this article are mostly, for want of a better term, `high-brow'
festivals, and unless specifically stated otherwise, they are heavily rooted in music. Consequently, on
some occasions, the article refers to arts festivals in general, whereas at other times the discussion is
specifically about music festivals or a particular music festival. The music festival is one of the most
widespread forms of arts festival, and music festivals that cater to a public interested in the cultivated
music tradition (so-called classical music) are among the longest established and longest running of eÂlite
arts festivals (Adams, 1986; Gallup, 1988; Steinberg, 1990; Boden, 1992; Spotts, 1994).

2. There is an irony here, as overall attendance at so-called eÂlite cultural events may outnumber
attendance at `popular' entertainments, so that `eÂlite' is popular and `popular' is minority.

3. Again, this should not be misunderstood. Although eÂlites are always present, they change. New
eÂlites develop and compete with existing ones for influence and power.

4. The Performing arts yearbook for Europe is a directory of performing arts companies and services
throughout Europe with an emphasis on major and medium-scale professional companies. The listing
for `Festivals' states that it is incomplete, as it emphasizes major festivals or those distinguished for other
reasons. It has a preference for events arranged over a short and limited period, although exceptions
have been made. It generally excludes folk festivals and amateur festivals (PAYE, 1994: 257). Although
this bias cannot be ignored, the listing is undoubtedly the best overall source for data on European
performing arts.

5. Being infrequent and outside normal work and life experiences, they are special events by
definition (Getz, 1991: 325). Special events have been defined as `any event outside the normal range of
programs and activity of the sponsoring or managing organisation' (Getz, 1991: 44), implying that a
special event is one held infrequently, not to be repeated. Special events, however, are not the same as
festivals. Although a festival can be a special event, not all special events are festivals, and festivals
represent only a small percentage of all special events. However, as more events add festival qualities to
expand their appeal, the distinction between a special event and a festival is becoming increasingly
blurred.

6. A discussion on BBC Radio 3 on 13 October 1996 on a programme marking the fiftieth
anniversary of the BBC's Third Programme in 1946 lamented the fact that the core of regular listeners to
Radio 3 probably numbered no more than 100 000.

7. Comment by Helen Marriage, Director of the Salisbury Festival at BAFA meeting, Dartington
Hall, March 1996.
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