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ABSTRACT 

The impact of festivals on contemporary society has proven, through ongoing 

investigation, to constitute a wide-ranging and highly contrasting set of costs and 

benefits. The Five Capitals model (Porritt, 2005) presents a comprehensive 

framework to guide the sustainable development of all products and services, that 

will be of particular interest when applied to the great variety of festivals, and their 

associated impacts. A framework will be developed, through which festivals can 

consider the range of impacts they have on natural, human, social, manufactured 

and financial sources of capital. The research approach of various festival 

organisations and of individuals working around festivals is considered throughout, 

how is knowledge gathered, what do ordering structures create, and what 

structures are created by this? The framework is applied in as much detail as 

possible to one festival, demonstrating a practical outcome, discussing the overall 

value of an integrated approach to reporting and finally suggesting future 

approaches. 

 

This research touches on wider contemporary issues, such as the practical 

workings of multi or inter-culturalist policies, costs/benefits of mega-events (such 

as the Olympics, European Capital of Culture), the growth of creative and cultural 

industries, methods of raising specific awareness of sustainable issues, and 

working effectively across the intersection of the Third, Public and Private sector 

agendas 
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CHAPTER 1. MEASURING SUSTAINABLE DEVELOPMENT 

This chapter will discuss the contemporary origins of sustainable development, 

with specific reference to the Five Capitals Model developed by Forum for the 

Future, and the difficulties presented in the measurement of sustainable 

development. From this, we examine the topic of cultural festivals, presenting a 

summary of their impacts on the Five Capitals. 

1.1 FROM ENVIRONMENTALISM TO SUSTAINABLE DEVELOPMENT 

“I am pessimistic about the human race because it is too ingenious for its own 
good. Our approach to nature is to beat it into submission. We would stand a 
better chance of survival if we accommodated ourselves to this planet and 
viewed it appreciatively instead of skeptically and dictatorially” (Carson, 

2002)[p2]  

The above quote from The New Yorker Magazine and children’s fiction writer E.B 

White, taken from the foreword to Rachel Carson’s Silent Spring, encapsulates the 

challenge facing modern man. Civilization has, through its immense capacity for 

creation, also wrought a similar legacy of destruction. While we can argue; at the 

risk of a ‘noble savage’ fallacy, that an inherent, un-quantified, understanding of 

the value of our natural environment and the resources it provides us has always 

been a part of the human condition; perhaps the ‘biophilia’ described by Fromm 

(Fromm, 1964), though the precise, quantifiable nature of our relationship with the 

planet has surely come into far sharper focus at the beginning of the third 

millennium. 

Carson’s book of 1962 is credited by some as the turning point for contemporary 

perceptions of sustainability, in considering the interrelations of environmental, 

economic and social factors1. Though the content of Silent Spring centres 

specifically on the multiple effects of pesticide use in agriculture, we could argue 

the wider narrative is one of a paradigm change, where an Enlightenment 

perspective of ‘man at the centre of the universe’, is replaced by an Ecological 

perspective of ‘man in balance with the universe’. While few thinkers, 

Enlightenment or otherwise, would aim to deliberately destroy the ecosystems they 

rely on, or to produce social inequality and cruelty, in the 21st century, we 

                                           
1
International Institute for Sustainable Development, ‘Sustainable Development Timeline’, 6

th
 Edition 
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nevertheless find ourselves in a scenario where the possibilities of environmental, 

social and economic collapse remain. 

The core criticism of an Ecological perspective is that man can, and should, use 

and control natural resources as they wish, chiming with a “red-in-tooth-and-claw”2 

perspective on evolution. As a spokesperson for the American chemical industry of 

the time put it:  

“If man were to follow the teachings of Miss Carson, we would return to the 
Dark Ages”3  

We can see the depth of change presented by this shift of perspective, when pre-

Renaissance, Christian thought elevates man above his environment:  

“The man gave names to all livestock and to the birds of the heavens and to 
every beast of the field. But for Adam, there was not found a helper fit for 
him”4.  

Humanism, particularly in the field defined as the humanities, takes its name and 

definition from an interpretation of Renaissance humanism, placing greater value 

on the study of the creations of man, than on the study of objects of nature. Some 

have argued that this was not the aim of the original “studia humanitatis…with the 

emphasis on humanity understood as civility, kindness and generosity, over the 

elevation of the “human” per se.” 5 The combination of knowledge, skill and practical 

wisdom would not only allow students to work for themselves, but to contribute to 

the common good. 

While the above focuses on education, it illustrates a little of the varying 

interpretations of the position of humanity and human knowledge in relation to the 

rest of the environment, the universe and even the heavens. The debate is not new, 

but in recent history the numerous and extensive impacts of man upon the planet 

have been brought into view with growing clarity, scope and stark urgency, 

particularly through the lens of the natural sciences. As the opening quote from 

White-Stevens emphasises, the ingenious nature of mankind can be said to be 

responsible for both understanding and creating some of the challenges facing us, 

                                           
2
 From Canto 56 “In Memoriam A.H.H” Lord Tennyson, 1850 

3
 Dr Robert White-Stevens quoted by D.McLaughlin in ‘Silent Spring Revisited’, PBS Frontline, 

originally published 01/06/1998, viewed online 05/1/13, 

http://www.pbs.org/wgbh/pages/frontline/shows/nature/disrupt/sspring.html 
4
 King James Version, Genesis 2:20 

5
 Stanford Humanities Centre, “Stanford scholar calls for new definition of the Humanities”, last 

updated 6/12/2012, viewed online 05/01/2013 

http://www.pbs.org/wgbh/pages/frontline/shows/nature/disrupt/sspring.html
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suggesting that we need to further accommodate ourselves to natural systems 

rather than trying to “beat them into submission”. 

Benchmarks in the growing influence of sustainable thought can be seen in the 

establishment of Friends of the Earth (1969), Greenpeace (1971), 

Intergovernmental Panel on Climate Change (1988), International Institute for 

Sustainable Development (1990) and the UN Commission on Sustainable 

Development (1993). The term ‘sustainable development’ was not widely used prior 

to the Brundtland Commission report (Our Common Future), which defined 

sustainable development as: “…development that meets the needs of the present 

without compromising the ability of future generations to meet their own needs.” (The 

World Commission on Environment and Development, 1987) 

The growing evidence put forward through these, and other channels, lead to 

greater legislation and benchmarking, in the form of (some voluntary, some 

binding) broad standards such as the ISO 140016 Standard for Environmental 

Management (1996), the Dow Jones Sustainability Indexes (1999), UN Millennium 

Development Goals (2000) the UN Framework Convention of Climate Change 

leading to the Kyoto Protocol (2005), and subsequent conferences: the latest of 

which at the time of writing, took place in Durban, in 2011 (COP17).7 

The consensus regarding the trajectory of human civilization varies, however it is 

thought by some, perhaps most significantly in the Stern Review (Stern, 2006), that 

any actions taken (or not taken) in the first century of the third millennium will be 

crucial in regards to the environment and of course, the numerous economies and 

societies that rely upon it. Limiting Greenhouse Gas (GHG) emissions, primarily 

Carbon Dioxide (CO2) and an equivalent mix (CO2e) 8, is perhaps the most 

universal challenge for all nations, particularly those of the developed world. Since 

the industrial revolution, at which time humanity began adding considerably to the 

GHG ‘blanket’, the average surface temperature of the earth has risen 0.8°C, and 

                                           
6
 Revised in 2004, and currently under revision in 2012 

7
 COP18 took place in Doha, Qatar shortly before the completion of this research. The main outcomes 

were that the Kyoto Protocol was extended until 2020 despite the lack of participation by several key 
nations and limited focus on the developing world; and that the use of ‘loss and damage’ terms began 
to be formalized, potentially enabling those nations worst affected to be compensated. 
8
 Consisting of Carbon Dioxide (CO2) Methane (CH4) and Nitrous Oxide (NO2). Though CH4 and 

NO2 are generally emitted in smaller volumes than CO2, when released into the atmosphere, are 

estimated to have a warming potential of 25 and 298 times that of CO2 respectively. Other gases with 

very high global warming potential are sulphur hexafluoride and the groups of hydroflurocarbons and 

perflurocarbons. These gases have more specialised applications, and while significant, for the 

current discussion have less universal relevance. 
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the current agreed target limit from most nations is no more than 2°C. The IPCC 

estimated in 2007 that with no further reductions in fossil fuel usage, there will be 

an increase of 1.1°C to 6.4°C by the end of the century9, though a more recent 

report by PricewaterhouseCoopers in 2012 estimated that emissions would need to 

drop 5% per year, every year until 2050 to stay within 2°C; far beyond the <1% 

emissions drops estimated in recent years, leading to the conclusion that the world 

must begin planning for a 6°C increase. (PricewaterhouseCoopers, 2012) 

 

Meinshausen illustrates the targets that are estimated to avoid worldwide 

temperature increase above an average of 2°C. To have a 70% chance, GHG 

emissions need to peak before 2020, cut by 50% by 2050 and 100% by 2100…To 

have an 84% chance, GHG emissions to be cut by 72% by 2050 (Meinshausen, 

2009) However, as an industrialized nation the reductions required for the UK are 

greater; to pollute no more, per capita than developing nations and to globally 

converge on equal per capita emissions by 2050, UK to cut 86% from 1990 levels 

by 2050 (Weaver, 2007); (Allen, 2009) Historical accountability itself is a sometimes 

controversial concept, with objections discussed (and ultimately refuted) by 

Neumayer ranging from the practicality of accurately estimating historical 

emissions, to the national boundary changes involved over the centuries in 

question, the morality of placing responsibility from long-dead individuals onto the 

currently living and the political feasibility of the whole agreement. (Neumayer, 

2000) 

The UK has domestic targets, namely those set out by the Climate Change Act 

2008, to reduce GHG emissions, 34% by 2020 and 80% by 2050. The Kyoto 

protocol target for 2008-12 requires an 8% reduction in the baseline (for the UK), 

and is due to be replaced by what is speculated to be a tougher set of policies 

emerging from COP17 and further negotiations. Agreements on the international 

level are described somewhat positively as ‘the only game in town’ for tackling 

climate change, yet also painfully and ineffectively slow10: 

“We’ve managed to bring the major emitters like the US, India and China into 
a roadmap which will secure an overarching global deal” – Chris Huhne, UK 
Secretary of State for Energy and Climate Change 

                                           
9
 IPCC website, “Climate Change 2007: Synthesis report”, viewed online 05/01/13 at 

http://www.ipcc.ch/publications_and_data/ar4/syr/en/spms3.html 
10

‘ BBC News, “Reaction to UN Climate Deal” – originally published 11/12/11, viewed online 

05/01/2013 at: http://www.bbc.co.uk/news/science-environment-16129762 

http://www.ipcc.ch/publications_and_data/ar4/syr/en/spms3.html
http://www.bbc.co.uk/news/science-environment-16129762
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“Right now the global climate regime amounts to nothing more than a 
voluntary deal that’s put off for a decade. This could take us over the 2c 
threshold where we pass from danger to potential catastrophe- Kumi Naidoo, 
Greenpeace International” 

The worldwide nature of the challenge to reduce GHG emissions further 

demonstrates the complex links of interdependence and influence between 

individuals, societies and the world itself. The actions and emissions of the 

developed world have placed a disproportionate toll on the lives of those in the 

developing world. Forests are cut to rear livestock for meat-heavy western diets 

(Fearnside, 1980), toxic waste from the first world finds its way to the third for 

dumping or salvage (Gutberlet, 2008); but at almost every stage, in almost every 

part of the world, GHG emissions are released into the global atmosphere, 

indirectly making the world less accommodating for all. Meanwhile, the developing 

world grows, industrializes and urbanizes, in pursuit of the living standards taken 

as granted by the developed world. 

The challenge of reducing emissions reaches across all aspects of modern life, food, 

energy, housing, transport, work, leisure, private, public and third sectors.  

Solving this issue may be crucial for wider progress, it cannot be dealt with in a bi-

partisan, unilateral way, and the need for a solution affects all. Models for 

development, under an Ecological paradigm, have at their core an understanding of 

the need to balance human needs and desires against non-negotiable 

environmental limits; yet they are wide ranging enough to begin to address this 

through the dominant lens of industrialised, globalised capitalism.  



14 
 

1.2 RECONCILING PROBLEMS OF ACCOUNTABILITY 

In “Capitalism: As if the world mattered,” (Porritt, 2005), it is stated that: 

“...there is no inherent, fixed, or non-negotiable aspect of capitalism in general 
(rather than today’s particular form of capitalism) that renders it for all time 
incompatible with the pursuit of a sustainable society...this makes it possible 
(intellectually and ethically) to subscribe to ... a ‘reform from within’ strategy.” 
[p111] 

Writers such as Porritt, and think-tanks such as Forum for the Future could be 

described as proponents of a move away from traditional distinctions of left and 

right wing politics and political systems: “tit-for-tat blame laying” [p332]. In Porritt’s 

case, this can be seen as his move from fringe to mainstream politics; beginning 

with membership of the then Ecology Party, to the Chair of the Green Party, 

Directorship of Friends of the Earth and the Chair of the Sustainable Development 

Commission, set up under the Labour Government of 1997-2010, and dismantled 

under the current Liberal-Conservative Coalition of 2011. Over this time, the Green 

Party grew from a few hundred members to around 12,000, with the first election of 

a Green MP, Caroline Lucas in 2010. On the other, more cynical hand, we could 

also argue that this move to ‘the centre’ has been underpinned by the bleak outlook 

and urgency of the issues, better to be part of the debate than not at all. 

A consistent line of Porritt’s thinking appears to be that despite the notable and 

passionately argued efforts of previous environmentalist campaigns and 

movements, their concepts have failed to gain broad traction among contemporary 

Western societies, for the reason that they often fail to address (or fundamentally 

reject) the economic model that lies at their hearts, failing to present a realistic or 

appealing alternative; at least to the mainstream. He makes numerous references 

to an underlying environmentalist distaste for metrics, commoditisation, 

reductionism; how can unique, finite, priceless resources be truly appreciated or 

understood through a system that ‘divides and conquers’? The introduction to 

Green Patriot Posters, a selection of fifty posters and short essays, presents an 

effective summation of the contemporary struggle to reframe green issues in a 

simultaneously less sentimental, and yet more ‘constructively emotive’ way:  

“We wanted to contribute something to the rebranding of contemporary 
environmentalism, bringing climate change and the drive for clean energy to 
centre stage and minimize fear mongering about eco-apocalypse and mushy 
anthropomorphism of ‘Mother Earth’ with their hand-me-down aesthetics and 
naive obsessions.” (Siegel, 2011) 
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The Five Capitals Model (5CM) is expounded by Porritt in “Capitalism...” following 

the line of thinking established earlier, that capitalism is not inherently 

incompatible with sustainability, though it might seem unlikely in its current form. 

The 5CM proposes a structure (Figure 1) whereby we are able to envision both the 

range of capitals that exist in the world, and relationships between different types. 

All capitals are envisioned as finite stores that can be spent or replenished through 

various means, leading to an awareness of the future returns or deficits that may 

result. For example, natural capital (the earth itself and its many ecosystems) is 

found at the base of the pyramid as it is a prerequisite for creating all other forms 

of capital. Social capital is a prerequisite of Financial capital, as currency requires 

some level of social guarantee to provide it value. Human capital is a prerequisite of 

Manufactured capital, as it requires humans to engage with the utility of the goods 

created. 

 

Figure 1 – The Five Capitals Model diagram11 

The three levels in Figure 1, (Natural, Social and Human, Financial and 

Manufactured) of the pyramid also reflect a more frequently stated objective for 

organisational accounting, the Triple Bottom Line (3BL); Economic, Social and 

Environmental. The three levels/capitals are not interchangeable, there are some 

                                           
11

 Image from Forum for the future website: “The Five Capitals”, viewed online 05/01/2013 at: 
http://www.forumforthefuture.org/project/five-capitals/overview 

http://www.forumforthefuture.org/project/five-capitals/overview
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things no amount of money can instantly replace or repair, these issues have been 

discussed by Daly in Steady State Economy (Daly, 1973) and Jackson in Prosperity 

without Growth (Jackson, 2011). Jackson, speaking at a TEDGlobal event in 2010 

drew attention to the challenge facing those attempting to combat problems with a 

pure ‘business as usual’ economic growth approach, particularly in regards to 

technological efficiency. What would need to occur to allow an Earth population of 

9bn to enjoy Western living standards? 

“The carbon intensity of economic growth at the moment, it’s around about 
770g Co2 (per $)... in the world I describe (9bn people at 2007 EU standards 
of living with 2% annual economic growth) we have to be right over here, it’s 
6g of Co2 (per $). It’s a hundred and thirty fold improvement, and that is ten 
times further, and faster than anything we’ve achieved in industrial history.12” 

If ‘business as usual’ is not likely to be an option, how have other methods of 

accountability developed? 3BL as a term has been traced to management think-

tank ‘Accountability’ and John Elkington’s 1997 book “Cannibals with forks: The 

triple bottom line of 21st century business”, however we can see the origins of the 

concept articulated (in a modern sense) in the “Social Audit Toolkit”, the first 

edition of which was published in 1981. Furthermore, the term “Social Enterprise” 

is here traced back to 1979. Spreckly ultimately argues that:  

“Verified results of non-commercial investment should be tax deductible, in the 
same way that charitable giving by companies is tax deductible.” (Spreckly, 
2008) 

The underlying theme is for future development to rebalance society and economy 

alike; taking focus from and placing restraints on, the worst excesses of capitalism, 

while establishing the true value of the social and environmental factors that, in 

reality, humans value and rely on more so than pure economic gain. Hamilton 

refers to the Merck Family Fund survey of 1995, which found that 80% of US 

consumers believed they consumed far more than they needed to, while recognising 

that material ‘lust’ was not conducive to a fulfilled life:  

“They can see that materialism is corroding society in themselves, but they are 
too fearful to change their behaviour in any significant way. They are wedded 
to ‘financial security’, even though they understand that non material 

aspirations are the ones that will give them contented lives.” (Hamilton, 2004) 

                                           
12

 TED website “Talks: Tim Jackson: An economic reality check.”, originally published 10/2010, 
viewed online 05/01/2013 at: http://blog.ted.com/2010/10/05/an-economic-reality-check-tim-jackson-
on-ted-com/  

http://blog.ted.com/2010/10/05/an-economic-reality-check-tim-jackson-on-ted-com/
http://blog.ted.com/2010/10/05/an-economic-reality-check-tim-jackson-on-ted-com/
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To critics, a realisation of these models, ultimately moving the entire Developed and 

Developing World, away from growth fetishism to a more sustainable future, seems 

either impossible or of sufficient future-gazing distance to be irrelevant. 

Neoclassical economics would explain that corporations operate most efficiently 

when they are left to focus on the task at hand, the financial ‘single’ bottom line: 

“It is not from the benevolence of the butcher, the brewer or the baker, that we 

expect our dinner, but from their regard to their own interest” (Smith, 1804) 

Despite its pre-industrial age origins, Adam Smiths’ invisible hand argument is 

often invoked to defend that markets self-regulate to create economic and social 

wealth; not ideally, but most efficiently. The popularity of the concept to defend 

laissez-faire economics has continued despite speculation to Smiths’ motivations; 

the original phrase may have been ‘a mildly ironic joke’, not to mention the myriad 

interpretations of others (Kennedy, 2009). Specialisation in particular appears a 

central problem in resolving capitalism with sustainability, the former requiring 

that, a skilled worker focus only on their trade to reach the level required in order 

to generate a surplus, and the latter requiring that workers address the 

externalities of their labour, presumably to the detriment of their core focus and 

subsequently the surplus created. Norman and MacDonald conclude their paper 

“Getting to the bottom of triple bottom line” by suggesting that the rapid take up of 

3BL reporting has been, at best patchy and unsubstantial, and at worst 

hypocritical and counterproductive. They argue it is currently impossible to 

usefully add up and subtract all social and environmental impacts to establish net 

sums in the same manner as a financial bottom line, ultimately to create 

comparability and accountability. 

“It is relatively costless to produce these documents, and – especially if they 
are relatively vague – they do not generally open up any serious risks for a 
corporation” (MacDonald, 2003) 

Even if social and environmental accountability is possible in narrowly defined 

strands, for example“% of profits donated to charity”, “tons of Co2e emitted”, it will 

prove difficult to get the broad agreement required to bring this in line with 

effectiveness of existing accounting standards. These financial standards not only 

trace their origins as far back as Mesopotamia, 5000BC (Friedlob, 1996), but focus 

on a man-made, defined and quantifiable subject, not vast ranges of naturally 

occurring, interdependent ecosystems, social strata and groupings, and even the 

capacity of the human mind. However this ‘simplicity vs. complexity’ argument can 
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cut both ways, and it could be argued that it highlights the lack of development in 

modern societies’ measurement and conceptualization of “progress”, we are using 

ancient methods and arguments in a fragile and rapidly developing world. 
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1.3.1 OVERVIEW OF FESTIVAL IMPACTS 

Festivals are a ‘universal and ancient’ human need, according to Getz in the 

following quote: 

“The anthropological and sociological literature … is rich in its descriptions 
and interpreted meanings of festivals and other cultural productions or rituals. 
Such events are universal and ancient, forming an integral part of human 
civilisation. In many respects, participation in events is play and the 
participant finds release from daily routine and/or reaffirmation of cultural 
values.” [p334] (Getz, 2005) 

 

The motivations of festival organisers, participants and audiences, are naturally 

complex and varied, leading to a distinct array of festivals; that nevertheless fill a 

seemingly common need across all human civilization. Though overlapping, the 

motivations of organisers and audiences are well-defined enough to begin to 

differentiate, as seen in Figure 2 below. 

Figure 2 – Motivations for Festivals, Sports, Business, sourced from Getz (2005) 

Festivals 

•Lee, C et al (2004) - 
Festival motivation - 
Cultural exploration, 
family togetherness, 
novelty, escape, event 
attractions, socialization. 

• Formica and Uysal 
(1998) - Spoleto festival - 
Cultural and historical 
authenticity 

•Carlson (1998) - Gay 
and Lesbian events - 
Need for group identity 
and bonding 

 

Sports 

• Leibold & Van Zyl 
(1994) - LA Olympics - 
Visitors spent less on 
additional entertainment 
than average travelers  

•Raybould (1998) - 
Fishing event - Social and 
relaxation benefits, more 
than extrinsic rewards 

•Nogawa et al (1996) - 
'Sports for all' event, 
valued for participation, 
health, not competition 

• Bale (1989) - Mega-
events - Collective rituals 
or pilgrimages 

•Green & Chalip (1998) 
- Womens' sport event - 
To celebrate their 
subculture  

Business 

• Opperman & Chon 
(1997) - Convention 
attendees - Hearing 
experts, building skills. 
Destination image 
important, but can be 
countered by cost and 
location. 

• Ngamson and Beck 
(2000) - International 
conferences - Travel, 
networking, change of 
pace valued, but 
unfamiliarity, cost, safety 
and security issues are 
inhibitors. 
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Having set festivals apart from other events that may share some characteristics; 

we can continue to narrow investigation more specifically within the Western late 

20th and early 21st century.  

The economic impact of festivals has been a point of great interest under two main 

influences, the post-industrial development of creative industries, and the impact 

of the global recession from 2008 onwards. In 5CM terms, the literature mainly 

focuses on Financial capital, moreso than Manufactured capital, though the 

presence of festivals could help attract investment in their host locations’ 

infrastructure: venues, parks, urban spaces and so on. Social and Human capital 

may be involved, generally regarding jobs created, or broad educational benefits. 

Nevertheless, Tourism (at least Mass Tourism) itself is a relatively young area of 

study, and if we are to define it as an economic sector, it actually touches on many 

distinct and separate industries (transport, hospitality, leisure). 

Despite this investigation, there are still arguments to be made for more 

sustainable management of the financial resources festivals themselves require and 

can generate. It is generally thought that tourism will add jobs and wealth to an 

area, although, for example, international hotel and resort chains may only create 

low level jobs and effectively drain wealth from an area while denying local 

competition (Butler, 2007). Looking at this on a smaller, festival-sized scale, while 

there may be a short term uptake in local business as a result of a festival 

(particularly food, drink, accommodation, shopping), the net local economy benefit 

could also be counteracted by direct impacts such as increased traffic, road 

closures and the required spending on artists, traders and production; most of 

which we could assume leaves the area with the highly mobile talent. Furthermore, 

the proportions of ‘tourists to locals’ are expected to have a great effect on the 

balance of how the ‘total spend’ really translates into ‘total impact’, also depending 

on how the economy in question is framed (local, national, international). 

In both Rise of, and Flight of, the Creative Class, Richard Florida (Florida, 2002) 

(Florida, 2004) puts forward the argument that regions (focusing usually on cities 

and urban areas) that are likely to succeed in the coming post-industrial age are 

likely to be those that can the attract creative workers, who, as mentioned earlier, 

can be highly mobile global citizens with diminished ties to their points of origin. 

The underlying theme is that economic growth can no longer be predicted and 

developed through traditional measures; when deciding where to live, quality of life 
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is as important as the availability of work, and the scale of financial rewards 

available through it. Festivals could have a role to play in addressing the three T’s 

Florida identifies as measures of an areas attractiveness to ‘creatives’; Talent 

(skilled, educated), Tolerance (diversity, ‘live and let live’ mentality) and Technology 

(associated infrastructure and access to it).  

“Creative Britain – New Talents for the New Economy” (Department of Culture, 

Media and Sport, 2008) underlines the growing importance of the Creative 

Industries, identifying them as contributing 7.3% of Gross Value Added, and 

growing at a rate of twice that of the wider economy. Festivals fit within the 

Creative Industries definition, and it is clear that they are highly visible signifiers 

(perhaps even side-effects) of this type of activity; though it may be that other 

branches of Creative Industries are more productive, in terms of raw economic 

output such as advertising, media, software design. The twin factors of attracting 

or developing an economically powerful Creative Class, and using festivals as a 

fairly cheap vehicle for profile, city branding, tourism and urban or rural renewal 

have helped push them up the broad political ‘agenda’. 

The issue of environmental sustainability (or Natural capital) within festivals, and 

the wider creative sector, has been most recently pushed forward by not for profit 

industry think-tank Julies Bicycle. Julies Bicycle was set up in 2007, following the 

perceived backlash against the Live Earth concerts of the same year, and the Live 8 

concerts of 2005. They count among their associates a wide array of high profile 

arts, entertainment and events organisations13. 

Live Earth (2007), a world-wide mega-event (occurring in 11 cities across the 

world), followed in the footsteps of Live 8 (2005) Live Aid (1985) and other 

precedents such as the Concerts for Bangladesh (1971) or the Amnesty 

International Secret Policeman’s Ball (1976). The central theme of Live Earth was 

arguably more environmental, rather than humanitarian; though models such as 

5CM would show the inter-relatedness of many of the issues. The production of 

Live Earth was led by well known American environmentalist, ex-vice president and 

one time presidential candidate Al Gore, and Emmy award winning show producer 

Kevin Wall.  

                                           
13

 AEG Live, Ambassador Theatre Group, Artichoke, EMI UK & Ireland, Festival Republic, Live 

Nation, London Theatre Consortium,  National Theatre, Phonographic Performance Ltd, Rambert 

Dance Company, Royal Albert Hall, SJM Concerts, Sony Music, Soundcraft Studer, Universal Music, 

Warner Music, Wired Aerial Theatre. List viewed online at http://www.juliesbicycle.com/about-jb/who-

we-are on 23/1/12 

http://www.juliesbicycle.com/about-jb/who-we-are
http://www.juliesbicycle.com/about-jb/who-we-are
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It is generally thought that the efforts of latter concerts (Live 8/Live Earth) were 

met with greater cynicism than the former (Live Aid), and we could attribute this to 

a range of factors, potentially including a more saturated, cynical and hostile media 

environment (Drezner, 2007). Criticism was landed at the door of performing 

artists, whose own behaviour, can be identified as hypocritical or self-aggrandizing 

when advocating environmentally or socially conscious behaviour on the part of the 

audience. This issue created an amount of dissonance between the aims of the 

project and the behaviour of the performers; notably expressed among contributors 

to the ‘original’ Live Aid (ibid): 

“Live Earth doesn’t have a final goal... so it’s just an enormous pop concert or 
the umpteenth time that, say, Madonna or Roger Daltrey gets up on stage – 
Bob Geldof” 

“The last thing the planet needs is a rock concert – Roger Daltrey” 

Thom Yorke, a prominent rock/pop musician reasonably well known for supporting 

environmental activism, has also spoken somewhat critically of the limits of using 

grand spectacles to effect change: 

“What was really inspiring was their [Friends of the Earth] commitment to try 
and do something about it, and it’s not waving flags, or holding big concerts, 
or any of that rubbish… it’s just, behind the scenes, writing letters, hassling 
MPs.14” 

In 2008, Julies Bicycle, working with the Environmental Change Institute, Oxford 

University, published the “First Step....” report which estimated the total 

Greenhouse gas emissions (GHG) of the music industry, with a subsequent 

breakdown to contribution of festivals and large concerts (Julies Bicycle, 2007). 

Julies Bicycle has continued to support and advocate for greater efforts to be made 

within the creative industries, as well as festivals. Most notably, for the cause of 

ongoing festivals research, this has been by encouraging the gathering and 

collation of the necessary data in order to carry out individual and sector-wide 

benchmarking for festivals, and for the associated Industry Green or IG award (1 to 

3 star) based on this information; although the reports are only made public on the 

decision of the festival in question.  

A further influence, in the wider events sector, particularly in the UK has come 

from the 2012 London Olympics, and the establishment of British Standard 8901, 

to which the Olympics are (at the time of writing) to be held to as a pioneer of a 

                                           
14

 The Henry Rollins show (Episode 16, Season 1, Original air date 15
th
 July 2006, Independent Film 

Channel (IFC) 
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sustainably delivered mega-event. This standard is also being adopted and adapted 

for international purposes into its replacement, ISO 20121. Aside from bottom line 

financial savings, inter-sectoral posturing, and branding, it is speculated within the 

events sector that public contracts may in future only be available to organisations 

complying to these standards. We could assume the broad impact could, and may 

already, indirectly influence festivals’ dealings in other public realms with regards 

to licensing, policing, waste disposal or road traffic. As such, we can see that 

festivals must pay close attention to future policy and legislation. 

Throughout the publications and presentations from Julies Bicycle, a core message 

has been that the broader creative industries while a relatively low-emissions 

sector, has an increased responsibility regarding sustainability (although the quote 

below refers only to the music industry): 

“The music industry is centrally influential in lifestyle choices and therefore 
has an opportunity to be an important leader in the transformation to a low 
carbon economy, as emissions are closely tied to decisions on lifestyle.” 
(Julies Bicycle, 2007) 

Arguably this issue could also be viewed as a more instrumental motivation for the 

creative industries that, due to their codependent relationship with ‘lifestyle 

choices’, arguably need to reflect and attitudes of their customers to achieve any 

kind of success. While the focus of Julies Bicycle in these statements is on Natural 

capital, these are two important justifications that will underline much of our 

further investigation into the specific role of cultural management within 

sustainable development. However, this statement of purpose, while it gives a clear 

rationale for investigation, may underestimate the complex nature of cultural 

production, consumption and artist-audience relationships. This will be more of an 

issue regarding intangible measures such as motivations and behaviours, than it is 

with the more tangible measures such as carbon emissions and economic 

variables, though even these are generally estimates not ‘pure’ scientific measures. 

We will address the boundaries of this assumption throughout, and in the 

recommendations and conclusions.  
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1.3.2 SUMMARY OF FESTIVAL IMPACTS 

The following summarises the many ways a festival can have an impact through 

the five capitals model, both ‘positively’ and ‘negatively’; perhaps, in a more 

appropriate terminology, as ‘investments’ and ‘expenditures’. 

Natural – Festivals require the consumption of natural materials, whether through 

transport and energy, or food, drink and other amenities. Though temporary, they 

can be disruptive to the immediate ecosystem. The scale of impact may be relatively 

low when compared to other leisure activities, and while groups such as Julie’s 

Bicycle are addressing the measurement of these, it will remain a challenge for 

many to reduce total emissions in line with those set out by the Climate Change 

Act. Compared to other industrial or policy areas, leisure and cultural activities 

may be seen as unaffordable luxuries when it comes to cutting carbon, particularly 

leisure travel. 

Human – Festivals satisfy simple and complex human needs, from leisure, 

escapism, relaxation to education and self-actualisation. Though this will likely 

remain an area of debate, these should be balanced against their potential negative 

impacts: directly affected physical and mental health, as well as deeper questions 

on the aspirations of wealth, celebrity and modern disillusionment. 

Social – Festivals create large gatherings of people, along with the relevant pros 

and cons of doing so, are ‘strong’ communities fundamentally exclusive and 

homogenous, or do they discuss, share opinions and experience new cultures 

without hostility? Are these groups temporary, or do they exist outside of the 

festival? What degree of crime is present? By what measures should we consider a 

‘strong’ society, when post-modern social groups are arguably as often tied to 

communities of interest, as they are traditional communities of place, wealth, 

status, religious and ethnic background? 

Manufactured – Festivals typically rely on temporary infrastructure that may not 

be as efficient in construction or usage as other, more permanent fixtures. 

However, it may present the advantage of individual organisations not having to 

invest in costly equipment, which may be rapidly superseded in terms of suitability 

and efficiency. The comparative lack of ‘permanence’ in terms of capital and 

investment might also lead to reliance on less efficient equipment. The financial 

and time-related benefits of temporary equipment are usually key to their success, 



25 
 

whether for the organisers in set and production, signage, food and drink 

containers, or the audience in tents, clothing and other equipment.  

Financial – Festivals encourage spending and trade that might otherwise not have 

taken place. The degree to which this statement is true in every case, and 

sufficiently measurable is up for debate, though a reasonable amount of 

measurement is possible, and we can see the impact in terms of a large body of 

tourism literature of varying relevance. A more comprehensive economic 

perspective of festivals (detailing flows both in and out of an area, or the impact of 

alternative courses of action) is less common, requiring access to more sensitive 

information such as artistic budgets. This leaves a question mark over festivals 

that may have a poor impact in an area, especially in regards to public funding, 

and the internal stakes of staff and volunteers. Festivals themselves provide paid 

and unpaid work opportunities, are these valuable or exploitative? 
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CHAPTER 2: METHODOLOGY 

In this chapter, the research questions are considered in terms of their relation to a 

theoretical standpoint. This then informs the construction of aims and objectives of 

the research, leading to discussion on the specific methodologies used in the 

research. 

2.1 THEORETICAL APPROACH 

Research questions 

 

1. “What impact do festivals make in the transition towards a sustainable 

society?” 

2. “How can we capture this data, and use it to usefully inform the future 

development of festivals? 

 

5CM as a model for sustainable development has been discussed and has provided 

a comprehensive framework through which to consider the impacts of festivals. 

5CM requires a holistic approach; though each capital is distinct and can make use 

of varying measures, the interactions between capitals and the “whole picture” built 

up by the model should also be considered to realise the full potential of using the 

approach. 

The driving force behind this research, is one of underlying modernist and 

empirical ‘attention to detail’, based among assumptions of post structural ‘mess’ 

and sociological discussion on the network-dependant nature of power. Flyvbjerg 

suggests a common problem faced by the social sciences is not so much the 

nebulous definition of man itself, but of establishing social theories that parallel 

natural science theories; which are characterised as being15: (Flyvbjerg, 2001). 

1. Explicit: Available to all, not open to misinterpretation 

2. Universal: Applies in all places in all times 

3. Abstract: Requiring no reference to a specific, concrete example 

4. Discrete: Formed out of context-independent elements, not intuition 

5. Systematic: Must work as a whole, joined by laws or rules 

                                           
15

 On the development of these principles, 1-3 are proposed as coming from the thoughts of Socrates, 
4-5 are proposed as coming from Descartes and Kant, with the 6

th
 being added in the modern period. 



27 
 

6. Complete and predictive: Be able to specify variations and types of effects 

Social theories are not as strongly characterised by these factors, or may only be 

characterised by some of them, some of the time; yet we can argue they still 

produce useful knowledge and retain value especially in the real, complex and 

human-centric world. This will inform how we approach the topic, the literature, 

the methods themselves and the conclusions that are drawn. 

We are assuming a degree of bias throughout, which is not thought to be 

eliminated, but identified objectively and examined within the researcher and the 

research subjects. The nature of these biases (in documentation and data) may be 

such that it would be challenging, if not entirely fruitless, at this level to attempt to 

begin research with a pure, ‘clean slate’ of experimental research, aiming to mimic 

the approach of natural science. We will still err on the side of the quantifiable, 

mindful of avoiding Law’s ‘hideous purity’ and not becoming paralyzed by Cartesian 

anxiety. Law describes shifting, incomplete ‘ordering’, rather than fixed, complete 

‘order’ as the key target of social study and of social reality itself. Furthermore, this 

even has relevance for the targets of material study, in that materiality itself can be 

seen as a relational, social effect: “Texts order only if they are not destroyed en 

route, and there is someone at the other end to read and order accordingly.” (Law, 

1994) 

The mixed method approach fits with what Robson describes “flexible research”, 

research that can shift to accommodate both quantitative and qualitative methods, 

depending on the needs. To a lesser degree, it may be defined as “action research”, 

in that the research process in itself seeks to evaluate ‘real-world’ activity and affect 

change; to a limited degree. (Robson, 2002) The management mindset clearly 

articulated by the likes of Peter Drucker is forefront: “If you can’t measure it, you 

can’t manage it.16” The more quantifiable sections of the research will aim for what 

Peter Harper describes as “fuzzy accuracy over false precision”. (Harper, 2010) Getz 

briefly identifies the value of action research to festival management, though this 

particular research is not carried out by a researcher who, despite some 

experience, cannot claim to be a professional festival organiser: 

                                           
16

 Although this is thought to have been originally stated by Lord Kelvin, and has possibly been 

misattributed to Drucker, it nevertheless demonstrates the importance of performance indicators and 

pragmatic research to management. 
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“Action research is very useful in the events field…It is different from ‘process 
evaluation’17 in that the programme or initiative is ongoing and continuously 
improved. The programme manager is the evaluator.” (Getz, 2005) 

Addressing the ‘real, direct’ needs of festival organisations is central. In a 

comparatively under-researched and primarily vocational area, a purely theoretical 

project is felt to be less likely to lead to any short or medium term progress; though 

the recommendations will certainly consider future, hypothetical cases, scenarios 

and trends. Furthermore, festival studies themselves remain a relatively poorly 

defined field, where pure theory may be more appropriate within the individual 

disciplines or discourses, activities or participant groups, rather than the whole. 

The exploratory approach will, deliberately, generate many recommendations for 

areas of further research and action, using the data collected to provide 

groundwork or indication of what these initiatives might accomplish. 

  

                                           
17

 Process evaluation is defined by Getz in the context of event studies as ‘Regular internal evaluation 

of all the management functions.” 
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2.2 AIMS AND OBJECTIVES 

Aims: 

To investigate festival impacts through the Five Capitals model of sustainable 

development. 

Objectives: 

 To develop a framework for festival evaluation and test its suitability with a 

variety of festival types. 

 Review the existing literature, with a specific aim to identify commonly used 

methods to guide the development of the framework. 

 Source, analyse and combine numerous, varied sources of quantitative data 

into the framework. 

The research will employ mixed methods. Research question 1 (RQ1) will require a 

qualitative, exploratory approach, whereas RQ2 will begin to apply new and 

existing findings in a quantitative way. This is summarised below in Figure 3. 

  

 

Figure 3 - Research approach diagram 

 

 

  

RQ1 

• Documentation and secondary 
data 

 

•Interviews with stakeholders: 

• Organisers 

• Workers/volunteers/traders 

• Local authorities 

• Membership organisations 

• Audience members 

•(Section 2.5.1-2.5.2 for more 
on interviews) 

RQ2 

•Data analysis 

 

•From primary data (Maughan & 
Fletcher reports) and findings 
from other literature. 

 

•Audience questionnaires 
typically a key source of data 

•(Section 2.4.1-2.4.2 for more 
on questionnaires)  

Summary of findings, conclusions and recommendations 

5 Capitals 

considered 

separately 

5 Capitals 

considered 

together 
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2.3 LITERATURE REVIEW 

The literature review for this research has formed an integral part of the whole 

process; there is no standalone literature review, though a review of the literature 

has been carried out in a thematic method. This is as opposed to a chronological 

review or a systematic review, though the first three chapters are more traditional 

(chronological) in this sense. 

The introduction, Chapter 1 focuses on the developing environmental and 

sustainability discourse, followed by methodological and wider social sciences texts 

in Chapter 2, and festivals and events specific literature in Chapter 3. Chapter 4, 

the body of the thesis, addresses literature under each of the five capitals as they 

are addressed: Natural, Human, Social, Manufactured and Financial. These formed 

the broad themes under which individual literature searches and reviews were 

carried out. Overall it is felt that this approach was appropriate for a project that 

needed to consult a wide array of sources; from primary data and grey literature, to 

academic sources from a variety of disciplines. While a more focused, critical 

approach could be taken to sources within any individual theme, the 

developmental aims of the research limited the depths of cross analysis possible. 

However, it is felt that a sufficiently wide range of sources were consulted 

objectively and engaged with in some detail. 

Natural: A key text here was Sustainable Events Management by Jones (Jones, 

2010), as perhaps one of only a handful of comprehensive textbooks on the topic of 

(primarily) environmental impacts of events and festivals. The author has a 

substantial industry background in this area and the text incorporates a range of 

international case studies and event types. A number of reports from Julies 

Bicycle, as the principle UK (and arguably international) source of environmental 

advocacy and research for the creative industries were also consulted. Reports and 

raw data from government agencies were used, principally DEFRA covering waste, 

energy generation and usage, and Water UK for water, respectively.  

Human: The historical changes in legislation were a key area of investigation here, 

particularly regarding sports and alcohol licensing. A relevant section of The 

Encyclopedia of World Sports (Johnes, 2005) provided a sufficiently detailed history 

of ‘pre industrial’ sports for a non-specialist, and Abels’ paper on the ‘Gin Epidemic’ 

provided insight into the social issues surrounding the first legislation of alcohol. 

(Abel, 2001). Events licensing is a more contemporary area, with a range of 
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journalistic sources being consulted, however McKay’s ‘Senseless acts of beauty’ 

provided a considered yet objective account of the free festival culture as a whole 

(McKay, 1996). A wide array of emergency medicine journals were available to 

provide information on health issues relating to events and festivals; and news 

coverage of ‘event catastrophes’ were fairly thorough, at least regarding headline 

figures. Finally, regarding the non material impacts of cultural activity, a wide 

range of literature is available, and events and festivals related literature was 

focused on here, particularly Getz’ Event Management and Event Tourism which 

covered and synthesized a range of other literature on the broad topic of audience 

motivations (Getz, 2005)  

Social: This capital presented perhaps the widest possible range of approaches to 

take. The section on Crime drew from Kyungmis’ paper on socio-economic benefits 

of festivals events, which included negative social impacts (Kyungmi, 2003), while 

data was drawn in from news reports and the Office for National Statistics. News 

sources and festivals own reports were used for the sections on Volunteering and 

Charitable donations, as well as data from National Council for Voluntary 

Organisations. A wide range of sociological perspectives were also consulted for the 

more ‘Macro’ level discussion on this capital, including political science (Putnam 

and Huntingdon) semiotics (Bakhtin and Zizek) Marxism (Debord, Adorno and 

Marx) and post-structuralism (Baudrillard).  

Manufactured: Literature here focused on industry reports, mainly from 

manufacturers themselves (Eurospan, Steeldeck) or trade associations (Production 

Services Association), and some news sources. Papers by Hocking presented clear 

and fully considered analysis of the use of various materials (Hocking, 1991) which, 

while covering a substantial relevant area themselves, also helped inform the 

researchers approach taken to other materials such as Aluminium and PVC. The 

policy perspective was provided by governmental bodies such as DEFRA, the House 

of Lords science and technology committee and the independent (though receiving 

public funding) Waste Resources Action Programme (WRAP). Penzel provided a 

valuable and seemingly rare historical perspective on the development of 

production equipment (Penzel, 1978). 

Financial: Financial data and literature can be found throughout much of the 

previous discussion, however in this section it was the central focus. The field 

theory of creativity helped address the challenging topic of the financial value of art 
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or culture itself (Csikszentmihalyi, 1996) Getz and Owen provided a summation of 

typical approaches, and associated risks, to the effects of festivals and mega-events 

on economies. (Getz, 2005) (Owen, 2005) The Burns Owen Partnership (BOP) 

consultancy are particularly active in this area, with their study of the 11 

Edinburgh festivals one of the largest of its kind at the time of writing (BOP 

Consulting, 2011); BOP have also helped produced a guide for Arts Council 

England on the topic of measuring economic impact in the arts. (Arts Council 

England, 2012) Further, principally micro-economic models were suggested by the 

New Economic Foundation, and discussion in a policy context was recent 

documents from the Department for Communities and Local Government and the 

Local Government Association. Finally the work of Harvey helped conclude this 

section, and indeed much of the research, framing our discussion on capitals, 

values and the creation/destruction of both within a political economic approach. 

(Harvey, 2006) 

A particular gap in the literature is arguably identified in the reports of festivals 

themselves. Festivals that regularly publish annual reports (on any topic, let alone 

a comprehensive or integrated report) are limited. Impact studies are relatively 

popular, however it is expected that their investigations generally focus on the 

positive. While this alone does not dismiss their utility (and is a debatable 

generalization within itself), it has required close reading and analysis to ensure 

comparable variables are drawn out. This small amount of ‘festival specific’ 

literature has been reviewed with a much more systematic approach, by 

comparison. However, the principle use of this was to inform the development of 

the framework, rather than to critique the ‘field’ as a whole.  
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2.4.1 FESTIVAL REPORTS 

The following tables summaries the festival reports used, the authors/researchers 

involved, and the years covered. Throughout this research specific cases will be 

referenced by the associated code (SSW) and where necessary the year (SSW10) – 

eg: Summer Sundae Weekender 2010. 

The reports in Figure 4 were collected and used over the course of the research to 

inform the overall development of the framework. Data and findings were collected 

in a spreadsheet. Original data from Maughan & Fletcher reports were available for 

primary analysis, whereas other reports generally only made final results available. 

Festival Code Author/s 

Summer Sundae Weekender SSW 

Maughan, C & Fletcher, R, De 

Montfort University 

Big Session Festival BSF 

Leicester Comedy Festival LCF 

Leicester Caribbean Carnival CARN 

Secret Garden Party SGP 

Green Light Festival GL 

Shambala SHA Self reported, Harper. P 

Glastonbury GLAST Baker Associates, Julies Bicycle 

Isle Of Wight IOW Prior. L, Eco action partnership 

T In The Park T Ekos consultants, Scottish Enterprise 

Edinburgh Fringe EDFRINGE Burns Owen Partnership 

Notting Hill Carnival NOT London Development Agency 

V Festival (Chelmsford) V East of England Tourism 

Brighton Festival and Fringe BRI Sussex Arts Marketing 

Figure 4 - Summary of festival reports used in research: festivals and authors 

Further descriptive details on the festivals can be found in Appendix A: 

Background of the festivals, along with full references for the reports used. Not all 

the reports used in the data gathering process have been directly cited, so may or 

may not appear in the main bibliography; but all have been included in Appendix 

B: Festival reports used. 
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Figure 5 summarises the editions or years of each festival from which data has 

been collected. 

 

  

Festival 2012 2011 2010 2009 2008 2007 2006 2005 2004 

SSW          

BSF          

LCF          

CARN          

SGP          

GL          

SHA          

GLAST          

IOW          

T          

EDFRINGE          

NOT         (2002) 

V          

BRI          

Figure 5 - Summary of festival reports used in research: years of research 
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Figure 6 summarizes the audience sample sizes achieved in each report. This 

method was the most common, but not necessarily the sole research method used. 

Furthermore the audience of the festival were not necessarily the sole ‘target’ of 

research, which often also included traders, businesses, volunteers and 

participants. A ‘*’ indicates the report used did not include an audience survey, and 

a ‘?’ indicates no sample size was reported in the documentation available. 

Figure 6 - Summary of festival reports used in research: audience survey sample sizes 

  

Festival 2012 2011 2010 2009 2008 2007 2006 2005 2004 

SSW  1084 944 1144 1180     

BSF   938 652 530     

LCF  993 810       

CARN  213        

SGP    2020      

GL 95 79        

SHA  Carbon footprint reporting, self reported & Harper. P *    

GLAST   Julies Bicycle, IG report *  

Baker 

Associaties: 

‘Over 2500 

responses’ 

   

IOW   
Eco Action 

Partnership 
      

T  

Ekos 

Consulta

nts ? 

     

Ekos 

Consulta

nts ? 

 

EDFRIN

GE 
  

BOP Consulting: 

2167 responses 
      

NOT         

944 

respond

ents 

(2002) 

V       

‘Around 

1500 

respons

es’ 

  

BRI         

‘Around 

1500 

intervie

ws’ 
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2.4.2 QUESTIONNAIRES 

While it is beyond the scope of this research to fully critique the methodology used 

in each report, some comment is appropriate on common factors.  

The most common approach was of quantitative data collection from the audience 

via a self-completion or administered questionnaire. Samples of questionnaires 

used can be found in Appendix D: Sample audience questionnaires used. 

The reports using this approach were generally carried out by commercial 

consultants, academics or festival staff, who we are generally assuming were 

capable of avoiding the following errors: 

Insufficient sample size – though this will vary from festival to festival it was 

generally noted most reports achieved a sample size between a high of roughly 

2000 (Secret Garden Party, approximately 10% of the audience) and around 200 

(Leicester Caribbean Carnival, approximately 1% of the audience).  

Non-representative sample – certain individuals in the audience may be (for a 

variety of reasons) much more likely to respond than others, though reasonable 

efforts seem to have been made in all research processes to encourage response 

directly and not leave it entirely to the audiences own motivation. Prize draws were 

generally used. 

Errors in validation/data checking – it is assumed most reports used commonly 

available software packages or the services of a data entry firm to input and verify 

data to a high quality. In the case of web-based questionnaires or with 

administered questionnaires (interviewing audience members) some error of this 

sort may have less of an effect.  

Organisation reporting – where it has been possible to establish the spending of 

an organisation, to add to the total economic impact, this assumes the organisation 

has accurate accounts or has not otherwise misreported these figures. 

Environmental impact - may rely on the audience questionnaire as above, to 

gather travel data, but the organisation itself needs to monitor fuel use, waste, 

water and other energy consumption. These results then are applied to the 

appropriate emissions factors. Complications include the accuracy of reporting 
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various vehicle details (engine size, fuel type) as well as establishing or estimating 

the distances travelled (generally using postcode data). 

Economic multipliers – while the value of multipliers is thought to help 

realistically model the further effects and ‘true’ impact of economic activity, we have 

generally avoided their use in this research. They can be easily added to the gross 

economic data by those who may wish to. Few, if any festival-specific multipliers 

exist, and it is not the purpose of this research to attempt to calculate a series of 

appropriate multipliers for the variety of types and locations of festivals involved. 
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2.5.1 INTERVIEWEES 

Interviewees were largely selected from previous contact with the researcher, from 

an initial draft list of nearly 60 individuals. After initial consideration, this was 

consolidated to around 25 individuals who were selected for contact. 14 interviews 

were carried out, as displayed in Figure 7. 

Name Organisation Date of interview 

Chris Maughan De Montfort University, Associate 

Research Fellow 

30th May 

Geoff Rowe Dave’s Leicester Comedy Festival, 

Director 

7th June 

Prof. Paul Fleming De Montfort University, Director of 

Sustainable Development 

26th June 

Jon Croose Community artist, stage manager at 

Glastonbury festival. University of 

Exeter, Phd student, ‘Practices of 

Carnival’ 

28th June 

Chris Johnson Kambe events, Shambala Festival, 

Director 

5th July 

Jude Smith De Montfort University, Msc 

student, ‘The energy consumption 

of festival bars’ 

1st August 

Dr. Anne-Marie 

Quigg 

Independent, culture sector labour 

researcher 

8th August 

Ben Challis Independent, associated with  

Glastonbury, Co-Founder of A 

Greener Festival 

8th August 

Ben Marchini De Montfort University, Phd 

student, ‘Monitoring electrical 

generation and consumption at 

festivals’. 

15th August 

Eleanor Mottram Greenbelt Festival, Programme 

director 

31st August 

Steve Wild Virtual Festivals, Chief operations 

officer 

5th September 
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Laura Pando Festival Republic, Sustainability 

coordinator 

15th October 

Claire O Neill Association of Independent 

Festivals, General Manager, Co-

Founder of A Greener Festival 

15th October 

Catherine 

Langabeer 

Julies Bicycle, Operations manager 15th October 

Figure 7 – Table of interviewees, organisations and dates of interview 

It was necessary during the research process to reexamine and adjust this 

approach frequently, to account for availability and to achieve the necessary range 

of perspectives and expertise. All respondents were sent the “information pack” 

(Appendix C: Interviewee information pack) before interviewing which contained an 

outline of the research project and relevant ethics/privacy documentation.  

2.5.2 INTERVIEWS 

A loose script was drawn up, with a focus more on prompts than specific data 

gathering. Additional prompts were prepared for each individual, where a specific 

issue was desired for investigation. These were communicated in advance, to give 

the interviewee time to consider their responses and prepare any specific records or 

data. The six key points of discussion were: 

1. Definitions of festival and success 

2. Challenge of impact and measurement 

3. Decision making and stakeholder relationship 

4. Wider influence and policy 

5. Five Capitals Model 

6. Future challenges 

Appendix E: Interview questions presents a more detailed breakdown of questions 

asked. This was not a strict script, as the interviewees often had varying expertise 

in particular areas, however it did assist in ensuring these key topics were covered 

in all interviews. 

Additional detail on how the interviews were carried out is given below in Figure 8: 

Additional detail on interview methods 

A typical session was 40-60 minutes, with the shortest being around 30 minutes, 
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and the longest being nearly 120 minutes. 

The sessions generally took place in their own private offices or public areas such 

as cafes’. It was not felt that the atmosphere (in either case) was such that the 

interviewees felt uncomfortable or unable to divulge any sensitive information in 

any case. Interruptions were very infrequent. 

9 interviews were carried out in person, and were recorded via the relevant function 

on a mobile phone. The quality proved to be sufficient for later review and further 

note taking, even in noisy areas. If more were to be collected, better equipment 

might have been advisable. Written notes were taken at the time as well. 

5 were carried out via phone, due to lack of the necessary connecting equipment, 

no audio recording was made: just written notes. 

Figure 8 - Table of interview method detail 

Notes on the challenges faced 

The research aimed to balance a quantitative, data-heavy approach with a 

qualitative, interview-based approach. As such, it is expected that either element 

could be found lacking, though this should be avoided providing reasonable and 

pragmatic objectives are set. The research successfully gained the quantity of 

interviews sought (14, of an initial target of 10-15) though it is harder to say 

whether the necessary quality and range of perspectives was achieved. ‘Missing’ 

data and viewpoints will be discussed throughout and in the conclusions. 

The value of the interviews tended towards the sense-checking of the framework 

and its goals and the broad investigation of a range of festivals and viewpoints. 

Realistically, this could not hope to be a comprehensive picture of the already 

diverse and disparate festival sector, though it should aim to be balanced. Broadly, 

it is felt this was achieved, though the general understanding of sustainability (as 

an overall concept) generally tended to err towards environmental measures. In 

terms of contrasting opinions, the interviewees tended towards the supportive 

rather than the conflicting; regarding the philosophical stance and ethical 

implications of the research. However, given the reflective nature and 

developmental goals of the research little in the way of concrete, immediate 

decisions are expected, so perhaps it is unlikely that widely contrasting opinions 

would be found at this stage; partly as a virtue of having been selected for, and 

agreeing to, interviews. 
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2.6 PERSONAL KNOWLEDGE 

Finally, the researcher had worked in and around a range of festivals for 

approximately 7 years prior to the commencement and at points during this 

research. This will become apparent when drawing in previous research reports 

and associated data (discussed in the previous section), though aside from this, the 

following additional sources of informal research and insight are felt to have been of 

value and some influence to the project overall, displayed in Figure 9 below. 

Additional informal research 

Attended and/or presented at conferences: British Arts Festivals Association 

conference and roadshow, Association of Festival Organisers, UK Festival Awards, 

Cultural eXchanges, Arts Development UK, Green Events and Innovations, Global 

Events Congress 4: Leeds Metropolitan University 

Worked as a freelance technician on festivals: Summer Sundae Weekender, Big 

Session Festival, other large events and venues. 

Volunteered at festivals: Edinburgh Fringe, Latitude, Strawberry Fields Festival, 

Great Dorset Steam Fair, Riverside Festival 

Worked with and evaluated the Face Your Elephant science and engineering public 

engagement project at festivals. 

Produced two transport guides for Leicester Comedy Festival focusing on audience 

transport emissions and cycle advocacy. 

Arranged and recruited for volunteering at festivals: Summer Sundae Weekender, 

Big Session Festival, Latitude, Leeds, Reading, Big Chill, Glastonbudget. 

Volunteered as a core team member on the development of Greenlight festival. 

Figure 9 - Additional informal research 
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2.7 INITIAL FRAMEWORK 

Figure 10 summarises the measures or areas of investigation that will inform the 

framework and will be revisited when concluding the research. The framework 

below presents what are expected to be key areas of investigation or discrete 

measures within each capital. It is primarily presented here to give an overview 

before the detailed investigation and discussion on individual capitals, and the 

numerous sections within, begins.  

Initial framework: 

Natural Human Social Manufactured Financial 

Emissions from 

organisers 

Injuries Crime Raw materials Organisation 

spend 

Emissions from 

audience 

Educational Charity Energy efficiency Audience 

spend 

Water use Emotional, 

spiritual 

Volunteering Lifespan of 

equipment 

Jobs, wages 

Figure 10 - Initial framework 
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CHAPTER 3: THE CONTEXT OF FESTIVALS 

This chapter will define cultural festivals, the contemporary market they both 

inhabit and constitute, and the public policy context. We will also discuss the 

research context of festivals, regarding the array of gray literature and reports that 

exist. We conclude that for the purposes of this research, various limitations will 

affect our approach to selecting cases for deeper investigation. 

3.1 HISTORICAL CONTEXT 

Festival is a singular definition given to a large range of celebratory events18. What 

festivals have in common, is an important role in societies and communities 

around the world, perhaps as much as for ‘what they are’ (celebrations, leisure, 

opportunities to socialise, cultural showcases) as ‘what they offer’ (tourism 

industry, expression of community heritage, publicity for initiatives/causes). 

Fundamentally, they present a relatively short window of time which has been set 

aside for participants and performers to create and experience something ‘other’, 

something not of the day-to-day. Their temporary nature makes them distinct to 

other cultural organisations that operate in a more continuous manner, such as 

museums, galleries, venues and theatres. There is no strict definition and many 

organisations will operate in some capacity all year round, even if they only 

produce festivals for a fraction of the days in a given year. This ‘compressive’ nature 

defines perhaps their most important features; the desire, and ability, to focus 

resources into a defined period, and to develop a greater critical mass of 

participants and performers as a result. 

Festivals in some form have existed since ancient civilization, and evidence exists 

from the Bacchanalia of Rome (circa 100BC), the Dionysia of Greece (circa 500BC) 

and Heb-Sed festivals of Egypt (circa 2600BC). Within the context of this research, 

the historical evidence certainly is confirmation of the ‘ancient and universal’ need 

                                           
18

 From observation they can be free, charged for, based in urban venues, Greenfield sites, for a 

hundred or a hundred thousand people, hours long, months long, a single event, a series of events, at 

regular intervals or a one-off, secular or religious, for charitable purposes or private profit, for cultural, 

intellectual, social or political purposes, and can centre around cultural activities such as dance, film, 

music, literary, visual arts, culinary, discussion, participatory, processional and all the sub-varieties 

and genres within these. For the purposes of definition, events that are better described as 

conferences, private events, sports events or trader/collectors fairs will be excluded though arguably 

they contain some festive or festival elements. 
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for festivals, but would provide little in the context of this research due to the vastly 

differing economies and societies of the time, not to mention the additional 

difficulties the historical, and indeed archeological, context would present in 

gathering data. A similar justification may be used in regards to festivals that have 

their roots in a significantly different time period: Venice Biennale (1895), Puck 

Fair, Ireland (1613), Carnival of Binche, Belgium (14th Century), yet remain in 

existence today. The late 20th and early 21st century has been identified as the time 

period in which the research will be focused. Geographically, the research will 

focus on the UK, though reference to the broader Western world at times is felt to 

be appropriate. 

The Latin derivation of ‘festival’ comes from two terms for festive events that have 

since generally combined; festum ‘public joy, merriment, revelry’ and feria: 

‘abstinence from work in the honor of the gods’. Pluralisations of each, festa and 

feriae, indicate that some festivals were likely to last several days and contain many 

events. Falassi, drawing from anthropology, social psychology, comparative religion 

and folklore comes to the conclusion that a festival is: 

 

“a periodically recurrent, social occasion in which, through a multiplicity of 
forms and a series of coordinated 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 worldview.” (Falassi, 
1987) 

 

The social functions and symbolic meanings produced by the festival are identified 

as closely related to the underlying values of the community, who cumulatively use 

the event to assert their ideology, social identity and historical continuity. 

3.2 FESTIVAL RESEARCH 

While it has been established earlier that the term ‘festival’ and ‘cultural festival’ 

encompass a wide range of distinct events, the purpose of this research is not to 

develop a full, exhaustive typology of festivals. However, it remains necessary to 

address this definitional issue to provide a workable focus for research, and to 

elaborate on the reasons for omission and inclusion. 

To begin with, the larger and more influential a festival is, the more likely it is to 

have attracted previous research, or to have had some aspects of it recorded for 

future use. This will bias, at least the more specific findings, towards “larger and 
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more influential festivals”, or those with a more dedicated approach to recording, 

research and evaluation. The framework developed is not aiming to be of exclusive 

value to any particular type of festival, though it is acknowledged that those chosen 

in development could introduce bias. 

Whether audience, organiser, or participant/performer, the associated timescale is 

of importance when framing festival impact; at what point does a member of the 

general public become an audience member, and as such, the point at which we 

begin measuring their impact or the impact of the festival on them? This has a 

more ‘diffuse’ importance when considering human or social impacts, which may 

last, at least as dim memories, for the lifetimes and beyond of all those involved, 

and even of those not directly involved. When measuring emissions, spending or 

infrastructure, the scope is of far greater importance; the cause-and-effect 

relationship is more distinct. We are looking for impacts that have a strong causal 

link to the festival, for example in the case of audience transport; where it could be 

argued that the festival organisers bear limited responsibility for the transport 

choices of their audience. Nevertheless, the motivation for a defined journey can be 

clearly argued to occur due to the event itself. The main purpose of this kind of 

semantic clarification, though it does nothing to change the end result (as far as 

the wider environment or economy is concerned), is to help ensure the elimination 

of biases in attribution of positive or negative impacts, when crediting (or 

discrediting) festivals with various effects. 

‘Festivalisation’ or ‘Eventification’ (Haupfleish, 2007) as a concept is a useful 

framing issue to consider in any contemporary investigation into this area. The 

wider perspective suggests that industrially-declining cities and regions may act to 

exploit their cultural resources in order to compete for investment, talent, social 

cohesion, and to ultimately avoid becoming ‘no-where towns’ (Kunstler, 1993) 

(Florida, 2002) As a result of these pressures, festivals (and the cultural sector in 

general) may be at risk becoming inappropriately professionalized, or less 

‘authentic’ and more likely to be specifically adopted or developed with the primary 

expectation that they will act as vehicles for achieving various socio-economic or 

political aims. This would seem to run counter to the origins of many festivals, or 

any festive event, as a reflection of the deeply embedded ‘playing culture’ among a 

given community (Sauter, 2004) and an opportunity to invert the status quo 

(Bakhtin, 1984). This research itself could be seen as an encroachment of 

modernity on their deliberate chaos, and complicit in a utilitarian, mechanistic 
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perception of festivals. The scope of the aims and objectives set out, as well as the 

theoretical standpoint and critical approach are felt to take these concerns into 

account, and will address the issue of research quality and ‘suitability’ in various 

cases. 

Regarding existing studies and literature, a benchmark literature review by Getz 

(Getz, 2010) covering 423 English language research articles, gives a feel for the 

themes present in the literature. Grouping the articles by ‘outcomes’ gives the 

following result, in order of most to least published literature:  

 

- Economic impacts 

- Social and cultural impacts 

- Personal impacts 

- Image/place marketing 

- Urban development 

- Environmental impacts 

 

This clearly demonstrates where the prevailing focus has been, though Getz notes:  

 

“Increasingly, a Triple-Bottom-Line approach to impact assessment is 
becoming the new paradigm, although it is in some respects in direct conflict 
with the prevailing instrumentalist approach to festival tourism.” (ibid) 

 

This research aims to contribute towards original knowledge in this area, and fits 

with what Getz identifies as gaps in the existing research. These gaps include 

assessing outcomes through a Triple Bottom Line approach, using a longitudinal 

and multi-case approach to festivals to help establish developmental principles 

(‘evolution’) and identify environmental influences, and using an interdisciplinary 

approach which does not restrict investigation to a single epistemological paradigm.  
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3.3 ATTENDANCE MONITORING AND REPORTING 

In the context of festivals, and the framework to be considered, the factor of 

attendance will be considered independently of the headings used in 5CM. This is 

due to its overarching importance to each capital, and its fundamental nature in 

the definition of festivals. 

The precise measure of individuals at an event can be frustratingly vague. The 

famous Woodstock festival, for example, may have drawn double the already 

considerable level of attendance anticipated (from 200 to 400 thousand19): resulting 

in a scenario where ticketing was impossible and a decision to allow free entry was 

made, if not forced. We can assume that a rigorous measure of attendance is not 

always required for a festival to be considered a ‘success’ and may be under or 

overestimated for various reasons: 

“…The meeting we had with [anonymous] where they said the attendance 
figure of 20,000 was effectively made up to make sure the lower licensing fees 
were paid…what’s the impact of that when it comes to calculating the 
economic, or any other kind of impact?” - Christopher Maughan, Interview 

Indeed, the definition of success varies, and to use example of Woodstock again to 

reinforce the point, as a result the organisers were left with a financial debt 

estimated to have taken 10 years to resolve, somewhat betting that the associated 

film rights would make up for the financial losses of the festival20. The broad 

differences between free and paid festivals are discussed as regards estimates of 

attendance:  

Free and unticketed festivals: Attendance may be estimated by emergency 

services to inform their planning, however this is not required to be scientifically 

precise. Methods vary, though the principle is often based on sampling a given 

physical area of the site and extrapolating this to account for the whole site. This 

figure may be of the site at its ‘peak’ and tells us little else about the flows and 

dwelling time of individuals. In the case of multi-venue festivals, unless all venues 

have some reliable capacity to track attendance, and the festival is capable of 

gathering and compiling these records, only rough estimates will be available. 

                                           
19

 BBC News “On this day: Woodstock music festival ends.” originally published ?, viewed online 

05/01/2013 at: 

http://news.bbc.co.uk/onthisday/hi/dates/stories/august/18/newsid_2760000/2760911.stm 
20

 McClatchy Washington Bureau, “Woodstock: How pot-fueled talk led to the greatest concert ever” 

originally published 13/08/2009, viewed online 05/01/2013 at: 

http://www.mcclatchydc.com/2009/08/13/v-print/73676/woodstock-how-pot-fueled-talk.html 

http://news.bbc.co.uk/onthisday/hi/dates/stories/august/18/newsid_2760000/2760911.stm
http://www.mcclatchydc.com/2009/08/13/v-print/73676/woodstock-how-pot-fueled-talk.html
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Paid and ticketed festivals: While some record of attendance is clearly possible 

due to the financial transaction, this information is generally held as confidential, 

unless the organisers publicly announce it is ‘sold out’, or that it is increasing 

capacity from year to year. A box office system and a secured site make it much 

more likely that individuals are reliably counted in and out. A small margin of error 

can remain; ticket-buyers may not attend, or may choose to leave early for a variety 

of reasons. Emergency services may rely on this data in conjunction with their own 

estimates.  

Size and types of activity: For very small events (under 500 attendance, lasting 

no more than a week) no licensing is required, above this, the minimum required in 

the UK is a Temporary Event Notice. If an event includes licensable activities (and 

is above 500 attendance), most relevant being ‘the sale of alcohol by retail’ and ‘the 

provision of regulated entertainment’ then failure to consult with the relevant local 

authority may result in a breach of the Licensing Act 2003; a fine of up to £20,000 

and/or up to 6 months imprisonment. 

The matter of accurately measuring attendance could be a research project of its 

own, but care has been taken to ensure that the best estimates available have been 

used, where possible based on ticket sales and event length, giving a measure of 

person-days (1 person for 3 days = 3 person-days) which is generally applicable 

across all types of event or festival, though further discussion on this point will 

take place when necessary. 
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CHAPTER 4: FESTIVALS IMPACT ON THE FIVE CAPITALS 

This chapter will discuss in depth the various indicators used to construct a five 

capitals model of festival research. Each section will be justified from a theoretical 

and practical standpoint to develop a balanced and realistic framework, and will be 

summarised appropriately to draw out the key issues that will be taken forward in 

the development of the framework. The initial framework is presented again below 

in Figure 11: 

Initial framework: 

Natural Human Social Manufactured Financial 

Emissions from 

organisers 

Injuries Crime Raw materials Organisation 

spend 

Emissions from 

audience 

Educational Charity Energy efficiency Audience 

spend 

Water use Emotional, 

spiritual 

Volunteering Lifespan of 

equipment 

Jobs, wages 

Figure 11 - Initial framework 
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4.1 NATURAL CAPITAL 

“As people move away from the land, they become less and less mindful of 
the degree to which we are still totally dependant upon the natural world for 
energy, resources, food, fibre, water and so on. One way of describing that 
bounty from nature is ‘natural capital’ – and they way in which we now 
manage that natural capital is the biggest single determinant of whether a 
better life awaits us or a very much grimmer one.” – [p123] (Porritt, 2005) 

 

All human activity, including festivals, requires some source of natural capital, 

whether as basic as air, water, food and fibre or as advanced as the use of fossil 

fuel energy for transport, utilities and heat. Festivals require a location or site in 

which to occur, which (typically for rural, Greenfield events) may be an ecosystem 

temporarily altered or adapted for the introduction of large populations; or 

(typically for urban, venue based events) may itself have required the use of natural 

capital stocks. The production of the event almost assuredly requires energy for 

lights, sound and so on; fuel for food preparation, wood and paper fibres for print 

advertising materials and signage/set, and the transport, packaging and storage of 

all the above. This use of natural capital immediately appears to peak at the time of 

the event itself and continues to take place at a low level in the ‘off season’, for the 

long term preparation; office running costs and business travel. Our primary focus 

here will be on energy related Co2 emissions, with physical production being 

addressed under manufactured capital. 

In the course of attending the event, the audience will at least require transport, 

food and drink, as well as a growing array of services offered at the events; from 

textile clothing and crafts, to phone charging, mobile and internet access, shower 

facilities, laundry, tattooing, massage and other therapies. In comparison to the 

production of the event, the audience consumption of natural capital almost 

entirely occurs during the event, and the short run up and subsequent tail off 

surrounding it. Festivals aiming to reduce their environmental impact, are, on the 

surface identical to many organisations, generally to reduce usage, replace or even 

enhance the natural capitals that are diminished through the existence of festivals.  

The net impact, whether positive or negative, places mankind in a balancing act. 

Through the course of our day to day lives, we may be incrementally destroying our 

own habitats. The response to this is often either to trust that technological 

development will make a similar lifestyle possible, without destroying the habitat; 

perhaps even to the degree of wide scale geoengineering, or to shift to a significantly 
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different lifestyle that does not place the habitat at risk. The 5CM model espouses a 

reform from within agenda, perhaps in response to more radical environmental-

anarchism that, for many would be undesirable both in terms of its end goal and 

the speed at which it might take place, a near total rejection of Western lifestyles 

occurring at a destructive and violent pace. The absence of this revolution we can 

take as an indicator that many in the West are at least superficially happy with 

their lifestyle, or that the incentive for change is currently greatly limited. 

  



52 
 

4.1.1 FUEL FOR ENERGY 

Electrical energy is generally required for what we could class as production and 

non-production elements, where production elements relate to any aspect used in 

the direct production of the cultural or artistic activity at the core of the event. Non-

production, then, is the “non-artistic” peripheral activity that has a more enabling 

role. A general definition is given in Figure 12: 

 

Figure 12 - Production and non-production energy 

Overall, the purpose of splitting energy usage here, is that festival organisers may 

hold them to different standards, one is a part of the cultural activity, one is 

peripheral. It is assumed that elements considered more central to the activity will 

have less pressure to change methods, as this may affect the core appeal of the 

event. 

As the primary focus here is on electrical consumption, this leads us to a 

comparison of the various options available to festival organisers and some of the 

pros and cons of each. 

Grid supply: To begin with a short definition; an ‘electrical grid’ (of power stations, 

substations and transmission lines) can be defined by offering a high degree of 

redundancy, as the end users access to supply is less likely to be affected by a 

failure in a single power source or connection. As such, the grid offers significant 

advantages in terms of reliability, but typically rare if not almost entirely 

inaccessible to many Greenfield events. Outdoor areas, such as plazas or squares 

in urban centres may have built-in fixed access points specifically designed to 

Production 

•Part of the activity 

• 'Artistic' 

 

•Stage lighting 

•Sound 

•Video 

•Pyrotechnics 

•Staging, props 

 

 

Non-production 

•Peripheral to the activity 

• 'Functional' 

 

•Non-stage lighting 

•Heating/cooking 

•Food/drink 

 

•Infrastructure such as: 

•IT, Communication, Radio 

•Security 
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support festivals among other civic events. The requirements of productions can 

vary greatly, so the built in supplies are rarely guaranteed to be available for every 

requirement; even in an urban setting additional generators may be required for 

flexibility. In terms of emissions, a variety of standard estimates can be used 

depending on tariff, though the reality of the situation and the overall efficiency of 

the local grid is rarely investigated, perhaps only, for the festival organisers, in the 

case of a fault. Finally, although the accessibility of grid power in some urban or 

peri-urban areas would seem to make it an ideal choice for the non-specialist 

festival organiser, it may be the case that a standalone generator requires less 

technical knowledge and overall is easier to manage than ‘tapping into’ less familiar 

supplies.   

Oya Festival, Norway, is a large music festival in an urban environment (Oslo) and 

invested, with the municipality, €200k in the necessary infrastructure to connect 

the festival to the local grid. This has reduced carbon emissions from energy by 

80% and is projected to have recouped the initial investment within 5 years. 

(Barras, 2011) More rural festivals will struggle to implement much in the way of 

costly infrastructure that has to be maintained and secured all year round; 

perhaps less so in the case of mixed use sites such as Glastonbury festivals’ 

cowsheds, now the largest privately owned solar power station in the UK21. The 

financial motivation remains clear though: “[Michael Eavis] said he was waiting for 

a feasible opportunity to install solar panels. That came about when the government 

introduced a feed-in tariff scheme…After an initial investment of £600,000, it is 

hoped the farm will make £45,000 a year. Mr Eavis said “It will take me 12 years to 

get my money back…”…although the panels will not provide enough electricity to 

power the festival, it is hoped that eight generators will now not be needed.” The 

solar panels are capable of producing up to 200kw of power, enough for up to 40 

homes. 

Diesel, petrol and gas generators: Commonly used for a broad range of domestic, 

leisure and industrial purposes, these generators are valued for their flexibility, 

ubiquity, and relatively inexpensive purchase and running costs compared to 

immediate power output. Diesel is the most common, due primarily to the relative 

energy efficiency compared to other liquid and solid fuels, and the tax status of 

industrial red diesel (in the UK, though similar schemes are used internationally). 

                                           
21

BBC News, “Glastonbury Festival site becomes a solar power station”, originally published 

10/11/2010, viewed online 05/01/2013 at: http://www.bbc.co.uk/news/uk-england-somerset-11729303 

http://www.bbc.co.uk/news/uk-england-somerset-11729303


54 
 

Diesel is also the least flammable of the fuels given here, which has a safety 

advantage. Petrol generators are typically smaller, more portable and cheaper, so 

are only likely to be used in a festival context where a small, specific ‘gap in the 

grid’ is found. LPG/Propane and Natural gas generators are available, though less 

common with some drawbacks around flammability, storage and supply of fuel. 

The following from Shambala Carbon 2010 report, goes some way to summing up 

the dominance of diesel generators: 

“Electricity is required in considerable quantities to run a festival and 
on an open site mains power is usually out of the question. For very 
small events, ambient renewables such as solar PV and wind power 
can be adequate, but for a large festival the only practical option lies 
with diesel generators.” (Harper, 2010) 

Biodiesel: Biodiesel is a slightly ‘catch-all’ term that is used to refer to 100% pure 

vegetable or animal fat based fuel, or a mixture of the latter with conventional 

diesel in varying proportions22. Biofuels in general are a larger topic, with 

Bioethanol and Biogas as the ‘bio’ equivalents to petrol and LPG respectively. Given 

the more widespread nature of Diesel generators in a festival context, we will focus 

on Biodiesel here, with the exception of Biodigesters in the following section. The 

‘bio’ component of the fuel can be derived from waste products, usually Waste 

Vegetable Oil (WVO), sometimes also termed Used Cooking Oil (UCO), or it can be 

produced from a range of specifically grown fuel crops and even algae, though the 

latter is currently only at a small scale. Low temperature scenarios may cause 

problems with certain biodiesels due to ‘gelling’. Biodiesel appears currently to be a 

reasonably specialist approach to energy generation, presumably due to the 

familiarity and availability of conventional diesel. Various actions at a national and 

international level have encouraged its uptake; from the EU Biofuels directive 

(2003) the UK Renewable Transport Fuel Obligation (2008), now amended into the 

National Renewable Energy Action Plan (2010), though it is uncertain what exact 

impact these will have on the temporary solutions required by festivals. There is 

large and ongoing controversy, however, over the implications of replacing 

conventional fuels with biofuels, due to additional emissions from agriculture, 

transportation in production and import/export, changing land use and the various 

implications for the growers of ‘fuel not food’. Finally, the cost of the fuel itself and 

possible retrofitting or purchase of specialized equipment may contribute to higher 

                                           
22

 100% Biodiesel can be referred to as B100, whereas a mix of 50/50 biodiesel and petrodiesel 
would be referred to as B50. 
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running costs. The Department for Environment, Food and Rural Affairs found 

that, on average across 26 studies, a unit cost of biodiesel production in 2010 of 

was 52p per litre compared to conventional diesel at 32p per litre. Despite some 

cases achieving GHG savings of as high as 90%; on average, the report described 

biofuels as a ‘high cost’ carbon mitigating option. The review concluded, due to the 

variety of methods involved in biofuel production a case-by-case approach is 

critical: 

“…policy in support of biofuels should be tailored to maximise carbon 
savings rather than providing blanket support for all biofuels.” 
(Department for Environment, Food and Rural Affairs, 2008) 

Biodigester: A biodigester typically processes food waste and effluent (human or 

animal) into biofertiliser and/or biogas; methane. The process is anaerobic (without 

oxygen), essentially letting the waste decompose to produce methane and fertilizer. 

The twin benefits of diverting this waste from landfill, as well as generating useful 

fuel for heating purposes appear to be the primary benefits; though the methane 

can be used to generate electricity as well. Aside from the relative unfamiliarity of 

the technology, the process faces some of the same issues as biodiesel; the 

uncertainty of relying on waste products, and the ethics of potentially growing 

crops for fuel not food. The Anaerobic Digestion and Biogas Association (ADBA) 

working with DECC and DEFRA, reported in 2012 that there are currently 78 such 

plants operating in the UK, and that 123 new sites have planning permission. One 

site in Oxfordshire has a 45,000 tonne capacity and generates 2.1MW of electricity. 

(Department for Environment, Food and Rural Affairs, 2012) Glastonbury Festival 

were reported as considering the development of a biodigester in 2011, in 

combination with a neighboring farm.23 

Wind, solar and battery: The variability of both sources generally require a 

substantial battery system ensure that power is available when needed. This 

increases the bulk and initial price of purchase, and a considerable investment in 

batteries that will degrade over time. Firefly Solar, a leading UK supplier of 

temporary renewable power, at the time of writing, list their largest “Orion” 5kva 

system for sale at £25k24, whereas a supplier of conventional diesel generators 

                                           
23

 Bloomberg, “Glastonbury plans to use cow dung, wind to power music festival”, originally published 
19/12/2011, viewed online 05/01/2013 at: http://www.bloomberg.com/news/2011-12-19/glastonbury-
plans-to-use-cow-manure-wind-to-power-music-festival-in-u-k-.html 
24

 This unit is a roughly 2m square trailer, complete set up of batteries and panels, capable of 5kva 

output and 2430ah battery capacity. 

http://www.bloomberg.com/news/2011-12-19/glastonbury-plans-to-use-cow-manure-wind-to-power-music-festival-in-u-k-.html
http://www.bloomberg.com/news/2011-12-19/glastonbury-plans-to-use-cow-manure-wind-to-power-music-festival-in-u-k-.html
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(picked from an assortment by random) provides a unit capable of 10 times the 

output at around half the price25. Using our earlier definition, renewables may be 

most likely to be seen at festivals for Non-production usage; stalls, traders etc, 

however for Production usage, they are generally required to be ‘matched’ with 

specifically designed low consumption lighting and sound equipment. For example, 

Firefly Solar offer ‘complete packages’ of low consumption stages combined with 

their solar and battery systems, confirming that a different approach to production 

design is required. 

Fuel cells: Fuel cell generators, usually running from Hydrogen or Methane gas, 

produce energy silently, with fewer moving parts and the only byproducts being 

water vapor and less heat than a combustion-type generator. High capacity 

devices26 have been used as standby and primary supplies for hospitals and 

datacentres, though only smaller devices appear to be currently available in the 

temporary supply market. Units designed by partners Arcola Energy/BOC/White 

Light for general outdoors/festival conditions have been used in specific low 

consumption, and ‘silent’ roles (under 1kva), with further products being developed 

to increase output, perhaps one of the larger examples being a “H-5000” unit built 

by Horizon which can provide around 6kva. High temperature models could also 

find use for combined heat and power applications. The main barriers being the 

cost of producing hydrogen itself, which importantly may or may not be a 

sustainable process requiring energy consumption; combined with a storage 

mechanism that may require canisters kept at high pressures, though this is more 

of a concern for vehicular use than stationary use. Given the benefits, we might 

assume that “The hydrogen economy” will only become more widespread; perhaps 

more so in propulsion/transport than as electrical supply, and might further 

assume that wider scale use and associated Hydrogen infrastructure may continue 

to increase their suitability to festival scenarios. Nevertheless, warning is 

recommended by writers such as Bossel, that a truly wide-scale uptake of hydrogen 

is impossible, due to significant energy losses in the creation and transportation of 

hydrogen, increasing energy efficiency of many sources of consumption, changes in 

                                           
25

 A generic 50kva diesel generator at £13k, viewed online 05/01/2012 at : 

http://www.pumpsdirect2u.com/generators-16/standby-diesel-generator-368/50-kva-engine-driven-

diesel-generator-6539.htm 
26

 Up to 400Kva from UK supplier, UPS systems, viewed online 05/10/2012 at: 

http://www.ecopowersupplies.com/400kva-ups 

 

http://www.pumpsdirect2u.com/generators-16/standby-diesel-generator-368/50-kva-engine-driven-diesel-generator-6539.htm
http://www.pumpsdirect2u.com/generators-16/standby-diesel-generator-368/50-kva-engine-driven-diesel-generator-6539.htm
http://www.ecopowersupplies.com/400kva-ups
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consumer behaviour and the fundamental reliance on other electrical energy 

sources to generate the hydrogen: 

 

“The transition to electricity is already in progress. Electricity is gaining 
market shares against fossil fuels. Electricity is gaining acceptance. A 
"hydrogen economy" may never catch up with the ongoing transition to an 
"electron economy". (Bossel, 2006) 
 

Gasifier: Gasifiers or wood gas generators create power through the combustion of 

solid fuel, typically timber, which, while one of mankind’s primary power sources 

for nearly 2 millennia, is not used widely for heat or electricity in contemporary 

Western society. Though the concept is well established, there are many drawbacks 

of using wood or solid fuel power; largely the bulk of fuel compared to power 

generated, difficulty in supplying a uniform type of fuel, requiring a relatively high 

degree of supervision, producing variable results, dealing with ash and particulate 

air quality, and the heat generated, though in some cases this may be desirable. 

However, potential power output is considerable, compared to conventional 

generators and other renewables. An ‘Off the shelf’ model available through GEK 

(Gasifier Experimenters Kit), based in California, is rated to produce up to 25kva27 

and costs around £17k. At full load, it would require 220kg of fuel to operate for 10 

hours. The closed-cycle nature of using timber for fuel and relative abundance of 

cheap if not free waste timber could further encourage this technology in a festival 

setting. It may be worth noting that specific vintage/heritage events, for example, 

The Great Dorset Steam Fair, rely on large amounts of solid fuel, (200 tonnes of 

coal per year, though it is unsure how much, if any of this is used for electrical 

generation), which could provide a useful insight into some of the challenges 

inherent in using solid fuel types of generation, alongside conventional diesel. 

Human powered: Generating electrical power through human exertion, most 

commonly seen using a bicycle based system, deserves some mention, even though 

it clearly differs from the previous examples and requires a very specific context for 

usage. The power generated by one individual is specified (by Firefly Solar) up to 

250va, so even if this was combined into a multi-user system, which brings its own 

complications, it would be difficult if nearly impossible to match conventional 

systems, even with battery backup. However, in the festival environment, this 

audience interaction creates other value, so the method has seen enthusiastic use 

                                           
27

 Although the notes make it clear that depending on exact fuel type the output varies from roughly 

25kva to 6kva. 
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in various small scale festivals, or specific areas within festivals. Other than novelty 

and primarily entertainment-focused applications, it does not seem likely that 

human power will make a large difference to the output of a conventional festival. 

However, if we consider ‘unconventional’ festivals, at least from a power supply 

perspective, then human power has been demonstrated to be quite simple, safe, 

fun and effective, providing the scope of the festival is relevant. 

Emissions factors 

To compare the bottom-line efficiency of varying methods of energy use, the 

following (Figure 13) are taken from the Carbon Trust ‘Conversion Factors’ 2011 

update (The Carbon Trust, 2011), which is subsequently adapted from 

DEFRA/DECC’s GHG conversion factors for company reporting, published in 

August 2011. The figures for fossil fuels do not include indirect emissions, from 

production and transport; whereas biomass/biofuel sources do include these 

emissions, since their direct emissions are “negligible”. Primarily cooking/heating 

sources are also given for reference, though the different utility of these should be 

taken into account when considering their relative values. 

Source kWh per kgCO2e Emissions compared to Mains grid 

Mains grid28 0.5246 100% 

Diesel 0.2517 148% 

Petrol 0.2407 146% 

Renewables29 0 0% 

  

Natural gas 0.1836 135% 

LPG 0.2147 141% 

Wood pellets 0.039 17% 

Figure 13 - Comparison of emissions factors 

This clearly lays out the environmental benefits of renewable use, followed by 

mains grid usage, followed by diesel and petrol respectively. However, it should be 

                                           
28

 As an exception, this is reported as a Scope 2 estimate: with indirect factors included. This takes 

into account energy loss from transmission and distribution. The estimate is based on a five-year 

rolling average to account for short term changes in the fuel mix. 
29

 Provided the energy source is backed by Renewable Energy Guarantee of Origin (REGO) 

certificate, which in turn is defined as: “renewable non-fossil energy sources, that is, wind, solar, 

aerothermal, geothermal, hydrothermal and ocean energy, hydropower, biomass, landfill gas, sewage 

treatment plant gas and biogases” in the relevant EU directive: 2009/28/EC 
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noted that the comparative efficiency of generators varies greatly depending on 

their load and appropriate sizing. The ‘Power Behind Festivals Guide’ produced by 

the Green Festival Alliance identified a range of problems suggesting that 

generators are not often deployed as efficiently as possible. This incorporates 

appropriate loading, in that running below 25% of load is considered to be of low 

efficiency for any period of time, and that in some cases generators were run below 

25% for the entire duration. Appropriate sizing is an additional factor in this sense, 

with over half (60%) of the cases studied, generators were over double the capacity 

required; making it much less likely the generator would run at an optimal load. 

(Green Festival Alliance, 2012) Finally, purchasing mains grid power from a REGO 

certified ‘green’ supplier, can effectively be classed as zero-emissions, despite being 

drawn from whatever local ‘mix’ of brown and green electricity is available on the 

local grid.  

 

Summary of fuel for energy 

The overall design of a festival restricts the possibility of renewable usage, with a 

tendency towards the spectacular requiring correspondingly large amounts of 

power. The Green Festival Alliance estimates that there are few fully renewable 

solutions available to meet demands above 45kVA. (Green Festival Alliance, 2012) 

There are numerous reasons for the prevalence of diesel generators at festivals, and 

we may assume many other scenarios that require temporary power, even in urban 

environments where grid power may be more available. As such, we can see the 

appeal of biofuels that operate in a similar way, potentially only with small changes 

to equipment required. The ethics of biofuels are not simply navigated, which may 

make a complete ‘leap’ to non-biofuel renewables more attractive if they can be 

combined with increased output and efficiency¸ or conversely, less demand. 

Multi-venue, typically urban based festivals have been somewhat excluded from 

this discussion due to the availability of grid power, though this represents an 

interesting gap in existing research; the relative convenience may encourage waste, 

for example, and not be entirely offset (comparatively) by the greater efficiency. 

Festivals may not be likely to constitute a large enough market or lobbying group to 

influence the temporary energy market to a great extent, one interviewee estimated 

that large events and festivals made up around 3% of a large temporary power 
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company (Agrekko) overall business. They certainly appear to have welcomed the 

use of relatively experimental technologies, and practical, tangible solutions: 

“Our kind of approach has been strongly on what we can directly affect and 
directly measure, prioritizing power, both reducing demand and creating 
efficiencies.” – Chris Johnson, Interview 

Although we should not overstate the challenges faced in experimentation on very 

tight schedules:  

“Everyone is pretty open as far as coming in to monitor electricity consumption 
goes, although it is pretty impossible to do fieldwork, in terms of interviews 
and meetings, actually during a festival. They take months to plan and 
happen in a few days so naturally people are too busy to talk much in depth, 
or to try new ways of working or setting up equipment. They do seem like a 
natural kind of testing ground, but there’s actually little room for deliberate 
experimentation.” – Jude Smith, Interview 

 

This usage may encourage broader uptake in other scenarios that require 

temporary power. Biofuels could make large inroads to festival usage, depending on 

their uptake in the wider marketplace. Fuel cells may offer the required outputs, 

but only appear at a much smaller scale at festivals. Wind and solar are, of course, 

variable; though the size, cost and durability of the associated battery systems 

appears to be a major barrier to wider use. ‘Low power’ festivals, that run only on 

renewable or human power, may account for a specific section of the market; but 

seem unlikely to displace large, spectacle driven festivals.  
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4.1.2 FUEL FOR TRANSPORT 

While fuel is a necessary precursor for energy, as discussed earlier, its usage is felt 

to be sufficiently different in terms of application and scale that we will address it 

under the heading of transport separately; and within this, it will be useful to 

consider audience and organiser individually. 

Organisers / Logistics 

Organisers are required to manage the logistics of the event, and as such they are 

likely to prioritize reliability, speed, familiarity and cost over environmental impact. 

These factors are not exclusive; in fact, we could argue that organisers may be 

likely to choose suppliers who are as close to the site as possible, for all of the 

factors previously mentioned as well as saving transport emissions. In the case of 

more specialized skills and equipment required, it may become more likely to 

require these contractors to travel further. As festivals generally require a great deal 

of temporary installation, organisers typically rely on a range of vehicles to carry 

people and equipment, to, and around the site. In both Greenfield and Urban 

festivals, the site itself is unlikely to be in an “ideal” location regarding road access, 

either far from a transport hub or in a built-up area prone to traffic. The vehicles 

we are referring to here are likely to be articulated lorries, tankers for water, 

smaller trucks and vans and tour buses. The use of rail, sea and air freight is less 

familiar, though may be worth future investigation. Specialist vehicles such as 

telehandlers, forklifts, tractors, earthmovers, all terrain vehicles and golf buggies 

are likely to be used for onsite construction at larger events.  

The transportation of performing artists, and associated production staff and 

equipment, is harder to establish than that of the organisers. Due to the high 

demand and competition for the largest names, geographic exclusion clauses may 

be required by festivals to ensure that they get the most for their fee. The purpose 

of these clauses is to restrict the artists other performances both by time and by 

location so as to limit competition for audiences, even to the degree that an artist 

may only appear at one UK or European festival in a year. If a festival date happens 

to ‘fit’ within an existing tour schedule, the producers may be able to manage a 

relatively short and efficient trip. Understandably, the efficiency of transportation 

modes are not a priority for performing artists/producers, aside from a general 

desire to keep overhead costs and transport time to a minimum. While it may seem 

a challenging area to attempt to bring about change, we have previously seen the 
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backlash (Live Earth) that artists may face if their behaviour is viewed as 

hypocritical.  Some performers, Radiohead for example, have made significant 

steps. For a tour in USA and Europe, two complete sets of production equipment 

were used on each side of the Atlantic to avoid air freighting one set of equipment. 

They have specified they will only perform at locations with good access to public 

transport and have specified low energy production equipment30.  

Organisers’ decisions that ultimately reduce transport emissions may be influenced 

by the following three motives, reducing costs (choosing local suppliers to reduce 

transport costs), audience perceptions (staying in touch with audience views for 

financially or socially motivated ‘success’) and self-limiting (low emissions as a 

priority over or among other motives). 

Audience 

Firstly, the festival itself may appeal to a widely or narrowly geographically 

dispersed audience, requiring further or shorter journeys respectively. While this is 

the case for organisers as well as audiences, due to the greater numbers involved 

the distance will be of greater overall impact. Therefore, the popularity of larger 

events may increase their emissions by two factors; clearly attracting more 

participants and hence more journeys, but also likely to draw their audience form a 

wider area and hence longer journeys. Urban and Greenfield events appear to vary 

greatly in this respect, as Urban environments generally have a better public 

transport links. We may also consider that festivals based in densely populated 

Urban environments have a closer proximity to a large potential audience.  

Duration and the broad ‘type’ of festival will influence the overall impact. What, 

aside from themselves, does the audience need to bring with them? Firstly, we 

consider the size and makeup of group, from a lone individual, to couples, families 

and larger groups of friends/families; all may have different requirements. Then, we 

consider their luggage requirements. The individual may bring no more than a day 

‘pack’, they may bring typical luggage if staying in accommodation, or large 

quantities of camping equipment, food and drink. 

                                           
30

 The band engaged environmental consultancy Best Foot Forward to carry out a case study. This 

was documented in the following piece: Triple Pundit, “Radiohead’s latest world tour one step closer 

to carbon neutral.” Originally published 18/08/2008, viewed online 05/01/2013 at:  

http://www.triplepundit.com/2008/08/radioheads-latest-world-tour-one-step-closer-to-carbon-neutral/ 

http://www.triplepundit.com/2008/08/radioheads-latest-world-tour-one-step-closer-to-carbon-neutral/


63 
 

The issue of positioning, in terms of programme content and marketing approach, 

could also be an indicator of audience travel habits. Some festivals may be more 

closely tied to a geographical location than others, fore fronting local talent and 

local audiences more so than other programming requirements, and in general 

making more of an effort to represent the local community. This may be as simple 

as the name of an event, where many festivals incorporate their location; though 

this is certainly not exclusive to urban events. It may be the case that a festival 

more strongly appeals to a community of interest, rather than a community based 

on geography. We can illustrate this point with the case of Outlook festival, held in 

Pula, Croatia, yet run and attended by many UK residents31. Broadly speaking, the 

larger and more high profile an event gets, the less likely it is that the audience is 

solely drawn from the local geography; even if it maintains strong local links. 

These factors mean a wide range of transport options may be chosen, each of which 

offers a set of benefits and disadvantages to the audience, and different emission 

characteristics. Work has been undertaken by festivals to encourage reduction of 

audience travel emissions, which are typically one of, if not the, largest single 

component of a festival footprint, Greenfield music festivals in this case: 

“Audience travel results in two-thirds [57Mt CO2e] of the festival sector’s 
emissions and a quarter of all music audience travel emissions” (Julies 
Bicycle, 2009) 

Despite this, festivals, we can assume, are not keen on making the purchase and 

consumption of their product more challenging and complicated for the audience.  

Furthermore, transport has been identified as one of most challenging topics to 

address, regarding public attitudes towards climate change:  

“Contrary to the apparent increasing willingness ... of people to sacrifice for 
environmental goals in general, transport appears to be the least acceptable 
area of policy for the public with respect to tackling climate change.” (Anable, 
2006) 

The following is a summary of the initiatives that have been used at festivals to 

reduce audience transport emissions: 

Car sharing/carpooling: Given that car use is so high, encouraging efficient use of 

cars would appear to be one of the most straightforward approaches to reducing 

emissions. Julies Bicycle report that three quarters of music festival audiences 

                                           
31

 I like music website, “Interview #680 Outlook festival organiser Johnny”, originally published 

03/06/2011, viewed online 05/01/2013 at: http://www.ilikemusic.com/interview/Outlook_Festival 

http://www.ilikemusic.com/interview/Outlook_Festival
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travelled by car to both Greenfield (72%) and Peri-urban32 sites (68%), and that 

60% of these were occupied by two or fewer people. 

  

“The car is likely to continue to remain the predominant mode for audience 
festival travel due to its perceived convenience and relatively low cost 
compared to public transport options.” (Julies Bicycle, 2009) 

 

Third-party services such as car sharing websites (liftshare.com, 

nationalcarshare.co.uk) can be easily advertised and encouraged by festivals, 

though monitoring their effectiveness is another matter. Recent surveys at Latitude 

festival indicated a negative trend: “Overall, vehicles were less full in 2012 than 

2008, suggesting that there is further potential for vehicle sharing. (Fleming, 2012)” 

Incentives may be offered to audience members who car share, some kind of 

upgraded ticket or small prize. Definitions of a ‘full’ vehicle, vary on the vehicle 

itself and whether luggage is counted or not. It is less certain how these methods 

can work at festivals that aren’t single-site, and those that run over a longer period, 

which would seem to greatly multiply the number of journeys involved and hence 

the challenge of recording the necessary data. Independence in travelling, is also a 

key issue, whether just for reasons of security or reliability, but also for flexibility 

and the benefit of not being ‘tied down’ to a schedule but relatively free to choose 

departure and arrival times. 

 

Combined coach and festival tickets: Coach travel is identified as the most 

efficient option, in terms of emissions per person, per mile travelled for many large, 

single site festivals. Advantages to the audience include a more ‘complete package’ 

price being offered, pick up and drop off at more convenient locations on and off 

site, no need or requirement to drive or rely on a driver, and potentially onboard 

entertainment, or at least a kind of atmosphere. The festival can more easily 

control the availability and use of combined tickets like these, though there 

remains a reasonable challenge in predicting the various pick-up points and routes 

to maximize both profits and carbon savings. Making the tickets available is one 

step, but ensuring they are used as desired is another. Among the assorted ticket 

reselling issues an organiser may face, is the potential for a combined ticket to be 

resold or deliberately purchased with no intention of using the associated coach 

                                           
32

 Peri-urban was defined here as having reasonable access to public transport links, within a 15 
minute walk, whereas Greenfield was further than a 15  minute walk. 
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service. This may be enforced to the degree that the audience member, not arriving 

in a coach, is turned away on entry, or must pay an additional fee. This approach 

could lead to the undesired outcome, that audiences who ordinarily would not need 

to travel far to attend, are only able to purchase a combined ticket must 

subsequently travel further to the pick up/drop off point. Conversely, those in the 

locations that are serviced by the coach service, may not want to take this option, 

reducing the supply of ‘any mode of transport’ tickets available for audiences who 

might live closer to the festival as in our previous example. However, it seems that 

due to the commercial risk involved for organisers, these packages are only made 

available from locations likely to have high demand. 

Additional public transport services: Public transport services in most areas, 

whether urban or rural, it seems are unlikely to consider the typically brief increase 

of traffic due to festivals as a significant boost to their year round operation; 

perhaps more as a temporary overload or nuisance. As such, it appears that the 

onus is on the festival organiser to liase effectively with the operators to establish 

any shared benefits and problems. Both will need to communicate this to their 

respective audiences; the visiting festival audience, and the standard users of the 

service. Simply providing a comprehensive transport plan that provides as much 

relevant and up to date information as possible, including times, charges, luggage 

policies and locations may be sufficient to ensure these options are made the most 

of. Multi-modal journeys may be particularly likely to make use of public transport 

at some stage; car and train, bus and train, etc. A shuttle service (minibus or bus) 

from a nearby train station is a common feature of some festivals; while risky in a 

similar way to organised coach travel as detailed before, the distances and costs at 

stake are lower. Roskilde, Coachella and Glastonbury festivals have, at least 

intermittently, made additional train services available. 

Organised cycle-to-festival events and incentives: Cycling accounted for 2% of 

all trips made for personal travel in 2010 (Office for National Statistics, 2010). 

Urban areas typically have higher levels of cycling due to shorter trip distances, 

and greater infrastructure. In urban or rural situations, if mass cycling is to occur, 

additional parking facilities are likely to be required, and additional route 

information advertised. Leaving it to their own motivation, then, appears unlikely to 

encourage many audience members to even consider cycling a possibility. A multi-

modal approach (bike + bus, bike + train) may be limited due to facilities on public 

transport; again unlikely to be designed with mass cycle carrying in mind. 
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Organised rides have been used with some effectiveness, (Shambala, Latitude, 

Bestival) though as a proportion of total transport they are likely to remain 

minimal. This brings with it many of the related challenges of organizing a coach 

service, as well as further health, mechanical and weather risks. Luggage presents 

a key challenge; the likelihood is that a support vehicle will be used to carry out 

this role, as well as providing a backup in case of other emergencies. The incentives 

for those completing the journey may, as with car sharing, be an upgraded ticket or 

a small prize.  

Fees towards public transport or carbon offsetting: Given that it may be 

extremely challenging to discourage the use of private vehicles entirely, some 

festivals may choose to add a disincentive, in the form of an additional fee. This 

may be a fee added for any car parking space, or based on empty seats in the 

vehicle. While parking charges may apply in general, these fees may be specifically 

advertised to cover the costs of, or partly subsidize public transport options such 

as the coaches, shuttle bus and trains, or the associated incentives.   
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Summary of fuel for transport 

Compared to the previous section on ‘Energy’, ‘Transport’ appears to be a much 

broader field, with a huge range of cost-benefit analyses taking place on the part of 

the organisers, audience, and artists alike. How much can the organisers shape the 

behaviours of these groups, while maintaining the necessary working relationships 

with each?  

Artists travel may be an interesting area of future investigation, as it is 

comparatively undocumented and could help address the slightly ‘us and them’ 

backlash that may undermine some of the ‘authenticity’ that some artists generally 

require.  It may seem hypocritical to require so much from the audience in regards 

of assorted green initiatives; inconvenience, cost and effort, while potentially 

making no such requirements of artists. The total impact from bands touring in the 

UK and UK acts touring overseas in 2009 was estimated at 85Mt CO2e (Julie's 

Bicycle, 2010), of which overseas performances accounted for roughly three 

quarters of the total.  Audience travel (domestic and foreign) to UK music 

performances was estimated at 231Mt CO2e (Julies Bicycle, 2009) and we can 

safely assume, constitutes a far greater amount of people and cumulatively a far 

greater distance travelled, though these figures are not ideally suited to such direct 

comparison. 

“Although there is concern about the environment this is not yet reflected in 
touring practices (with a small number of exceptions). This is largely because 
financial decisions and constraints alongside artistic considerations are the 
main drivers dictating touring practices and therefore will override 
environmental considerations.” (Julie's Bicycle, 2010) 

 

The appeal of private transport to the audience is difficult to reconcile with the 

desire to reduce emissions. Incentives or disincentives can be used to promote 

more efficient use of private transport, though the financial risks of inhibiting free 

audience travel, particularly through the lens of a leisure activity, are presumably 

quite high. General uptake of hybrid or simply more efficient conventional vehicles 

will reduce emissions. Full-electric vehicles may not be an instant ‘win’, unless 

paired with low-emissions generation at both ends of the journey, will they be 

charged from diesel generators at festivals and coal power plants at home? The 

limited range from batteries may mean that they are much more likely to be used 

for short, predictable commuting rather than leisure use and holidays. The role of 
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the car in modern society cannot be understated, and within this, particular 

importance in regards to leisure travel: 

“Since 1950, the population of the UK has increased by a fifth from 50m to 
60m people, and in that same period passenger miles travelled per year have 
increased 4-fold from 136 to 508 bn…In 1952 27% of passenger miles were by 
car…by 2005 a staggering 85% of passenger miles were by car…Examining 
the total trip miles by purpose shows that 39% of the mileage was from leisure 
activities.” (Julies Bicycle, 2009) 

Analysis and communication appear to be the twin solutions for many transport 

related issues, as festivals are so closely tied to the locations in which they take 

place, a transport plan needs to be fully considered and tailored to each case. This 

requires no investment other than the time to research and communicate. 

Furthermore, having established this link, it may become more natural to consult 

and introduce other options that are also associated with the goal of reducing travel 

emissions. 

Transport has importance to the whole experience of festival attendance. It seems 

some of the more notable attempts to reduce the impact of audience travel have 

this understanding at heart, in that travel is an important aspect of the overall 

experience; for example, the social aspect of coach travel and car sharing are often 

emphasised, while public transport in general is marketed as less effort or lower 

responsibility than choosing a car. Either way, the journey itself can be enjoyable, 

building anticipation for the destination and feeds the exploratory impulses that 

the festival destination also embodies: 

“This sense of journey was clearly evident amongst those interviewed who 
had attended Godskitchen Global Gathering (2002). Many had travelled 
several hundred miles to the event, which heightened their sense of occasion: 
(Interviewee) “Travelling to it felt like it was, um, pilgrimage you know a, a 
what’s the word, top of the mountain and back, vision quest almost, like, like 

a full circle.” (Jaimangal-Jones, 2009) 

Compared to transport, energy use could be viewed as an entirely utilitarian 

concern, compared to the mixed leisure and utility value of transport. To expand, 

festival organisers have little reason not to choose more efficient, low energy 

equipment when it is available at a similar price and level of function. However, it is 

unlikely that they will pick a location or strongly market their festival on the basis 

of emphasizing low-carbon transport, even if we could demonstrate that the change 

in emissions would significantly outweigh savings made from energy use. 

Conversely, it is unlikely that the location/distance of a festival will dissuade a 
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dedicated audience member, combined with the appeal of distant, exciting locations 

(within reason).  Festivals, like many leisure and tourism-related enterprises, will 

find it challenging to reconcile a strong reliance on the active encouragement of 

travel, whilst lowering the associated impact. 
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4.1.3 WATER CONSERVATION, EMISSIONS AND WASTE 

Issues arising from energy use have been shown to be multi-layered and deeply 

challenging for the world. Similar challenges are faced in regards to water, which 

put simply is of greater fundamental importance to our continued existence: 

“The Food and Agriculture Organisation of the United Nations predicts 

[population growth to 2050] will require that we increase food production by 

70 per cent by mid-century. This will place additional pressure on our already 

stressed water resources, at a time when we also need to allocate more water 

to satisfy global energy demand – which is expected to rise 60 per cent over 

the coming 30 years – and to generate electricity for the 1.3 billion people 

currently without it.” (Jagerskog, 2012) 

 

Water also plays a key role in both food and energy production. Households in 

England and Wales account for approximately two thirds of all (non tidal) water 

use: of the remaining third, 60% is used in the Energy industry, with Agriculture, 

Fishing and Farming the next highest at 21% (Department for Environment, Food 

and Rural Affairs, 2011). In both cases, the sources are more likely to be from 

direct abstraction, rather than use of a public water supply/drinking water, though 

this usage may subsequently reduce available public water drawn from natural 

aquifers and rivers, depending on location and management. 

The effects of wasting water and poor management may be primarily felt at a more 

direct, local level, by comparison to the broader effects of carbon emissions and 

associated climate change. As such, the pressure on festivals to use water 

efficiently appears, at first, to be less universal than the pressures related to energy 

use, as it has a more geographically specific impact. To emphasise the point, few 

festivals appear to utilize natural aquifers or rivers to meet their water supply 

needs, though Glastonbury built permanent on site reservoirs in 2009 and 201033. 

Nevertheless, the twin motivations discussed earlier; consumer opinion and the 

integrity of an artistic product, may continue to act to encourage more sustainable 

water management, as well as being underlined by financial costs. 

The management and use of water at festivals can be described under the following 

three headings: (Jones, 2010) 

                                           
33

 Glastonbury festival website, “Green Glastonbury: Things we do.” Originally published: ?, viewed 

online 05/01/2012 at: http://www.glastonburyfestivals.co.uk/information/green-glastonbury/what-we-do 

 

http://www.glastonburyfestivals.co.uk/information/green-glastonbury/what-we-do
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- Water conservation 

- Emissions to water 

- Waste water management 

Water will be an absolute necessity at all festivals, typically being provided via 

mains sources at urban or peri-urban festivals, and presenting a more complicated 

problem to organisers of Greenfield festivals. Tankers and temporary reservoirs 

may be required, or investment in permanent water tanks, potentially involving 

costly groundwork, plumbing and requiring ongoing maintenance. 

The water itself is required for multiple purposes; ‘clear’ water for drinking, ‘blue’ 

water suitable for washing, ‘grey’ water suitable for toilet flushing or other ‘non-

contact’ purposes, and ‘brown/black’ water which is considered as sewage whether 

from human excreta or catering sullage34. Providing the water is free of ecologically 

damaging products, typically in the form of Grey water, it can be disposed of via 

constructed soakaways whereby the soil acts as a filter. Brown/black water must 

be transported to and treated at a sewage disposal plant. 

The following table (Figure 14) identifies some of the common uses of water at 

festivals and discusses how it may be used efficiently. 

Water usage at festivals 

Toilets Flush toilets and 

urinals 

The standard flush toilet is unlikely to 

available at a Greenfield site, though will be 

standard at most Urban festivals, even if 

the capacity of the festival requires 

additional portaloos alongside those 

available inside buildings. A ‘standard’ 

single flush toilet may use 13 litres per 

flush, whereas a newer dual flush toilet 

may use 4-6 litres per flush.35 Urinals being 

used at venues (rather than toilets at home) 

may be more efficient, though it is noted 

                                           
34

 For the sake of completion, we could also include ‘green water’, which is defined as rainfall which 

becomes water content within soil: not as relevant in the context of festivals.  
35

 Waterwise website, “At home: Indoors” originally published: ?, viewed online 05/01/2012 at: 

http://www.waterwise.org.uk/pages/indoors.html 

http://www.waterwise.org.uk/pages/indoors.html
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this also relies on appropriate fitting and 

management.36 

Portaloos Require chemicals to flush but are fairly 

standardized and familiar to festival 

organisers. As long as they are emptied and 

attended frequently, they are easy to 

manage. Little water is used, though the 

cleaning chemicals may be more or less 

toxic depending on the type used. The 

waste is then transported to an appropriate 

sewage facility; the capacity of the receiving 

facility may affect operation. 

Long drops A specialized ‘block’ of toilets that empty 

into a large central container. These require 

no flush and proportionately a much 

smaller amount of water and chemicals 

when they are emptied and cleaned. Their 

size (not individual units) and that they are 

usually roofless/open to the elements for 

ventilation means they are harder to apply 

in all scenarios. No water is used aside 

from cleaning. 

Waterless urinals More commonly for male usage than 

female, these are recommended both for 

reducing queue sizes for other facilities as 

well as the amount of water required. These 

may be available both in outdoor and 

indoor environments. 

Compost toilets These are dry toilets that require little if 

any water, mainly for cleaning not flushing. 

The disposal depends on the provider, 

though the waste can be turned into usable 

compost within 3 to 12 months. 

                                           
36

 Environment Agency website: “Saving water in business – urinals”, last updated: 18/12/2012,  

viewed online 05/01/2013 at: http://www.environment-

agency.gov.uk/business/topics/water/34885.aspx 

http://www.environment-agency.gov.uk/business/topics/water/34885.aspx
http://www.environment-agency.gov.uk/business/topics/water/34885.aspx
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Drinking water Bottled Sales of bottled water have increased nearly 

10 times over the last 30 years, to just 

under 9bn gallons per year (in the USA). 

(Gleick, 2010). In a first-world country with 

perfectly safe mains water, we can see 

bottled water as a slightly odd luxury. 

Despite this, it is hard to deny the utility of 

convenient, sealed bottles; as well as the 

income opportunities they present. The 

‘sealed and safe’ aspect, for some, may be 

as much about avoiding deliberate 

poisoning (spiking) as it is from accidental 

poisoning through unsafe standpipes. 

Bottled water may be particularly valuable 

for use by performers and in any 

environment at a greater distance from 

mains sources or standpipes. 

Standpipes Standpipe as a term is generally used to 

refer to any temporary water dispensing 

utility, as compared to fixed supplies 

connected directly to buildings. They can 

draw from a mains supply or from a 

temporary supply, such as a tanker or 

temporary reservoir. As such, standpipes 

are more normally seen at Greenfield 

festivals, however Urban festivals may also 

require them in order to meet increased 

demand. The audience may be less assured 

of the safety of temporary supplies set up 

for festivals, driving greater reliance on 

bottled water. The positioning and 

availability of these standpipes may also 

make it difficult or less attractive for the 

audience to use them. 

Cleaning Temporary Washing will be required for catering and 
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taps/sinks personal hygiene purposes. The primary 

concerns here are ensuring that as little is 

wasted as possible, through proper fittings 

and good drainage. The fittings used are 

likely to be similar to domestic fittings, 

though they may be running from a 

temporary source rather than a mains 

source. 

Hand sanitizers Can be more or less chemical or organic in 

nature, these can help reduce or eliminate 

the amount of water used for handwashing 

by using an antiseptic foam rather than 

soap and water. 

Showers It is difficult to establish when hot showers 

first became available at Greenfield 

festivals, though they are generally 

considered a more recent addition. A single 

‘portashower’ uses 6 litres of water per 

minute as well as needing power to a 

3000w heating element.37 Showers may be 

heated electrically or via gas canisters. 

Solar showers are available to a lesser 

degree, though this of course reduces the 

emissions from energy, presumably the 

amount of water per use will be similar. 38 

Hot tubs, saunas 

and other spa 

equipment  

More of an attraction in itself than 

necessarily for personal hygiene, specialists 

such as ‘Bathingunderthesky’ supply 

various festivals with wood-fired hot tubs 

and saunas. Their six person hot tub holds 

                                           
37

 Portable Toilets Limited website: “Shower units”, originally published: ?, viewed online: 05/01/2013 
at : http://www.portabletoiletslimited.com/products/shower_units.asp 
38

 Navitron website: “Worlds largest solar powered shower unit roll-out at Big Green Gathering”, 
originally published 1/08/2007, viewed online 05/01/2013 at 
http://www.navitron.org.uk/newsdetail.php?id=20 

http://www.portabletoiletslimited.com/products/shower_units.asp
http://www.navitron.org.uk/newsdetail.php?id=20
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1600 litres of water, which may need to be 

changed at intervals.39 

Washing machines As with showers, uncertain when or where 

the first became available. They seem to be 

targeted more towards family-friendly 

events where younger children will be with 

adults. Which.co.uk states that an average 

washing machine uses 9.5 litres of water 

for every kilo of cotton clothes it washes, 

though across models this varies from 

5.5lt/kg to 22.7lt/kg. 40 

Miscellaneous Dust suppression At hot outdoor festivals, where dirt and 

mud turns into dust, sprayer trailers may 

dispense water over affected areas to help 

keep airborne dust levels down, particularly 

over areas used by vehicles. This water may 

be mixed with chemical or organic binders 

to help the process. Two systems are 

available to be trailed by a tractor: Splash 

plate (around 1000 litres per minute, 

simple design) and Hydraulic spinning 

(around 100 litres per minute, more 

complex design, may require ‘clear’ mains 

water) (Waste and Resources Action 

Programme, 2012) 

Misting Again, with hot outdoors events, these 

devices spray mist either into the 

atmosphere or directly at individuals in 

order to cool and reduce local dust levels 

for comfort. US supplier Koolfog advertises 

                                           
39

 (Stated as 1.6 cubic meters) Bathing under the sky website: “Operating information”, originally 
published: ?, viewed online, 05/01/2013 at: http://www.bathingunderthesky.com/hire-prices-wooden-
hot-tubs/operating-information 
40

 Which.co.uk: “Washing machines: Washing machine energy costs”, originally published: ?, viewed 
online, 05/01/2013 at: http://www.which.co.uk/home-and-garden/laundry-and-
cleaning/guides/washing-machine-energy-costs/ 

http://www.bathingunderthesky.com/hire-prices-wooden-hot-tubs/operating-information
http://www.bathingunderthesky.com/hire-prices-wooden-hot-tubs/operating-information
http://www.which.co.uk/home-and-garden/laundry-and-cleaning/guides/washing-machine-energy-costs/
http://www.which.co.uk/home-and-garden/laundry-and-cleaning/guides/washing-machine-energy-costs/
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their involvement at Coachella festival on 

their website41. A single misting fan unit 

may use up to 5 litres per minute.  

Figure 14 - Table of water usage at festivals 

As well as monitoring the actual supplies of water being used, ‘emissions to water’ 

represents emissions caused through the treatment and supply of water and 

sewage. Depending on the water supplier used, of which there are 23 different 

companies in the UK, the emissions from water supply may vary from 

approximately 0.2-0.4kg per cubic meter of treated supply, and 0.4-1kg per cubic 

meter of treated wastewater. (Water UK, 2011) A cubic meter contains 1000 litres, 

usually stated as m3 or Ml. This factor, applied to total water usage can be added 

to the overall energy footprint of the festival, although it is likely to be 

comparatively smaller than other emissions factors. An average for festival 

organisers to use is given for by Jones as 0.27kg per m3 supply and 0.47kg per m3 

for waste. (Jones, 2010) 

  

                                           
41

 Koolfog website: “Celebrities enjoy Koolfog misting systems at Coachella valley music & arts 
festival”, originally published 15/04/2011, viewed online 05/01/2013 at http://www.koolfog.com/news/ 

http://www.koolfog.com/news/
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Summary of water conservation, emissions and waste 

The primary water-related concerns of festival organisers are likely to be; ensuring 

a safe and convenient supply primarily for audience use, alongside more utilitarian 

purposes such as cooking, cleaning and dust suppression. Avoiding pollution of 

existing water sources, through chemical, paint or fuel spills is a concern. 

Glastonbury Festival was fined £10,000 in 2002 for polluting the River Whitelake42. 

Although this was due to a malfunction with a toilet block, discouraging urination 

in unsuitable areas, particularly near water sources is a concern for many outdoor 

festivals; as are the general hygiene and negative ‘ambience’ concerns. 

The growth in ‘appliances’ being used at festivals is an interesting trend; showers, 

hot tubs, saunas, misting fans and washing machines. The total impact of these 

may be more significant as high energy consumption devices, than of the quantities 

of water used. It broadly seems, as with electricity, that water is cheap enough 

(even taking additional transport and storage into account) for festivals to meet 

these additional demands, and though we might also argue that costs will always 

play a part, the transport, storage and management costs are likely to constitute a 

far larger financial cost than the raw cost of the water itself. 

Julies Bicycle gives a current benchmark for water usage at large or major events 

(over 20,000 capacity) at 10 litres per audience member per day43, which is 

seemingly dwarfed by background levels; The Environment Agency’s current 

estimate of 150 litres per person per day on average in England and Wales.44 This 

figure has risen 1% per year, every year since 1930. (Waterwise, 2012) It would 

seem that simply being removed from the easy supplies at home and work could 

make a significant dent in overall water consumption, though none of this takes 

into account the ‘embodied’ water required across a range of goods and services. 

  

                                           
42

 Edie website: “Glastonbury fined for polluting river.” Originally published 28/03/2003, viewed online 

05/01/2013 at: 

http://www.edie.net/news/news_story.asp?id=6806&title=Glastonbury+Festival+fined+for+polluting+ri

ver 
43

 Julies Bicycle website: “New benchmarks from Julie’s Bicycle set the environmental standard for 

performing arts venues and major festivals.” Originally published 18/04/2012, viewed online 

05/01/2013 at: http://www.juliesbicycle.com/about-

jb/news/1240,New+benchmarks+from+Julie%E2%80%99s+Bicycle+set+the+environmental+standard

+for+performing+arts+venues+and+major+festivals.html 
44

 Environment Agency website, “Save water”, last updated 18/12/2012, viewed online 05/01/2013 at: 

http://www.environment-agency.gov.uk/homeandleisure/beinggreen/117266.aspx 

 

http://www.edie.net/news/news_story.asp?id=6806&title=Glastonbury+Festival+fined+for+polluting+river
http://www.edie.net/news/news_story.asp?id=6806&title=Glastonbury+Festival+fined+for+polluting+river
http://www.juliesbicycle.com/about-jb/news/1240,New+benchmarks+from+Julie%E2%80%99s+Bicycle+set+the+environmental+standard+for+performing+arts+venues+and+major+festivals.html
http://www.juliesbicycle.com/about-jb/news/1240,New+benchmarks+from+Julie%E2%80%99s+Bicycle+set+the+environmental+standard+for+performing+arts+venues+and+major+festivals.html
http://www.juliesbicycle.com/about-jb/news/1240,New+benchmarks+from+Julie%E2%80%99s+Bicycle+set+the+environmental+standard+for+performing+arts+venues+and+major+festivals.html
http://www.environment-agency.gov.uk/homeandleisure/beinggreen/117266.aspx
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4.1.4 WASTE MATERIALS 

The visual aftermath of festivals is well documented. A recent interview45 with Rob 

Kearle, the head of recycling at Glastonbury, documents the scale of the affair; 

15,000 oil drums for bins, 160 skips for traders, up to 20,000 tents left behind and 

around 2-3 thousand tons of waste in total. These figures appear shocking to the 

average observer, yet since 2005, Glastonbury festival has had a higher rate of 

waste diverted from landfill (~50%) than Mendip District Council where it is based 

(~40%). While the temporary infrastructure for managing waste is particularly 

visible in the context of Greenfield festivals, Urban festivals may also be likely to 

exceed the capacities of any permanently installed waste infrastructure. In 2009 

the Notting Hill carnival generated 200 tonnes of waste, only 8 tonnes of which was 

sent to recycling, due to the cost and access time pressures of the operation46. By 

2011, the Carnival could claim to have diverted all waste generated (250 tonnes) of 

from landfill, of which approximately 40% was recycled, with the remainder being 

sent to an energy-from-waste plant. (London Organising Committee of the Olympic 

Games, 2012) The Edinburgh Fringe relies heavily on flyering as a cost-effective 

way for the thousands of small scale, low or no-budget productions to market 

themselves. While there are no headline statistics, the situation was described as a 

‘massive area’ for the environmental impact of the festival, using a ‘staggering’ 

amount of paper. Growing digital options may help reduce this but not in the short 

term, and not without their own potential drawbacks.47 

Waste materials are defined here as any undesired materials that have usually 

served their primary purpose. Waste will also occur in the earlier production and 

distribution stages of the materials that are involved in the production of a festival, 

though we will not take this into account for simplicity. 

                                           
45

 Resource website, “When the party’s over”, originally published: ?, viewed online 05/01/2012 at: 

http://www.resource.uk.com/article/Think_Tank/When_party%E2%80%99s_over#.UOhIL3eI5Io 
46

 Telegraph, “Notting Hill Carnival won’t be down in the dumps”, originally published: 29/08/2010, 

viewed online: 05/01/2013 at: 

www.telegraph.co.uk/finance/newsbysector/retailandconsumer/7970631/Notting-Hill-Carnival-wont-

be-down-in-the-dumps.html# 
47

BBC News, “It’s not easy being green for Edinburgh’s festivals”, originally published 24/08/11, 

viewed online 05/01/13 at:  http://www.bbc.co.uk/news/uk-scotland-14631263 

 

http://www.resource.uk.com/article/Think_Tank/When_party%E2%80%99s_over#.UOhIL3eI5Io
http://www.telegraph.co.uk/finance/newsbysector/retailandconsumer/7970631/Notting-Hill-Carnival-wont-be-down-in-the-dumps.html
http://www.telegraph.co.uk/finance/newsbysector/retailandconsumer/7970631/Notting-Hill-Carnival-wont-be-down-in-the-dumps.html
http://www.bbc.co.uk/news/uk-scotland-14631263
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Figure 15 - The waste hierarchy - sourced from DEFRA (2007) 

Figure 15 above, “The Waste Hierarchy” reflects many of the commonly stated aims 

of a sustainable approach to waste management, and is used by DEFRA in their 

Waste Strategy for England ( Department for Environment, Food and Rural Affairs, 

2007). The strategy makes clear that current levels of consumption and waste are 

not sustainable, and that various objectives will need to be met, towards the 

‘bottom line’ aim of reducing waste sent to landfill. Landfill is generally felt to be the 

least desirable option for a variety of reasons, from the timescales required for full 

degradation of various materials, the reliability of ‘sealing’ in hazardous waste, the 

loss of potentially valuable materials, and the direct alteration of land for the 

purpose. Waste-to-energy and landfill gas capture facilities can generate useful 

energy from landfill waste, however, it is difficult to establish whether it is more 

effective to deal with waste in this way or to try to reduce and reuse as much as 

possible first; in both cases taking into account environmental and economical 

reasons. Realistically, a mixture will be used. A similar contradiction can be seen in 

regards to the disposal of biodegradable materials, which are designed to revert 

more quickly to base components after use than other materials. Depending on the 

speed of decomposition, and facilities available, this may or may not generate 

harmful, or useful, methane, and may be likely to encourage further production of 

responsibly branded, yet harmfully transported or consumed products. Underlining 

all this trading of costs and benefits remain deeper questions on humanities 

relationship to the planet; what material should be ‘ours’ to use in the first place? 

As with Energy usage, festivals may generally consider these sources of waste to be 

Production or Non-production and require a different approach, though the 

underlying goals of reduce, reuse and recycle are the same. However, regarding 

Waste, a distinction between Organisers and Audience (Figure 16), will be more 

Waste prevention 

Re-use 

Recycle/compost 

Energy recovery 

Disposal 
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valuable: the former being under direct control of the organiser, with the latter 

being more challenging to control directly. 

 

Figure 16 - Organisation and audience waste streams 

Waste facilities48 available to festivals are likely to vary, once the associated 

haulage costs are included, waste management is likely to be a reasonable 

consideration in terms of overall cost of the festival. Waste facilities are unlikely to 

be available on site, meaning that the organisers direct work will likely be focused 

on prevention and re-use, while ensuring the necessary sorting facilities exist for 

the later stages of recycling, energy recovery or disposal. 

We will use the waste hierarchy, applied to both Organisers and Audience to 

investigate methods used to reduce the impact of waste, though options for the 

final stage ‘disposal’ is felt to have been sufficiently covered in the introduction. 

  

                                           
48

 UK legislation regarding waste management generally derives from the relevant EU legislation, and 
is managed via DEFRA, The Environment Agency and SEPA (Scottish Environment Protection 
Agency) with a variety of permits needed for different kinds of waste, as well as specific legislation for 
carriers of waste and designated ‘hazardous’ waste. 

Organizers 

•Set and stages 

•Site material 

•Trader related 

 

 

Audience 

•Food and drink related 

•Equipment, furniture, tents 
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4.1.4.1 ORGANISERS WASTE 

Waste prevention 

This first step may be the most crucial in reducing the impact generated by 

organisers. A reliance on hiring, rather than purchasing equipment outright is a 

reality for many festivals to begin with, so the logic is often clear to an organiser 

when presented with a solution that saves time, money and resources. Waste can 

also be ‘designed out’ in a variety of ways, generally by ensuring there is sufficient 

time and manpower to use more sustainable methods in the first place, and to 

provide similarly for the collection, deconstruction and reuse of any specific 

products or structures. The organisers will also be able to negotiate terms with 

traders and contractors, to ensure that no unwanted materials are brought onto 

site; however this may interfere with negotiations primarly centred around financial 

costs. The Wave Rock Weekender festival in Australia issued a “no gaffa tape49 and 

no cable ties50” challenge to its production team, which forced a great deal of 

creative problem solving with the end result of all production waste being re-usable 

or compostable. (Jones, 2010) 

Re-use 

As it will be practically impossible to purchase precisely the materials required, an 

amount of excess is to be expected. The temporary, experimental nature of some 

festivals, may encourage over-stocking of materials, though conversely, the 

challenging logistics involved may encourage ‘travelling light’ and efficiency in 

terms of time and other resources. The focus here then, is on materials valuable 

enough to salvage, yet inexpensive enough to potentially be wasted or over-stocked. 

Paints, batteries, fuel and some textiles seem to be among the most likely to fall 

into this category, followed by timber, pipes and cabling that depend more on the 

specfic quality or amount to still retain some use. Depending on location, a festival 

may store these materials for the annual cycle, the cost of which may or may not be 

a consideration. The amount of time spent on site may be a factor, if the organisers 

                                           
49

 Pressure Sensitive Adhesive tapes (PSA) generally consist of a backing, release coating, primer 

and adhesive, meaning this is a composite material that is difficult to break up into individual materials 

for recycling. Fully bio-degradable alternatives to both cloth and PVC tapes seem to be available if 

rare. 
50

 ‘Standard’ Cable ties are likely to be made of a nylon: polyamide 6-6. While this material is possible 

to recycle through sorting and re-grinding into pellets, it is likely to be too time consuming at the 

scales in use by festivals, while an individual cable tie costs fractions of a penny. Velcro and other 

reusable ties are available, though substantially more expensive if required in large quantities, and of 

course requiring some additional time ensuring their proper use and reuse. 
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and associated contractors are working and living on site for a long period of time; 

it may be possible to avoid using temporary containers for food and drink if 

facilities exist to clean and reuse them. 

Recycling / compost 

The provision of separate, clearly labeled bins for common items of waste such as 

paper, food and plastic will be neccesary, providing of course the services exist for 

dealing with this waste once colleced. The exact provision may be likely to vary 

from that provided to audiences, bins will be designed for different capacities, to be 

emptied at different intervals and to be placed in different environments such as 

temporary offices and backstage. Standardized signage for bins, based on simple 

colour coding, text and graphics makes sorting as easy as possible. In the UK, the 

Waste and Resources Action Programme established in 2000, have driven this 

standardization of terms and graphics including the ‘Recycle Now’ programme. A 

case study by Coca Cola Enterprise and WRAP found a range of design features 

that can improve recycling rates for “Recycling on the go” (ROTG) units: (Waste and 

Resources Action Programme, 2012) 

- Simple rather than overcomplicated graphic design 

- Apertures that match the items being recycled, round for cans, slots for  

paper. 

- Positive messages rather than lecturing 

- A general waste bin should accompany recycling units to avoid cross 

contamination. 

- No suggestion that different environments required different approaches, 

just clear communication. 

While relatively common household waste may be a challenge, less common waste 

(unable to be salvaged) may also be present in smaller quantities. For example, 

batteries have been targetted by the ‘Better Batteries’ campaign from Julies Bicycle, 

aiming to increase recycling rates and the use of rechargeable batteries within the 

performing arts. Wireless microphones and other portable sound equipment 

generally rely on batteries, and the context of the performance means that batteries 

will be replaced long before their charge is exhausted to avoid an unexpected 

failure. With sufficient forward planning and investment a system using 

rechargable batteries can quickly avoid this waste and save money. The example of 

a west end show is given; going from disposing of 15,808 batteries per year to 
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disposing of 76 rechargable batteries and saving £2,600 per year. However, this is 

based on approximately 400 shows per year, suggesting that it may be more 

challenging to make the case in temporary settings where unexpected events can 

make charging schedules and management difficult to follow51 

Energy recovery 

This will largely depend on the facilities available to the location, and relies on 

effective waste sorting as detailed previously. Timber, cardboard and paper are 

likely to be more present among organisers waste than that of the audience, and is 

more readily combustible (when untreated, unpainted), so additional focus on 

managing this waste material may be desirable if re-use is not feasible, and energy 

recovery facilities exist. 

  

                                           
51

 Julies Bicycle website: “Better Batteries case studies”, originally published: ?, viewed online 

05/01/2012 at: http://www.juliesbicycle.com/resources/case-studies/production/better-batteries 

http://www.juliesbicycle.com/resources/case-studies/production/better-batteries
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4.1.4.2 AUDIENCE WASTE  

Waste prevention 

This aspect is likely to focus more on what the audience brings to a festival, rather 

than what organisers ultimately make available for purchase on site, though there 

is some overlap. We might argue that audiences, at festivals or in other leisure 

contexts have two particular motivations regarding their own items or equipment; 

firstly, to have access to sufficient equipment to meet their basic and leisure needs 

and secondly, to limit the amount of equipment they need to ‘load up on’ and be 

responsible for. These two motivations often conflict with each other, meaning each 

individual needs to plan in advance, and adapt these plans once on site. Various 

factors such as weather, risk of crime and general stamina will affect an individuals 

choices. 

The general concern is that the audience will bring an innapropriate amount or 

type of equipment with them, that they will subsequently want to dispose of; 

whether this is too much food and drink or planning for specific weather conditions 

(extreme heat, cold or rain) that do not occur. This may also be an intentional 

decision on the part of the audience, particularly leaving behind tents and other 

furniture as well as more general waste. It was noted by some interviewees that 

poor weather conditions are likely to increase the amounts of waste deliberately left 

behind. 

Audience - Re-use 

Encouraging re-use of items on the audiences part seems to focus on food and 

drink containers. ‘Normal’ crockery is not widely available or suitable for many 

festival settings, so re-usable bottles or cups, whether brought by the audience or 

made available/sold by organisers are generally encouraged. One case study of the 

Slow Food Nation event in San Francisco estimated that attendees dring on average 

between 1 and 1.5 litres per day, potentially 3x 500ml plastic bottles per person. 

(Jones, 2010) Re-usable cups developed by Workers Beer and Eco Cup were piloted 

at Latitude Festival 2007, were available at a £2 deposit which could be redeemed, 

or the cup kept as a souvenir. It is estimated this has helped divert around 2 

tonnes of waste from the festival, though it requires specialized washing facilities 

and can be re-used up to 100 times. (A Greener Festival, 2008) 

Audience - Recycling / compost 
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As with Organisers, standardized signage for bins is effective, though due to sheer 

volume and potential unfamiliarity with the sorting systems, stewards are 

sometimes positioned near these facilities to both assist and actively encourage 

participation and awareness. Depending on the site and the usage of the land, 

composting on-site for later use may be possible. Otherwise this waste stream will 

need to be transported to offsite facilities. 

Audience - Energy recovery 

The types of material suitable for energy recovery on the part of the audience will 

be those more readily combustible than others, though this will depend on the 

waste-to-energy facilities available. 

One interesting application presented by devices designed to capture and convert 

audience movement; of which there is often an abundance at festivals, into 

electrical power, whether kinetic floorpads or the audiences own ‘self-charging’ 

kinetic devices. Floorpads have been used on a small scale to power lighting and 

sound displays, and at larger scales such as the ‘Dancergy’ booth supplied by 

Sustainable Dance Club, in use at Electric Picnic festival in Ireland52. Given that a 

unique type of floor is required, these may see more uptake in permanent, venue-

based applications; although any pedestrian-heavy thoroughfare could be used, of 

which there may be several at a festival. It is difficult to say really how much and 

how consistently they can generate power. 

  

                                           
52

 Sustainable Dance Club website: “Share the energy at Electric Picnic”, originally published 

31/08/2012, viewed online 05/01/2012 at: 

http://www.sustainabledanceclub.com/events/share_the_energy_at_electric_picnic_ 

http://www.sustainabledanceclub.com/events/share_the_energy_at_electric_picnic_
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Summary of organiser and audience waste 

All the above waste management carries a very real bottom line cost for many 

festival organisers, and one that few relish spending time and money on: 

“Landfill charges and facilities vary from place to place.... It [waste 
management] is one of our biggest costs…we always want to reduce it 
because there are things we’d rather spend that money on.” – Laura Pando, 
Interview 

Due to the extremely visible, tangible nature of waste at large events, there are also 

significant experiential benefits at stake for festival organisers to get waste 

management ‘right’; though it was referenced that different audiences have 

different expectations. Much of the challenge appears to surround what we could 

term design options, whether around materials used in production, or those 

available to the audience, and in both cases how the waste streams are managed. 

Moving to an entirely ‘closed-loop’ or zero-waste society will be a broader challenge, 

but one that festivals can provide an interesting window on. Nevertheless, this 

currently ‘idealistic’ concept has been discussed at high levels of government, such 

as the House of Lords reports on Waste Reduction. The ‘impossible’ nature of 

various strategic challenges surrounding waste reduction are challenged by an 

Associate of Green Alliance (environmental think-tank) stating that: “if one had that 

political will and business buy-in, I do not think human ingenuity or business 

ingenuity is any kind of constraint.”. (House of Lords Science and Technology 

Commitee, 2008) 

As we will later see, waste (and the creation of materials that become waste) makes 

up a significant part of the ‘core festival’ carbon footprint, on a par with energy use, 

and is a common area of focus for organisers aiming to reduce emissions. The 

physical, tangible nature of the problem makes it a natural focus around which 

organisers can communicate with the audience on this and other environmental 

matters. 
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4.1.5 TOTAL EMISSIONS 

We have separated sources of emissions in the previous sections, but before moving 

on to conclude this section, some examples of the total emissions as calculated in 

various studies. (Figure 17) The sections excluded were not calculated or data not 

collected. 

 

Figure 17 - Festivals total emissions under 150t 

The same is presented for the following cases (Figure 18), of a larger overall scale. 

Two estimates were available: 

 

Figure 18 - Festivals total emissions under 1kt 

Finally the largest cases, with Glastonbury available over two years (Figure 19): 

SSW11 SSW10 SSW09 BSF10 BSF09 LCF11 LCF10 CARN11 

Total 95.59 101.19 122.58   62.59 64.11   45.37 66.36   60 

Core festival 53.66 47.74 74.74   20.23 16.02           

Audience travel 41.93 53.45 47.84   42.36 48.09   45.37 66.36   60 
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1. Total emissions - under 150t 
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2. Total emissions - under 1kt 
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Figure 19 - Festivals total emissions above 1kt 

The core reasons for a festival to increase emissions are the growth of the festival, 

which manifests itself in three different ways, generally stemming from increasing 

audience numbers; more gross audience transport, greater distances travelled by 

audiences and increased infrastructure required to support and appeal to larger 

audiences. Regarding the planned introduction of washing machines to 

Glastonbury in 2013, Melvin Benn; then the operations manager, was quoted as 

saying (in 2011): “Older fans are getting far more demanding and we have to 

respond. That means better toilets and now washing machine facilities.”53 

Overall the figures retain a reasonable degree of validity across year to year, yet 

may vary a great deal according to overall attendance levels, the effects of which 

can serve to mask overall trends, at least on the surface. 

The case of Shambala festival, somewhat of a leader in the environmental 

sustainability of festivals; and certainly in terms of reporting their findings, is a 

particularly interesting case. Despite notable efforts, such as an almost total shift 

to renewable power, resulting in a per-person-per-day reduction of over 50% in 4 

years (Green Festival Alliance, 2012), we can nonetheless see that total emissions 

have increased by around 50%, primarily from audience travel, but also from core 

emissions. 

                                           
53

NME website, “Glastonbury to start providing washing machines for festival-goers” originally 

published 11/17/11 , viewed online 05/01/13 at: http://www.nme.com/news/glastonbury/60454 
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A festival like Edinburgh Fringe incurs by far the largest emissions, we note that 

the ‘total’ presented above is actually only an estimate of audience travel, no venue 

information was included. Given its self advertised status as ‘the largest arts 

festival in the world’ it may also have the largest carbon footprint. To give 

perspective, using a rough estimate of 10 tons of annual carbon emissions for UK 

residents, we could describe the first group as roughly the equivalent of 10 of its 

audiences annual footprint, the second group equivalent to 50-70 of the same, with 

the final group 600 to over 2000 of the same. 

Finally, where more detailed data is available, a more comprehensive breakdown of 

emissions sources can be drawn up (Figure 20): 

 

Figure 20 - Festivals core emissions detail 

It is difficult to predict any trends from this data, though it clearly identifies the key 

sources of core emissions. Fibre and waste could be combined here, relating to 

virgin production and materials disposed of, as it is somewhat confusing to 

separate two different sorts of physically tangible materials (and will be discussed 

further under manufactured capital).  

SSW11 SSW10 SSW09 BSF10 BSF09 

Total 53.66 47.74 74.74   20.23 16.02 

Logistics 5.17 3.24 2.6   1.98 1.59 

Waste 2.44 2.44 6.05   1.13 1.13 

Water 0.2 0.2 0.32   0.14 0.19 

Fibre 21.63 21.63 45.54   8.45 8.45 
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4.1.6 FRAMEWORK – NATURAL CAPITAL 

Natural Notes 

Total emissions (tCo2e)   

 

- Audience travel   

- Core festival   

 Energy  

 Fibre  

 Water  

 Waste  

 Logistics  

 Total water supply  

 Total waste water  

 

The measurable impact on Natural Capital is, most likely in the case of festivals, to 

be a ‘negative’ one, and to be abstracted down to a measure of tonnes of Co2e 

emitted. Three ‘tiers’ of measurement are suggested here, with a grand total 

breaking down to audience travel and core festival; the latter of which breaks down 

to five key components. Depending on their overall scale, categories could be 

excluded or combined for simplicity. A category such as water could measure both 

emissions as well as litres used, while waste could also include tonnes diverted 

from landfill. Water emissions could be combined with waste, as the related 

emissions are generally very small compared to other categories, such as energy; or 

brought into a separate section alongside the litres of water used. 

Audience travel has been condensed into one category, as it is arguably not under 

the organisers direct control and may require much more elaboration (average 

distances travelled per mode of transport, occupancy rates of cars) than desired in 

this kind of ‘headline’ summary. Energy could further break down into the share of 

renewable or bio-fuels used, an overall efficiency rating or amount of energy 

wasted, though the latter is unlikely without more detailed monitoring data. 

Carbon offsetting through financial investment in relevant, accredited schemes, 

could be included as a ‘note’, given the degree of controversy over its usage, 

arguably as a ‘license to pollute’. Existing awards schemes could be included as 
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notes, those given by Julies Bicycle and A Greener Festival and accreditation such 

as BS8901/ISO 20121 and similar could also be included. 

Overall, while impact on Natural capital appears to be quite possible to quantify 

and measure, the challenge is more one of striking an appropriate balance between 

feasibility and urgency. Festival organisers and other interviewees were familiar 

with the measures used and their general causes, and were more focused on 

measuring the impact of any particular interventions, and ensuring their limited 

resources were applied to have the greatest impact.  
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4.2 HUMAN CAPITAL 

“The five capitals framework defines human capital in terms of any one 
individual’s physical, intellectual, emotional and spiritual capacities – in other 
words, what each one of us brings to any working, playing, nurturing or loving 
relationship. All organisations (for profit or non-profit) are now keen to find 
ways of enhancing their human capital, although there’s a lively debate as to 
how best to measure this – or indeed, whether it is worth measuring in the 
first place.” [p137] (Porritt, 2005) 

 

Festivals, and cultural activity of all kinds, must be motivated by a need to increase 

stocks of human capital. A term such as ‘cultural activity’ could arguably include 

to what may be considered the subsidiary activities of festivals, earning a living, 

establishing social status, socializing; almost all human behaviour could be said to 

contain a cultural element. In this research, we will both refer to the central focus 

of festivals, the involvement of participants in some form of culturally identifiable, 

usually ‘artistic’ activity, as well as other subsidiary activities with a strong causal 

link to the festival. A worthwhile framing point regarding the further discussion of 

Human and Social capital; is that factors discussed for Human capital will largely 

relate to impacts on the individual, whereas Social capital will largely relate to 

impacts on the many. Porritt, in regards to the Human/Social distinction, agrees 

that concerns over the exact definition is broadly of less importance than a general 

awareness of the two, and to address the subjects accordingly, rather than 

needlessly ‘forcing’ the two together for simplicities sake. 

Contemporary Western thought on culture can be traced back to follow the 

influence of Enlightenment thinkers such as Matthew Arnold and Immanuel Kant, 

and emphasises the individualist value of culture, generally in an educational, 

guiding or civilizing function. Kant writes that culture consists “chiefly in the 

exercise of the mental faculties”, to develop the courage think independently, with 

the aim of both individuals and societies having a sense of identity and destiny. 

(Kant, 1899) Arnolds noted series of essays ‘Culture and Anarchy’, defines the two 

concepts as opposite, leading to the famous statement that: 

“Culture being a pursuit of our total perfection, by means of getting to 
know…the best which has been thought and said in the world.” (Arnold, 
1869)  

In practice, it seems these two opposites (culture and anarchy) are often realised as 

‘high’ and ‘low’ culture, or to distinguish between that which is civilized and that 

which is uncivilized, philistine; even barbaric. 
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We will not further trace the development of concepts and definitions of culture 

from here up to the present day54, the key issues being that; cultural activity is 

likely to be characterised by its encouragement of mental activity55 among the 

participants, the supposition that this activity is in some way is a necessity to lead 

a civilized existence, and that cultural activities can be interpreted variously, most 

likely based on a prior engagement (or lack thereof) with the activity. These issues 

are reflected in contemporary definitions of culture, particularly in the public 

sector. 

In the UK, the Department for Culture Media and Sport uses an array of definitions 

regarding ‘the cultural sector’ including subsectors and domains. This references 

international examples such as UNESCO and EU Commission related cultural 

statistics guides. The DCMS definition identifies two parts (paraphrased below) 

1. Culture has both a material and non-material dimension. The definition of 

the Cultural Sector must focus upon material culture…The production of 

goods and services always happens in a context – an idea is nothing without 

execution. 

2. We recognize that the range of activities defined as ‘cultural’ is mobile and 

changing…we propose that the domains of the Cultural Sector cover the 

following: Visual Art, Performance, Audio-visual, Books and Press, Sport, 

Heritage, and Tourism…[additionally] there is a strong case for the sub-

division of some activities into ‘mainly for profit’ and ‘not for profit’ 

categories. (Department for Culture, Media and Sport, 2004) 

Cultural activity, perhaps more specifically; recreational or leisure activity, is 

assumed, in contrast to labour or work activity, to be unproductive (particularly in 

an economic sense) and perhaps ultimately destructive; ‘wasting time’, giving 

echoes of a Protestant work ethic: 

“He had discovered a great law of human action…Work consists of whatever a 
body is obliged to do, and that Play consists of whatever a body is not obliged 
to do.” – From The Adventures of Tom Sawyer, Mark Twain 

It is unlikely that freely chosen cultural activity would frequently be considered 

‘Work’ in this sense, even if it is physically or mentally demanding, and whether or 

                                           
54

 The Counter-Enlightenment of the time, and more recent Postmodernism would likely clash with 

some of the conclusions this view of culture may lead to. 
55

 By this we acknowledge that cultural activity can of course have strong physical or spiritual 
characteristics, but that some degree of mental or intellectual engagement in the activity seems to be 
a pre-requisite; even if it is to a ‘limited’ degree. 
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not it is carried out for employment. Taking the physical, intellectual, emotional 

and spiritual dimensions referenced by Porritt, it seems logical to conclude that 

cultural activity is of value, perhaps uniquely so, and will impact on all of these in 

the modernist, “capacity-building” way suggested by Kant and Arnold. As Porritt 

also identifies, how impact this is measured, and whether the results are ‘useful’, 

will remain a point of debate; as such the investigation is likely to cover both the 

mundane and the esoteric. 

The following investigation will primarily be focused on the impact on the human 

capital of the audience. Compared to the artists and organisers, they represent a 

larger ‘quantity’ of this human capital, though by comparison those individuals 

more involved in a festival are likely to impacted to a greater degree. Furthermore, 

there appears to be a greater availability of literature; particularly that associated 

with festivals and similar events that focuses on audience experience from both 

qualitative and quantitative approaches. Having made this qualification, some 

relevance can still apply to the ‘work’ side of the work/life balance, as well as the 

‘middle ground’ of voluntary work. 
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4.2.1 POSITIVE AND NEGATIVE IMPACTS ON HUMAN CAPITAL 

We will first need to define what represents a positive or a negative impact on this 

capital. Pleasant or unpleasant sensations or thoughts are not, in themselves, 

thought to constitute a positive or negative impact on human capital. These 

impacts, given that we are considering a sensation or thought as a symptom of a 

given activity, are themselves, subject to interpretation. Bordieu discusses the 

positional nature of suffering (and by association the opposite, happiness), 

suggesting that focusing only on the material aspects denies us the understanding 

of an array of non material or ‘ordinary’ types of suffering: whilst also failing to 

faithfully represent a world which “has the distinction of producing innumerable 

representations of itself.”  (Bordieu P. e., 1999) While Bordieu here is referencing 

poverty, this could be expanded to consider all material impacts in both a positive 

and negative sense. Therefore, we should give consideration to both material 

(physical) and non material (non-physical) impacts, and be aware that this will 

likely be complicated by ‘innumerable representations’. 

Physical and mental stress are arguably an important, even desirable, part of the 

human experience, even if it introduces the risk of severe physical or mental injury. 

In the post-industrial West, individuals are sometimes thought to be ‘overly 

insulated’ from even minor harms. This can be seen in the work of noted play 

theorist Brian Sutton-Smith, in particular his paper ‘School Playground as festival’, 

(Sutton-Smith, 1990) which argues that some attempts to restrict or abolish play in 

this ‘festival’ environment would deny children’s right to participate in a key 

cultural and developmental event. Sutton-Smith also states that both adults and 

children must be included in a true definition of ‘play’. The negative side of 

‘complete danger insulation’ at large events, such as festivals, is reflected in the 

quote below: 

“The reason that we like concerts is that they are a little bit dangerous, we 
don't want to make everywhere we go like Disneyland, so that requires a lot of 
personal responsibility, and that means you [the audience]” Wayne Coyne of 
The Flaming Lips speaking to Safeconcerts.com56 

Taking the point to an extreme, it becomes philosophically difficult to draw the line, 

as it regards sustainability; if humans need leisure, some will want to participate in 

                                           
56

 Safeconcerts website, “Concert & Festival safety information and resources.” Embedded video, 

originally uploaded 21/07/2012, viewed online 05/01/2013: http://www.safeconcerts.com/crowdsafety/ 

 

http://www.safeconcerts.com/crowdsafety/
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dangerous or destructive activities. The stance of Western society remains broadly 

within the liberal tradition, in that an adult individual of sound mind has the right 

to subject themselves to any experience they might wish, providing it does not 

harm or infringe the same rights extended to others. This does not negate the 

responsibilities of the individual to themselves or others, just that to raise 

boundaries around human interests in this way would, on balance, be the greater 

harm. This direct restriction or infringement of rights appears to be where much of 

the discussion and legislation takes place; what cost might society as a whole pay 

for the choices of individuals? 

Any establishment of positive (creative, valuable) or negative (destructive, 

worthless) aspects of human behaviour, requires clear definition and the 

elimination of bias. Anecdote is often suspect, even if it often provides a very 

human, convincing narrative to explain incidents that likely have multiple 

contributing factors, or contain a large degree of the unpredictable. We must be 

aware of moralizing perceived positive or negative types of behaviour that may tie in 

to festivals, and leisure in general.  

To understand the foundation we will examine the development of law in relation to 

cultural and leisure activities. Despite being previously acceptable, if not common, 

many of the following examples have been outlawed entirely or become subject to 

licensing within the UK57: 

4.2.1.1 SPORTS LICENSING 

Johnes writes that the ‘brutality’ of life in early-industrial Britain was reflected in 

the popularity of sports such as bare-knuckled prize fighting, bull baiting and 

cockfighting. Increasingly, the middle class attacked these uncivilized, immoral, 

activities, though it is also noted that the fox-hunting of the upper classes was less 

likely to be targeted with the same criticism. From this we can acknowledge that 

efforts to campaign against or outlaw certain activities may not be purely critical or 

evidence-based, and also contain an element of classism:  

“…the crusades owed something to concerns about the turbulent behaviour of the 

workers rather than just the suffering of animals.” (Johnes, 2005).  

Regarding the consent of individuals to willingly put themselves at physical risk, in 

the case that outlawed bare knuckle boxing (R v Coney, 1882), it was ruled that 

                                           
57

 While we refer to ‘the UK’, examples may primarily refer to England and Wales, to avoid confusion 

with the modern and historical legal jurisdictions of Scotland and Northern Ireland respectively. 
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participation equated to the crime of assault58, and subsequently that spectators 

would be found guilty of aiding and abetting of this first crime. Various blood 

sports involving animals were outlawed by the Cruelty to Animals Act (1835), which 

amended the existing Cruel treatment of Cattle Act (1822) to include, among other 

alterations, a wider array of animals. This included bears, bulls, dogs and cocks 

used in baiting and fighting respectively. Importantly, the act identifies both the 

‘Sufferings caused to dumb animals’ as well as the resulting ‘Demoralization of the 

people’. Aside from the clear harm to animals, a further important concept 

expressed here is that by participation the people are demoralized, they literally 

‘lose’ morals and become less civilized as a result of these activities. While the focus 

here is clearly on restriction, the same concept could also apply to efforts that 

conversely, attempted to ‘raise’ morals.  

4.2.1.2 ALCOHOL LICENSING 

The Sale of Spirits act (also known as ‘The Gin Acts’) of 1736 and 1751 were the 

first significant licensing acts regarding sales of alcohol in England. The first 

attempt at introducing a both a tax on the product and requiring the retailer to be 

licensed, appears to have been broadly ignored and drove the trade underground59. 

The later attempt reduced the cost of the license, and was more successful, though 

other interpretations suspect the underlying cause may have been a sudden spike 

in production costs. Abel discusses the social commentary of the time, suggesting a 

variety of reasons for both the conditions contributing to the ‘Gin epidemic’, and 

the efforts of those pushing for restriction:  

“While reformers pointed to excessive gin drinking as the cause of social 
unrest, poverty and overcrowding laid the foundation for the era's social 
problems, and the low cost of gin offered an escape from those realities.” 
(Abel, 2001) 

The reformers may have been keen to vilify gin as a cheap, foreign alternative to the 

more ‘patriotic’ choice of beer (the corresponding struggle in France was noted to 

have drawn on the equivalently nationalistic choice of wine) but this reframing of 

the case as an issue of morality or culture is arguably a method of avoiding the 

underlying issues:  “Reformers were blind to the economic ideology that produced 

those conditions, because they were part of the social class that created that 

                                           
58

 To be precise: Assault occasioning actual bodily harm 
59

Historic UK website, “Mother’s Ruin”, originally published: ?, viewed online 05/01/2012 at: 

http://www.historic-uk.com/CultureUK/Mothers-Ruin/ 

 

http://www.historic-uk.com/CultureUK/Mothers-Ruin/
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ideology… they could dismiss problems associated with gin drinking as not of their 

own making.” (ibid) 

In 1872, the Intoxicating Liquor (Licensing) Bill introduced the first restrictions on 

the opening hours of retail premises that sold alcohol. Legislation following this 

also had a moral dimension; restrictions on Sundays, restrictions of spirit chasers, 

introducing food and non-alcoholic drinks, and the introduction of facilities for 

women. Wider political and economic motivations were also in effect; 1914-1918 

saw restrictions due to concerns of the effectiveness of munitions factories workers, 

while the repeal of Sunday restrictions and eventually 24 hour licensing have had 

implications for businesses and tax revenues alike. (Hilton, 2002) Hilton also 

makes the broader, cultural observation that governments involved in the varying 

legislation were themselves, while generally of a specific social class, never entirely 

separated from the drinking practices that the legislation, perhaps contradictorily, 

aimed to alter. This same observation we could consider in regards to other 

cultural activities, with the likelihood that the activities of those removed from the 

politically, or otherwise, empowered classes are those least likely to be reflected in 

the legislation. 

4.2.1.3 PERFORMANCE LICENSING 

The Statute of Anne (1710) is considered the first piece of copyright legislation in 

the world, which awarded authors a copyright period of 14 years. Arguably, this 

was passed due to a combination of factors, notably the availability of the printing 

press, and the growing desires of Tudor and Stuart monarchs to enable censorship 

and prevent the publication of dangerous texts. (Robinson, 1991). While relating 

only to the written word, it nevertheless was an important precursor of further act, 

namely The Licensing Act (1737) which introduced the position of the Lord 

Chamberlain, given the power to censor plays, initially without justification, being 

restricted later in the Theatres Act (1843) to occasions when the Lord was “of 

opinion that it is fitting for the preservation of good manners, decorum or of the public 

peace to do so.” (Roy, 2003) and finally being replaced by the Theatres Act (1968), 

which removed this type of censorship of the stage. 

Licensing of performance in the contemporary UK, is now less concerned with 

censorship, than it is with defending creators performance and production (copy) 

rights, and controlling ‘licensable activities’ and ‘regulated entertainment’. The 

Obscene Publications Act (1964) and modifications to it brought by the 
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Broadcasting Act (1990) maintain government powers to outlaw the ownership or 

distribution of certain content that is deemed to “…deprave and corrupt persons 

who are likely…to read, see or hear the matter contained or embodied in it.” 

The Act is considered by some to be obsolete, and very few prosecutions have been 

brought under it: from 309 in 1994 to 39 in 2003 (Home Office, 2005). In R v 

Peacock (2012), the charge was brought against a seller of hardcore pornography, 

who was subsequently found not guilty on the basis that no reasonable person 

might unwittingly expose themselves to material clearly advertised as such. The 

defense stated after the trial: "The Obscene Publications Act has been rendered 

irrelevant in the digital age. Normal jurors did not consider representations of 

consensual adult sexuality would deprave and corrupt the viewer."60 In the context 

of live performance, it seems more likely that any restriction would be more likely 

to be an attempt to “prevent a breach of the peace”61; that is, to prevent those 

deliberately, or those thought to be potentially provoking violence, rather than any 

particular censorship of the performance. However in the case of multimedia 

incorporation with live performance, or the recording of the performance, or 

subsequent publication of elements of the performance, might still carry the slim 

risk of interpretation in this way, under the Obscene Publications Act.  

Self-censorship may be more likely today. A performance of the play ‘Behtzi’, which 

contains depictions of rape and murder within a Sikh temple, was cancelled in 

2004 due to significant threats of violence to those involved, particularly the 

playwright. The authorities in this case stood to the defense of those wishing to 

produce and to view the play: "If they had decided to carry on with the play, we 

would have dealt with whatever we had to deal with."62 Maintaining public order is 

obviously a police responsibility, though cases such as Behtzi help demonstrate 

that the balance is largely on the side of freedom of speech in the arts today. 

In reference to festivals specifically, the Criminal justice and public order act 

(1994), is frequently referred to, specifically ‘Part 5, Public Order: collective trespass 

or nuisance on land’, parts of which may be interpreted as censorship of a cultural 

                                           
60

 Guardian, “Obscenity law in doubt after jury acquits distributor of gay pornography”, originally 

published 07/01/2012, viewed online 05/01/2013 at: 

http://www.guardian.co.uk/law/2012/jan/07/obscene-publications-act-future-doubt 
61

 In R v Howell (1981), a breach of the peace was defined as actions which harm another person, or 
their property in their presence, or actions likely to lead to these, which may occur on public or private 
property. 
62

 Guardian, “Writer in hiding as violence closes Sikh play”, originally published 21/12/2004, viewed 

online 05/01/2013 at: http://www.guardian.co.uk/uk/2004/dec/21/religion.arts 

http://www.guardian.co.uk/law/2012/jan/07/obscene-publications-act-future-doubt
http://www.guardian.co.uk/uk/2004/dec/21/religion.arts
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activity. The act has been perceived by some as a ‘moral panic’ reaction to rave/free 

festival culture: with an explicit focus on specific types of music and events:  

“…a gathering on land in the open air of 100 or more persons (whether or not 
trespassers) at which amplified music is played during the night…“music” 
includes sounds wholly or predominantly characterised by the emission of a 
succession of repetitive beats.” 

McKay provides a history of free festival culture in the UK and the effects of 

increasing media coverage and political pressure. This loosely recognized culture 

could be seen to have origins from Windsor Free Festival (1972-74) Stonehenge 

Free Festival (1972-84) (McKay, 1996). The ‘attempted’ 1985 Stonehenge Free 

Festival was blocked by police, and resulted in rioting and 537 arrests, known as 

‘The Battle of the Beanfield’, a well known incident covered in detail by Worthington 

(Worthington, 2005) . The Public Order Act (1986) which preceded the current 1994 

act, particularly restricted gatherings of vehicles, which were often strongly linked 

to the travelling communities involved in free festivals. The underlying sentiment 

was summarised by Prime Minister Margaret Thatcher, quoted at the Conservative 

Party Conference in 1986: " [as] only too delighted to do anything we can to make life 

difficult for such things as hippy convoys.” (ibid) Castlemorton Common Festival 

(1992) may be considered one of the last free festivals of this kind, or at least the 

best known prior to the 1994 act. A five day event which attracted significant media 

coverage, which itself is thought to have fed back into and greatly increased 

attendance, which was estimated at 20,000 to 40,000. Overall the festival passed 

with no great violence and around 100 arrests, mainly for drugs offenses. David 

Blakey, chief constable of West Mercia was quoted at a press conference reflecting 

on a less aggressive approach: “I’ve taken some stick over this for a week, but I was 

right. The people who say the police should have gone in and cracked heads are 

really talking nonsense.” (ibid)  

Further elements of the 1994 act also enable officers to stop persons reasonably 

believed to be attending a rave from proceeding to their destination, and the seizure 

of sound equipment used in the production of the event. While the act is credited 

with the ending of free festival and rave cultures, the longer term impact of this and 

other trends are summarised by Pearson with a mixed and generally positive 

response. (Pearson, 1999) While the nomadic and non-commercial ideal of free 

festival and rave culture may only be realised by a few ‘die hard’ participants today, 

arguably the mainstreaming of festival and rave culture afforded people relaxed 

dress codes and security, cheap dancing and access to non-commercial music; all 
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without having to step outside the law. Meanwhile, many active participants of free 

festival and rave culture are generally thought to have moved on to organise legal 

events, with greater ease and less personal risk than previously, and retaining the 

democratic qualities of an open, freely advertised public space. 

These events aside, live performance is more likely to be directly dealt with the 

Licensing Act (2003) One of the core aims of the act was to integrate several 

previously separate licenses into a more straightforward scheme. The four licensing 

objectives are:  

1. The prevention of crime and disorder  

2. Public safety  

3. Prevention of public nuisance  

4. The protection of children from harm.  

 

The Live Music Forum, responding to a call from government to make 

recommendations on the impact of the Licensing Act on live music, stated that the 

vast majority of local authorities had adopted the new legislation in an appropriate 

manner, that there were no disproportionate effects on certain types of live music 

or venues. Despite this, the forum concluded that the act had not, as stated by 

ministers, led to a notable increase of live music performances that had been hoped 

would be achieved by a simplification of the licensing process. (Live Music Forum, 

2007) 

Ongoing pressure, detailed by campaigner Hamish Birchall63, continued to seek 

exemptions for smaller and more informal live music performances, which were still 

thought to be unfairly restricted by licensing requirements, manifesting as the Live 

Music Bill, and subsequently Live Music Act (2012), which removed restrictions on 

venues and performances of less than 200 capacity. Birchall also provides a useful 

insight into the stance of authorities on the matter, through which we can still see 

shades of censorship and control. The police and Local Government Association, 

both initially opposed the exemption, the police were eventually convinced that live 

music (at this scale) did not pose a significant public disorder threat, and existing 

powers and legislation were sufficient to deal with any negative impacts: 

“The reasons are quite complex, but essentially they [Local Government 
Association] believe, or I should say believed, that it was necessary and 
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 Live music exchange website, “Hamish Birchall on the Live Music Act 2012” originally published on 

17/05/2012, viewed online at 05/01/2013 at: http://livemusicexchange.org/blog/hamish-birchall-on-the-

live-music-act-2012/ 

http://livemusicexchange.org/blog/hamish-birchall-on-the-live-music-act-2012/
http://livemusicexchange.org/blog/hamish-birchall-on-the-live-music-act-2012/
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proportionate to criminalise the provision of almost all live music subject to a 
process of local consultation − which is essentially what licensing provides. 
This was also the position of some residents associations.” (ibid) 

The Live Music Act (2012), due to come into effect in October 2012, removes the 

requirement for live music performances to under 200 people to be licensed: with 

assorted details.64 

A final mention should be made to ‘The Promotion Event Risk Assessment Form 

696’, generally referred to as ‘Form 696’, as introduced by the Metropolitan Police 

in 2008. This risk assessment form was required of a range of venues across the 

London boroughs, either as a stand-alone voluntary process or as required by a 

broader licensing compliance. Particular focus on the form itself is placed on ‘DJs 

or MCs performing to a backing track’ and events taking place between 10pm and 

4am. After some controversy, the requirement to report the style or genres of music 

involved, and ethnic background of the artists and audience were dropped, though 

the form still attracts criticism from across the music industry and from equality 

campaigners.65 

 

  

                                           
64

 The venue must still be licensed for alcohol consumption, it must be open for alcohol consumption 

at the time of the performance, if the music is amplified the audience must be no more than 200, it 

must take place Monday to Sunday from 8am to 11pm, and it only applies to live music: not DJs or 

other recorded music. Live unamplified music can now, in principle, be performed in any venue 

without a license. 
65

 Guardian, “Met police bows to pressure to drop question on ‘racist’ form 696”, originally published 
7/09/09, viewed online 05/01/13 at http://www.guardian.co.uk/society/2009/sep/07/met-police-form-
696-clubs 

http://www.guardian.co.uk/society/2009/sep/07/met-police-form-696-clubs
http://www.guardian.co.uk/society/2009/sep/07/met-police-form-696-clubs
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Summary of sports, alcohol and performance licensing 

These examples are not expected to be exhaustive but examine some of the 

pressures likely to bring state regulation into an individual’s leisure time. The core 

liberal principle, of allowing individuals their own decisions remains of importance; 

though this has clearly changed with societal norms, whether this is driven by 

occasionally deliberate, even militant proselytizing or what appear to be more 

subtle and gradual shifts in the underlying culture.  

The contemporary debate around a modernist approach to culture is more likely to 

be concerned with issues of plurality and diversity: whose interpretation of “the 

best which has been thought and said in the world” should be supported? While 

there is no empirically universal benchmark of ‘good or bad’ culture, the closest we 

generally see in use are the expressions of value judgments relating to those with 

power, whether this power is economic, political or social. Public funding bodies 

exercise this influence with every decision, whether at a national (Arts Council, 

BBC) or local (Community funds, Local authority) level. The free market presents 

individuals with a practically bottomless selection of cultural products or 

experiences, even to the degree that some have described the process as both the 

culturalisation of the economy, and the economization of culture (Markusen, 2005). 

We will further discuss the deeper impacts of cultural consumerism under the 

heading of social capital. 

In terms of human capital, a festival is an environment in which we can relax, be 

entertained and excited, or perform a kind of self-actualisation; to say nothing of 

the experiences of active participants, artists and staff. The core aim of the festival 

experience is arguably one of presenting an opportunity to increase or restore levels 

of human capital, whether materially or not. In any given example, this impact may 

or may not occur, and it may or may not be positive, though the intentions of 

festival organisers are almost universally centreed on this function. All interviewees 

reflected on this, one example is given below: 

“You can tell, I think I can tell, without being too New-Agey, when there’s 
energy, when there’s a genuine passion around a place, and you can tell 
when there isn’t.” - Geoff Rowe, Interview 

 

We will first establish the Material impacts on Human capital. 
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4.2.2 MATERIAL IMPACTS 

The physical aspect of Human capital is relatively unambiguous to measure, 

particularly in the case of injuries and deaths. Data available to the festivals 

researcher are likely to be those gathered by licensing authorities and emergency 

services, though these may not be readily available or conveniently signposted by 

the festival organisation themselves. 

4.2.2.1 MEDICAL INCIDENTS 

Medical and police staff will generally be obliged to record some of the detail of a 

given incident, traditional media outlets or citizen journalists may also document 

events. Some of the most recent and high profile cases are summarised below in 

Figure 21:  

Event Year Attendance Incident Source 

Crowd related / crushing 

Roskilde 2000 75,000 9 killed, 34 

injured 

Police report via 

safeconcerts.com66 

 

Big Day Out 2001 200,000 1 killed NME67 

Mawazine 2009 70,000 11 killed, 40 

injured 

BBC68 

Love Parade 2010 500,000 19 killed, 340 

injured 

The Independent69 

Structural collapse 

Indiana State Fair 2011 12,000 7 killed, 40 

injured 

Witt Associates 

Independent 

assessment70 

                                           
66

Roskilde Police: Report on the accident at the Roskilde festival, originally published 19/12/2000, 

viewed online 05/01/2013 at:  http://www.safeconcerts.com/documents/roskildepolicereport.pdf 
67

NME, “Limp Bizkit slammed over Big Day Out death”, originally published 8/11/2002, viewed online 

05/01/2013 at: http://www.nme.com/news/festivals/12980 
68

 BBC News, “Deadly stampeded at Rabat festival” originally published 24/05/2009, viewed online 

05/01/2013 at: http://news.bbc.co.uk/1/hi/world/africa/8065651.stm 
69

 Independent: “Love Parade Tragedy: I’ll never forget the sight of all those twisted bodies”, originally 

published 26/07/2010, viewed online 05/01/2013 at: 

http://www.independent.co.uk/news/world/europe/love-parade-tragedy-ill-never-forget-the-sight-of-all-

those-twisted-bodies-2035410.html 

http://www.safeconcerts.com/documents/roskildepolicereport.pdf
http://www.nme.com/news/festivals/12980
http://news.bbc.co.uk/1/hi/world/africa/8065651.stm
http://www.independent.co.uk/news/world/europe/love-parade-tragedy-ill-never-forget-the-sight-of-all-those-twisted-bodies-2035410.html
http://www.independent.co.uk/news/world/europe/love-parade-tragedy-ill-never-forget-the-sight-of-all-those-twisted-bodies-2035410.html
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Pukkelpop 2011 60,000 5 killed, 70 

injured 

Guardian71 

Figure 21 - Table of medical incidents at festivals 

It seems most concern surrounds injuries caused by crushing within a crowded 

environment; in front of a stage or other focal point, or while moving through a 

pedestrian thoroughfare. Structural collapse, often of a stage, is usually brought on 

by unexpected weather matched with a structure insufficiently engineered to cope. 

Presumably due to these incidents and ‘near misses’ in other types of event, 

alongside growing societal awareness of “Health and Safety” in general (The Health 

and Safety at Work act 197472) crowd management and crowd safety studies have 

increased as a topic of research, for example, with The Journal of Crowd Safety 

Management beginning publication in 2009. 

 

Outside of these large scale incidents, festivals will have to manage a range of 

injuries sustained on a more individual basis; these are less likely to attract the 

press coverage that makes larger incidents so easily identified. Medical journals, 

particularly those dealing with emergency medicine, have covered festivals and 

other mass-gatherings in this way in Figure 22: 

 

US Festival 1982: (Ounanian, 1986) 

The festival had an attendance of 410,000. Working on site, a total of 2,632 

encounters required examination and evaluation by health professionals. 38% 

(1,014) involved minor surgical trauma. Extreme environmental conditions, 

including temperatures exceeding 114F, high winds, and unusually high dust 

concentrations, were thought to be responsible for 361 (13.6%) cases of reactive 

airway disease and 184 (7%) cases of heat exhaustion. There were 91 transports to 

an offsite hospital, of which 12 were classified as major casualties; there were no 

deaths. 

Glastonbury Festival 1993: (Britten, 1995) 

                                                                                                                                   
70

 Witt Associates, “An independent assessment of the August 13
th
 2011 Indiana State Fair stage 

collapse”, originally published 12/04/2012, viewed online 05/01/2013 at: 

http://www.in.gov/sfc/files/041212_WA_Exec_Summary.pdf 
71

 Guardian: “Storm at Belgium’s Pukkelpop music festival kills five after stage collapses”, originally 

published 18/08/2012, viewed online 01/05/2013 at: 

http://www.guardian.co.uk/world/2011/aug/18/pukkelpop-belgium-festival-killer-storm 
72

 This Act laid down the principles for additional regulations such as Control of Substances 

Hazardous to Health, Consumer Protection Act, Personal Protective Equipment and those relating to 

First Aid at work. 

http://www.in.gov/sfc/files/041212_WA_Exec_Summary.pdf
http://www.guardian.co.uk/world/2011/aug/18/pukkelpop-belgium-festival-killer-storm
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Glastonbury had an attendance of 85,000 in this year. Over the period of the 

festival, Bath Royal United Hospital saw 53 patients of which 24 were admitted. 

The admissions rate was low because trivial complaints were addressed on site, 21 

(72%) of those admitted required a radiograph that was not available on site. The 

number of days of in-patient ward care totalled 364 days and in addition, 31 days 

of ICU care were required. The study noted a low level of serious violence, with only 

5 (9%) of patients having been assaulted, and a relatively high level of conditions 

associated with illicit drugs: 7 (29%). The study concluded: “There was substantial 

morbidity associated with the Glastonbury Festival that was seen at this Hospital 

Trust. This morbidity carries with it a sizeable financial burden to the Trust and to 

the wider National Health Service.” 

25 year review of mass gathering medical care (Michael, 1997) 

Reviewed the provision of medical care at mass gatherings as described in 25 years 

of case reports. Mann-Whitney U-tests indicated that papal masses (p = 0.04), rock 

concerts (p = 0.005) and events in hot climatic conditions (p = 0.03) had a 

significantly higher frequency of spectators seeking medical care. Significantly more 

cardiac arrests occurred at papal masses (p = 0.04) and sporting events (p = 

0.0002). The review only included English language articles, but noted that risk 

also varied by country. The study also recommended: “A uniform classification 

scheme is necessary for future prospective studies of mass gatherings.” 

Medical problems at 405 major concerts: (Grange, 1999)  

Nearly 5 million total attendees attended 405 separate concerts (including some 

festivals) over a five year period at five separate venues in California. The records 

were analysed across music type, overall attendance, temperature and 

indoor/outdoor location. Reviewing other literature found a key metric to be 

patients –per-ten-thousand or ‘PPTT’, though this was noted to vary from as low as 

8 PPTT to as high as 1000 PPTT when studies had been carried out on individual 

events. Granges multi-case, longitudinal study found a median of 2.1 PPTT per 

concert and a high of 71 PPTT per concert, at a punk festival that turned into a 

riot. The recommendation was to expect 7.1 PPTT for non-rock concerts and 13.7 

PPTT for rock concerts, though it was noted rock concerts were variable. The 

majority of incidents at all concerts were physical trauma related. 

Suwa Onabashira Festival 2004: (Yazawa, 2007) 

The festival attracted 1.8m spectators in 2004. The festival has historical roots 

going back 1000 or more years. Men ride the Onabashira pillars (logs) down steep 
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slopes, at each festival, several people are crushed under the heavy log. A total of 

237 patients presented to the medical tent (1.32 PPTT) and 63 were transferred to 

hospitals (0.35 PPTT). The study noted that variables likely to affect the levels and 

types of medical needs are temperature, humidity, event type and duration, ages of 

the attendees, crowd mood and density, overall number of attendees, alcohol and 

drug use. 

Figure 22 - Table of emergency medical studies at festivals  

Several key issues for festivals have been identified through studies such as these, 

suggesting that festivals may have different needs than other types of mass-

gatherings, and different festivals may encounter different types of medical issues: 

primarily influenced by weather conditions73, prevalence of alcohol and other 

drugs, the age and general attitude of the audience. 

Finally, it is worth referencing the range of other health issues that festivals 

audiences may be likely to encounter, and as a result festival organisers may plan 

for. The NHS Livewell advisory website74 has, at the time of writing a section 

specifically targeted at festival goers offers guidance highlighting the following 

issues [adapted below]:  

- Sexual health, sexually transmitted infections and unplanned pregnancy 

- Physical safety regarding crowds and crowdsurfing 

- Food poisoning, storage and preparation 

- Exposure to high sound levels, tinnitus and deafness 

- Exposure to extremes of weather, in particular sun related skincare 

 

These are less likely to result in direct, reportable medical incidents, though their 

prevalence could be said to generally increase the overall risk associated with a 

festival. As such many festivals are keen to signpost their own, and other sources 

of advice sections for a range of health issues.  

                                           
73

 While heat and/or dust seem to be the most prevalent, rain, cold and wind may also pose a risk, 

particularly in the context of the UK. However, it was broadly acknowledged in these studies that 

some of the risks presented by this type of ‘bad’ weather are often offset due to a resulting decrease 

in attendance, whereas ‘good’ weather will generally increase attendance. 
74

 NHS website, “Festival health”, originally published: ?, viewed online, 05/01/2013 at: 

http://www.nhs.uk/Livewell/Festivalhealth 

http://www.nhs.uk/Livewell/Festivalhealth
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Summary of medical incidents 

For the purposes of broader festival comparison, focusing only on the more 

shocking incidents (structure collapses, crowd panics) could paint a skewed picture 

of the overall ‘risk’ at festivals. Nevertheless, these large scale incidents are the 

ones most frequently repeated within the sector, and in the media surrounding it.  

The medical literature approaches the issue in a more impartial way, least of all the 

detailed cataloguing and recording of incidents, however small. It stands to reason 

that the use of the ‘Patient-Per-Ten-Thousand’ metric would be a valuable shared 

standard for festivals, perhaps with notes on particular challenges regarding the 

weather conditions or audience age and general temperament. The more significant 

incidents, particularly those directly resulting in multiple deaths, certainly have 

increased the overall profile of festival safety as an issue, though due to their 

specificity, they better suit a case-study approach than the broad benchmarking 

being attempted here. 
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4.2.2.2 ALCOHOL AND OTHER DRUGS 

The medical literature above would seem to account for much of the material 

‘damage’ sustained to human capital, as we can assume each recorded incident 

represents a certain degree of severity, though not all issues will ‘need’ to be 

reported, or will go entirely unreported. Our previous summary of changing 

attitudes towards alcohol shows the consumption of this, and other substances, 

have been linked with leisure activity for a substantial period of time. While we 

should not consider any use of alcohol or other drugs as an ‘instant’ negative or 

positive; and it is beyond the remit of this research to investigate much further into 

these varied substances, the wider implications are well documented. The statistics 

below are taken from the National Health Service Information Centre (NHSIC) 

reports on Alcohol and Drug Misuse respectively for 2011, summarised in Figure 

23. (Most percentages have been rounded) 

Alcohol 

In 2009, 69% of men and 55% of women reported drinking an alcoholic drink on at 

least one day in the week prior to interview. In 2007, 33% of men and 16% of 

women (24% of adults) were classified as hazardous drinkers. This includes 6% of 

men and 2% of women estimated to be harmful drinkers, the most serious form of 

hazardous drinking, which means that damage to health is likely. Among adults 

aged 16 to 74, 9% of men and 4% of women showed some signs of alcohol 

dependence.75 Over a 7 year period (2000-2007) dependency among men had 

dropped slightly from 11%, and stayed relatively stationary for women. The total 

number of deaths directly related to alcohol was 6,584 in 2009.  

Drug misuse 

Among adults (16-59 years) The prevalence of ever having taken illicit drugs has 

increased from 31% in 1996 to 36% in 2010/11, for class A drugs this increased 

from 2.7% to 3.1% in 2010/11. Among young adults (16-24 years) The prevalence 

of young adults ever having taken drugs has decreased from 49% in 1996 to 40% 

in 2010/11, for class A drugs this decreased from 9% in 1996 to 7% in 

                                           
75

 Harmful drinking is defined as a pattern of drinking which is likely to cause physical or psychological 

harm, Hazardous drinking is defined as a pattern of drinking which brings about the risk of the 

aforementioned harm. Dependance is defined as a cluster or behavioural, cognitive and physiological 

phenomena that can develop after repeated substance use. All three of these conditions are 

assessed by questionnaires developed by the World Health Organisation. 
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2010/11…Diagnosis of poisoning by drugs increased 8% from 2009/10 to 

2010/100, as did diagnosis of drug-related mental health and behavioural 

disorders: increasing 14% over the same period. Over a 10 year period (2000/1 to 

2010/11) poisoning was 61% higher, whereas mental health and behavioural 

disorders were 17% lower. The total number of deaths by poisoning was 1,784 in 

2010. 

Figure 23 - Summary of alcohol and drug misuse statistics, sourced from NHSIC (2011) 

Without context, it is difficult to know what to conclude from these figures, other 

than a general understanding of the risks of consumption, and that varying 

increases and decreases have been noted at different times. At a ‘base’ level, we can 

see that alcohol is consumed (to some degree) by the majority of the population 

(55/69% Female/Male) though it constitutes a concern for a sizeable proportion 

(24%) and a serious hazard for some (4-9%). Drug use is reasonably widespread 

(36% have used drugs at some point in their life) though regular use is more limited 

(9% have used drugs at some point within the last year). This base level will give us 

some perspective on the more specific findings in the context of festivals.  

 

‘Binge drinking76’, has attracted particular attention as a part of a changing 

‘drinking culture’, although current levels of alcohol consumption in the UK are 

unremarkable by comparison to similar countries, and well below historic highs, 

though they have risen since the mid-1980s. (Bartlett, 2011) Bartlett also refers to 

some small scale, localised research on the growth of ‘extreme drinking’77 

behaviour generally among younger people; drinking with a deliberate aim of 

extreme drunkenness, sometimes in a semi-structured or competitive way. 

 

A relaxed attitude towards alcohol and other drugs, arguably has been a 

reasonably large component of “festival mythology” whether deserved or not, 

particularly through the lens of the mass media, from Woodstock onwards. Street 

conducted a simple survey among university students, 30 years after Woodstock to 

investigate wider cultural impact: 

 

                                           
76

 Binge drinking is generally defined as consumption of more than double the daily recommended 

allowance in one session; that would be 8 units for men, 6 units for women – roughly 4 and 3 pints of 

4% strength lager respectively. 
77

 Extreme drinking is less strictly defined, though some suggest double or triple the amounts given to 

define binge drinking: using the previous example this could be up to 24 units and 12 pints of lager. 
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’Drugs’ and ‘Hippies’ featured prominently, but so did ‘Snoopy’s friend’. As 
one of my respondents wrote: ‘Large rock festival in a muddy field, full of 
people like my mum and dad consuming drugs. Once again, the music seemed 
relatively insignificant (and some of the artists linked to Woodstock did not 
actually appear there – for example Bob Dylan.)” (Street, 2004) 

 

From this kind of evidence, we might both conclude that the presence of drugs was 

such a fundamental part of the festival it remains a key symbol, moreso than the 

artistic content; or conversely, that the sensational, controversial nature of drug 

taking and overall mythos of the festival has exaggerated this aspect far beyond the 

reality. Whatever the reality of a festival such as Woodstock, an examination of the 

more specialized literature (Figure 24) would seem to confirm that many 

contemporary festivals present a relatively laissez-faire environment regarding drug 

use: 

 

Survey of young people at a music festival: (Lim, 2008) 46% of Australian 16-29 

year olds who attended music festivals had used illicit drugs (mainly cannabis) in 

the past month, compared to a baseline of 18%. This was higher among those who 

favoured dance/house or rap compared to pop or alternative music.  

Survey at a music festival: (Martinus, 2010) The majority of respondents to 

surveys at music festivals in Scotland stated they had consumed alcohol, though 

only a minority reported any negative consequences. A variety of self-regulating 

behaviours and social cultures were reported, suggesting an atmosphere of 

‘controlled intoxication’ rather than ‘unrestrained excess’.  

Drug and alcohol related injuries at a LGBT festival: (Wood, 2010) At a one-day 

Lesbian, Gay, Bisexual and Transgender festival in the UK, 48% of the total 

number of presentations to St Johns Ambulance were related to drugs and/or 

ethanol. There were fewer presentations later in the day, though they were more 

likely to require transfer to offsite facilities.  

Survey at dance events, clubs and rock festival visitors: (Van Havere, 2009) A 

random sample of visitors of dance events, clubs and rock festivals reported higher 

levels of drug use (including alcohol, cannabis, ecstasy, cocaine and 

amphetamines) than the general population, particularly among men, and 

particularly among younger age groups.  

Figure 24 – Table of alcohol and drug misuse medical studies at festivals  
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The enduring link between drugs and festival culture was further investigated in a  

recent article in the Guardian newspaper78, based on data from Freedom of 

Information requests by Request Initiative. While it reported the street value of all 

drugs seized at 10 of the largest UK music festivals had dropped from a high in 

2009, it was suspected that this may be due to various reasons and might not 

necessarily reflect a drop in actual consumption, for a range of socio-political, 

economic and cultural factors. A spokesperson from drugs charity Release 

suggested that the underlying demographics of the festivals had changed: more 

expensive, ‘middle-class’ and older audiences who were possibly both less likely to 

consume drugs, and less likely to be targeted by police for this:  

“The policing of drug possession tends to be disproportionately targeted at the 
young, the poor and people from ethnic minorities. Festival crowds probably 
no longer fit this profile.” (ibid) 

Another spokesperson for the National Drug Prevention Alliance, also noted 

changing attitudes on the part of the police; “I have never heard it spoken of as a 

priority”, despite suggesting cultural changes had normalized drug use to the 

degree that “people are prepared to put almost anything into their bodies” They also 

doubted whether older audiences were genuinely less likely to have abandoned ‘old 

habits’ regarding consumption of drugs in a festival context. 

We may also consider the use of tobacco, beginning with the current Coalition 

governments’ target to reduce smoking prevalence among adults to 18.5% or less 

by 2015, and to 12% among young people. (Action on smoking and health, 

2012)Given this has fallen from the highest recorded level of 82% among men and 

41% among women in 1948, we might assume the overall trend is one of ongoing 

reductions. The Health Act (2006) lead to the banning of smoking in workplaces 

and indoor public places, generating some concern among pubs and restaurants. 

Subsequently, some publicans have called for the introduction of designated 

smoking and non-smoking establishments, or smoking rooms, though the majority 

did not want a full repeal of the ban.79 Smoking in outdoor public spaces has also 

been restricted in parts of the world, with Spain outlawing smoking near hospitals 

                                           
78

 Guardian: “Revealed: types and quantities of drugs seized by police at UK music festivals” originally 

published 21/05/2012, viewed online 05/01/2013 at: 

http://www.guardian.co.uk/uk/2012/may/21/music-festivals-drugs 
79

 The Publican Morning Advertiser Website: “Smoking ban: Majority of licensees want smoking 
legislation amended for pubs.” Originally published 3/07/12, viewed online at: 
http://www.morningadvertiser.co.uk/General-News/Smoking-ban-Majority-of-licensees-want-smoking-
legislation-amended-for-pubs 

http://www.guardian.co.uk/uk/2012/may/21/music-festivals-drugs
http://www.morningadvertiser.co.uk/General-News/Smoking-ban-Majority-of-licensees-want-smoking-legislation-amended-for-pubs
http://www.morningadvertiser.co.uk/General-News/Smoking-ban-Majority-of-licensees-want-smoking-legislation-amended-for-pubs
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and school playgrounds, and New York outlawing smoking in most outdoor public 

spaces; both in 2011.80 Clearly this could impact on outdoor festivals, and already 

has had an impact on indoor festivals; presumably a great benefit to the health of 

artists, staff and audience members alike, even if it can be considered by some as 

an unwelcome and illiberal intrusion on the part of the state. Finally, as tobacco 

advertising and sponsorship have become further restricted, and the young (under 

30) remain a key target market for their products, the industry has made inroads 

into festival sponsorship. Latitude, Big Chill and Wakestock were host to brands 

from Imperial Tobacco and Japan Tobacco International, that not only had a 

monopoly on tobacco sales at the festival, but used the opportunity to heavily 

promote their products with ‘promotion girls’, limited edition packaging and 

festival-specific packs including lighters, glow sticks and portable butt-bins.81 San 

Francisco very recently adopted legislation that has banned smoking at its outdoor 

festivals and fairs, citing studies that suggest due to the crowded nature of these 

events, exposure to second hand smoke remains significant despite being outdoors, 

and the proposal was supported by 67% of visitors at a range of the hundreds of  

yearly street events taking place in the city where 89% of residents are non-

smokers.82 

  

                                           
80

 BBC News, “New York’s outdoor smoking ban: will the world follow?”, originally published 23/05/11, 
viewed online 5/1/13 at: http://www.bbc.co.uk/news/magazine-13467728 
81

 Guardian, “Tobacco manufacturers target major music festival to reach young audience”, originally 
published 18/07/2010, viewed online 05/01/2013 at http://www.guardian.co.uk/uk/2010/jul/18/tobacco-
giants-target-music-festivals 
82

 The Epoch Times, “San Francisco Street Festival To Be Smoke Free”, originally published 
16/01/2013, viewed online 05/01/13 at: http://www.theepochtimes.com/n2/united-states/san-francisco-
street-festivals-to-be-smoke-free-336737.html  

http://www.bbc.co.uk/news/magazine-13467728
http://www.guardian.co.uk/uk/2010/jul/18/tobacco-giants-target-music-festivals
http://www.guardian.co.uk/uk/2010/jul/18/tobacco-giants-target-music-festivals
http://www.theepochtimes.com/n2/united-states/san-francisco-street-festivals-to-be-smoke-free-336737.html
http://www.theepochtimes.com/n2/united-states/san-francisco-street-festivals-to-be-smoke-free-336737.html
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Summary of alcohol and drug use 

The evidence regarding alcohol and drug use is varied and sometimes seemingly 

contradictory, though all sources generally agree that festivals may present an 

environment in which attitudes (whether pro, anti or laissez-faire) towards 

consumption of each can be ‘normalised’ through social and cultural influences.  

The full role and effect of alcohol and other drugs in the wider leisure habits of 

society is beyond the scope of this research. Substantial evidence exists to 

demonstrate that some festivals are likely to be environments in which the use and 

abuse of these substances is perhaps not explicitly, but implicitly tolerated. The 

negative impact is easily seen when it results in reported medical incidents, though 

some of the impacts of consumption are expected to be hidden. Would it be 

possible or useful to further uncover typical drink and drug habits across different 

types of festivals? While negative impacts are better documented and attract more 

discussion, these may well be out of proportion with the positive impacts:  

“It is well established that alcohol consumed in moderation brings 
considerable personal, social and economic benefits (although of course some 
people should never drink alcohol for health reasons)” (Bartlett, 2011).  

Bartlett references the personal benefits, relaxation and socialisation presumably 

being key, as well as the communities and businesses created around alcohol itself. 

Do festivals encourage ‘excess in moderation’ with risky yet mainly harmless 

boundary-testing behaviour, or are they at the forefront of a potentially growing 

tolerance for a more ‘anything goes’ type of extreme behaviour? The studies used 

seem to have prompted debate on the changing attitudes of both audiences and 

authorities towards these events, with some relevance to wider debates around the 

role of drugs in society and hedonic consumption in general. It does not seem likely 

that sufficiently comparable data is likely to exist to incorporate into the research 

framework at this time, though it has contributed towards the overall consideration 

of health issues. 
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4.2.3 NON MATERIAL IMPACTS 

Much of the impact (largely negative) discussed earlier fits within the ‘Physical’ 

dimension of Porrits definition of Human capital. What of the ‘Intellectual, 

Emotional and Spiritual’ dimensions also identified? We begin with two 

assumptions: 

1. The fact of attendance at festivals gives some indication that they are 

meeting audience expectations. A festival with no audience can have no 

positive (or negative) impact on human capital; therefore a festival with an 

audience must have some impact. This could be considered to extend 

beyond the immediate audience, festivals with the largest impact will become 

known to, and influence those who did not attend, though we will only focus 

here on the impact felt by those able to experience the event ‘in the moment’. 

2. Some of the most significant negative impacts on human capital are 

accounted for in the medical literature, accounting for people who are 

physically or emotionally distressed to a severe level. 

Do these assumptions suffice? There is little to suggest, from interviews, that it 

does not, at least on a practical level. A circulation of feedback from participants 

generally appears to guide the development of a festival, with success being found 

by those organisers able to address the changing needs of their audience and other 

stakeholders.  We must be careful to attribute too much ‘success’ to the organisers 

in this way, it is also felt that degrees of autonomy, exploration and user generated 

content are required in the mix of a successful festival. 

 

Motivations and behaviours of audiences would seem to help us investigate what 

specific benefits audiences are seeking to gain from attending festivals. Such 

studies are usually carried out with a marketing focus, as one of the main tools an 

organiser can use in encouraging feedback. As such, it seems the traditional 

standpoint articulated by Crompton & Mckay [interpreted here by Gelder] is that  

“…event managers should strive to better understand the motives of festival 
attendance in order to design better products and services for them and 
because motives are a precursor of satisfaction and a factor in decision 

making, this in turn can lead to greater attendance.” (Gelder, 2009) 

Getz’ condenses the following motivational aspects, from other literature, 

specifically in relation to festivals: (Getz, 2005): 
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Cultural exploration, family togetherness, novelty, escape, event attractions, 
socialisation. Cultural and historical authenticity. Need for group identity and 
bonding 

Crompton gives six motive domains, whose importance varied across the five 

categories of festival events chosen (Crompton, 1997): 

Cultural exploration, novelty/regression, recover equilibrium, known group 
socialisation, external interaction/socialisation and gregariousness. 

Narrowly defining motivations though, is cautioned against by Iso-Ahola, and the 

‘escape-seeking dichotomy’, sometimes referred to as a ‘push-pull theory’, whereby 

tourism can simultaneously meet needs for ‘escape’ (work, family responsibilities) 

and ‘seeking’ (relaxation, learning, enjoyment). (Beeton, 2006) Furthermore, while 

there is a substantial body of literature83, not to mention grey literature, 

constructed by a predominantly quantitative, ‘consumer satisfaction’ survey 

approach, it is felt by some that this fundamentally struggles to articulate the 

deeper meanings of the experience. Getz suggests research has often focused on 

motivations, but not actual experiences, meanings or interpretations, which might 

require a phenomenological or experiential approach, and utilize experimental and 

participant-observation techniques. (Getz, 2010) 

Currently, it does not appear to be the case that many studies following this 

method produce, replicable, context-independent results, and remain largely 

experimental. This is not to negate their utility, just that they are currently unlikely 

to produce much that could be used for the kind of broad benchmarking being 

attempted in this research. Quantitative methods are reasonably familiar to 

festivals, not necessarily inappropriate for investigating these issues, providing the 

focus and design is appropriate and validated in some way, triangulation through 

other qualitative findings for instance. 

Attendee motivation surveys then, are reasonably commonplace, and provide the 

kind of quantitative findings we can use in benchmarking. However, without a 

comprehensive and in depth investigation of the literature, it would be difficult to 

‘draw out’ the common intellectual, emotional and spiritual dimensions being 

investigated. The 11 Edinburgh festivals surveyed by BOP consulting asked the 

following questions, where an answer of 1 = strongly disagree and 5 = strongly 

                                           
83

 Getz’ review of 423 research articles, which is quoted below, referenced 233 articles relating to 

‘Planning and managing events’, of which ‘Marketing’ and ‘Evaluation’ were two of the most populated 

themes. 
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agree. “The festival… “Provided me with new and interesting topics for socializing” 

(4.23 average) and the more expansive: “Instilled a sense of wonder about life” (3.46 

average). (BOP Consulting, 2011). Attempts to quantify this impact are not 

unknown, but it unsure what immediate use or value this has to artists, 

organisers, funders and even audiences themselves. 

We will rely on surveys carried out by Maughan & Fletcher (Fully referenced in 

Appendix B: Festival reports used) to provide a common series of data. The 

questionnaire used at all festivals contained a ‘motivations’ question, which was 

multiple choice. The answers ranged from the generic (I like the festival) to the 

specific (To see a specific act)84. For the purposes of this section, we will focus on 

the responses to two options that share similarity with Porritts’ dimensions of 

Human capital: 

“Why did you choose to attend this festival?” 

- “To learn something” (Intellectual) 

- “To try something new” (Emotional, Spiritual) 

While we clearly cannot be empirically certain that ticking a box would relate to 

achieving this goal, it nevertheless provides us some indication as to the priorities 

of the audience. Furthermore, if the festival fails to provide the desired 

experience/s, we can assume it would be more likely to fail and thus not be 

available for study. 

Are the results from these surveys valid and repeatable, and what can they tell us 

about different types of festivals? The available data is summarised below (Figure 

25 and Figure 26), presented as the percentage of respondents who indicated that 

this was a motivation for attending: 

                                           
84

 As a multiple choice question, the percentages stated here relate to the total proportion of the 

audience that selected this option, as opposed to a proportion of total options selected. The total 

number of options available to the respondent in each case changed slightly from year to year: 6 

cases used 11 options, 3 used 10 options and one was post-coded from open text to 18 options. All of 

these include ‘Other, please state’ as one option. 
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Figure 25 - Chart of audience motivation - Learning 

 

Figure 26 - Chart of audience motivation - Try something new 

% SSW11 SSW10 SSW09 SSW08 Mean 

Learn 3 1 2 6 3.00 

Try new 15 13 9 12 12.25 

% - BSF10 BSF09 BSF08 Mean 

Learn - 2 2 5 3.00 

Try new - 9 10 8 9.00 

% LCF11 LCF10 - - Mean 

Learn 1 5 - - 3.00 

Try new 12 24 - - 18.00 

SSW, Summer Sundae Weekender, BSF, Big Session Festival, LCF, Leicester Comedy 

Festival 

The results appear relatively stable from year to year, and across each variable, 

suggesting the findings are reasonably robust, though further statistical analysis 

could be required. 
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Interestingly all three festivals report the same, low average for ‘Learn’, though this 

may reflect more on the formal terminology used than the reality of the matter. As 

noted by an interviewee, regarding the educational possibilities of festivals: “Well, 

you’re learning all the time aren’t you, whatever environment you’re in.” - Paul 

Fleming, Interview 

The ‘novelty’ of each festival to their respective audiences is a further point of 

comparison and shows differentiation between the festivals. The two music 

festivals, SSW and BSF, attract a younger/older audience with a generic/specific 

music programme respectively. It stands to reason that the attendees of BSF would 

be less likely to be ‘trying something new’ if they are already familiar with the type 

of experience on offer. However, this may run contrary to other observations we 

have of more specialist audiences; they may be more enthusiastic in their 

consumption and as such more likely to deliberately seek out new ‘product’, albeit 

within a relatively defined style or genre. 

LCF, spread over a range of venues and shows, may be more likely to elicit a ‘Try 

something new’ response, although this is based on fewer cases than the other 

festivals chosen. The ticketing of the events also provides interesting insights into 

risk-taking behaviour. SSW and BSF offer an ‘all you can eat’ ticket; the audience 

pays one price and can participate in as much or as little as they choose. LCF 

offers the opportunity to buy as many or as few tickets as desired, a much lower 

cost barrier to entry; although the audience may not feel as ‘free’ to browse and 

experiment, having to deliberately plan out their consumption. 
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Summary of non-material impacts 

The impacts discussed here have been uniformly ‘positive’ in their scope, with an 

underlying assumption that the audience is enabled to explore, celebrate and 

redefine elements of their personal, social and cultural identity. This is a slightly 

contentious standpoint to take, given that no analysis of specific cultural products 

or experiences on offer have been attempted. Given the difficulties of this approach, 

even within a single defined festival, we have stuck with an approach that is 

reductive in the singular, to attempt some kind of cohesiveness across multiple 

cases. The precise elements of investigation into this capital can be further refined 

and necessarily experimented with, but a small demonstration has been made 

across multiple cases. 

A cautionary note will hover, perhaps indefinitely, over this reductive approach. 

Human capital gives meaning and purpose to all human existence, and defines the 

‘ultimate ends’ to which we apply all our other ‘ultimate means’. Porritt identifies 

two key sustainability challenges under the heading of Human capital; how to 

counter the “all-but-universal seduction of consumerism” and the need to develop a 

more humble respect for the natural systems on which we depend. (Porritt, 2005). 

Festivals, despite the non-physical aspects, may be as subject to the motivations of 

conspicuous consumption as many other avenues of leisure spending. 

Some of these ‘deeper meanings’, with their sub-conscious complexities, are often 

considered as originating from the realms of organised religion and various other 

belief systems. While some would consider the general trend of Western society in 

moving away from these belief systems as a positive, this may have contributed to, 

or concealed a more fundamental and damaging rejection of spirituality as a whole. 

Without these ‘deeper meanings’, Porritt notes that discussions of sustainability 

may: “continue, forlornly, to exhort people to ‘respect nature’ and ‘consume 

responsibly’ from the stony ground of self-indulgent, secular materialism” (ibid) 

The relationship between audience and organiser may not be well documented 

beyond a surface level (forums, websites etc), though it seems to be the universal 

case that this relationship is critical for a festival to survive. As such, it stands to 

reason that organisers are likely to take these emotional, intellectual and spiritual 

impacts of festivals very seriously, even if they are rarely quantified or articulated 

in a formal or academic sense. Perhaps this lack of explicit discussion on the topic 

is a semi-deliberate attempt by organisers to avoid a mundane rationalization of the 
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experience; to undo some of the ‘magic’ they believe has been created. Some 

exceptions to this are noted, from a marketing perspective it remains important to 

have a comprehensive idea of what specific acts or activities an audience is 

currently demanding, though this may be as much a ‘one-way monitoring’ type of 

activity as a ‘two-way discussion’. Having said this, there are significant challenges 

in simply asking a consumer what they want from a hypothetical product or 

service, as established by various forms of consumer research. This variance 

between stated and actual desires may be greater in the context of cultural 

activities and experiences such as festivals, than in more tangible consumer 

products, reinforcing the need for more experimental research approaches.  
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4.2.4. FRAMEWORK – HUMAN CAPITAL 

Human 

Medical incidents  PPTT  

Motivation   

 Learning % 

 Exploring % 

 

Given the extensive discussion in this section, we seem to be left with relatively few 

concrete measures. 

Both material and non material impacts on Human capital seem worthy of further 

investigation in the context of festivals. Material impacts appear to be well 

documented, though shared standards, overall availability of data and 

contextualization against other leisure activities could present new insights. Non 

material impact may be less adequately covered, especially in a multi-case 

approach, by this research. Despite this being a central focus for many festival 

organisers, the relationship often appears to be relatively hands-off, with an 

emphasis on getting basic operational elements right (safety without overbearing 

security, basic facilities, food and drink provision) and encouraging the audience to 

follow their own motivations. The sheer volume of possible activities available 

during a festival also allows this approach, if an individual does not enjoy one 

aspect they may try a range of others.  

We have narrowed non-material impact down to ‘motivation’ as it is referenced and 

discussed quite widely in the literature, often with a marketing angle giving some 

degree of practical usefulness and appeal. The two particular aspects: ‘learning’ 

and ‘trying something new’, appear to align closely with several definitions of the 

impact of culture, even if they are arguably quite superficial readings. Finally, these 

two were chosen for purpose of illustration, several studies were readily available 

using these terms in a similar way across numerous years and festivals, though the 

data from these cases alone may only point to a limited degree of impact. Further 

relatively standard ‘motive domains’ could be incorporated. 

This aspect could be expanded greatly, as identified earlier, many writers have 

identified useful categories or ‘motive domains’ around which data can be collected, 
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such as Getz and Compton. Further work could be carried out to identify which 

interpretations are the most widely applied and used among audiences and 

organisers. Notably, some of the domains introduced but not included here are 

arguably a better fit (in this research at least) under Social capital; ‘family 

togetherness’, ‘need for group identity and bonding’, and will be discussed later. 

To move from motivations to meanings in our investigation seems to be beyond our 

capability at this time, and may be more commonly applied on a case-by-case basis 

to those festivals with highly specialized cultural content. Nevertheless, some 

description of the actual content of festivals would help frame the overall 

discussion, but it seems this would be better achieved for now with additional 

notes and text from organisers. Further research could utilize the masses of 

qualitative data produced by attendees (comments, social media, audio and video 

recordings), to compare patterns, key words and sentiments. This would have to be 

thoroughly balanced to provide both a common range of measures, while being 

sufficiently broad and unbiased to be fully representative across multiple cases. 

Finally, the topic of Human capital, must be underlined by the importance of 

accuracy in reporting attendance. This remains, arguably, the sole concrete 

measure of human impact, as well having a huge influence on most other areas of 

investigation. Measures of repeat attendance might also help characterise the 

strength of relationship between audience and organiser.  
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4.3 SOCIAL CAPITAL 

“Although the concept of social capital is beginning to receive real traction in 
both policy-making and business circles, it is still struggling somewhat to cast 
off its aura of academic theorizing about what it is that binds communities 
and societies together...In essence, it comes down to things that we are all 
very familiar with in both our personal and working lives: good networks, 
trust, shared initiatives and solidarity – the ‘social glue’ that keeps things 
bound together, often in the teeth of increasingly ‘atomized’ lifestyles, with 
each individual going his or her own way regardless of the impacts upon 

society, community or family” – [p151] (Porritt, 2005) 

Levels of attendance at festivals vary greatly, though underneath a certain level, we 

often do not class some events as festivals; therefore we can begin to support the 

idea that festivals must have some impact on social capital. All interviewees used 

terms such as gathering, communal, shared experiences to describe the social 

aspect of festivals, and generally indicated that it was likely to be a key indicator of 

success for a festival if this (vaguely defined) sense of community was felt. 

Despite what seems to be a demonstrable link between social capital and overall 

development goals, as Porritt warns in the earlier quote, there remains a 

reasonable degree of uncertainty as to what basic ‘nuts and bolts’ might be 

examined or used in this context, and how environmental factors or deliberate 

interventions may strengthen or weaken stocks of social capital on a local, national 

and international level. 

The work of Bordieu was among the first to approach social capital in a 

contemporary, systematic way85, defining it as the sum of actual and virtual 

resources available to an individual, taking the form of both formal and informal 

relationships based on mutual recognition. (Bordieu P. , 1980) Further significant 

work on this topic has been carried out by Putnam; suggesting ‘bonding’ and 

‘bridging’ types of social capital, which describe the strength of relationships 

between individuals of similar and dissimilar backgrounds respectively (Putnam, 

2000), and Hofstede; investigating national differences in responses to problems of 

inequality, uncertainty, primary group relationships and the emotional impact of 

gender related norms. (Hofstede, 1984) Crucially, for the approach of this research, 

Bordieu, Putnam and Hofstede have all used quantitative elements, often 

accumulating and working with very large databases. Despite the ‘very human’ 

issues being discussed, it seems to follow that broad-but-shallow data gathering is 

                                           
85

 Although we include Hofstede, whose initial research began years prior to Bordieu, we note that it 

began from an organisational context; within IBM to be precise. 
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effective in describing the attitudes and characteristics of societies behaviours’ 

without becoming ‘bogged down’ in qualitative details and behaviours of 

individuals. 

There appears to be a more readily available range of quantitative data stemming 

from research on Social capital; expanded also in terms of geographically broader 

and longitudinal studies, such as the European Social Survey86 (ESS) Tim Jackson 

briefly surmises some of the discussions made possible by the ESS in particular: 

“Those with the highest scores (e.g. Norway) experience far greater levels of trust and 

belonging than those with lower scores (e.g. the UK)”. (Jackson, 2011) 

In narrow slices at least, it seems we are able to differentiate societies in this way, 

and more broadly consider what impact varying levels of social capital have. 

Schwartz’s value theory (used in the ESS, with the research tool itself sometimes 

referred to as the Schwartz Value Survey) considers ten universal human values: 

Achievement, Benevolence, Conformity, Hedonism, Power, Security, Self-

direction, Stimulation, Tradition and Universalism. (Schwartz, 1992) 

Other approaches such as Naryan & Cassidy more explicitly investigate the number 

and nature of ‘external’ relationships, giving the following ten dimensions: 

Trust, Memberships, Proactivity in a social context, Crime and safety, 
Neighborhood connections, Family and friend connections, Tolerance of 
diversity, Reciprocity, Political engagement and Subjective well-being. (Naryan, 
2001) 

Naryan & Cassidy use functional, relatively unambiguous categories; Schwartz’s 

may be more subjective. Arguably, Naryan & Cassidys approach seems more 

interested in the relationships between individuals and wider society, whereas 

Schwartz may be more interested in a more philosophical ‘stance’ of the individual 

towards wider society. 

How knowledge collected in these ways is then “applied” to our society, in which 

the researchers are themselves immersed, is less certain, though there is a clear 

desire on the part of many individuals and organisations, large and small, to 

intervene in social matters. The social motive is arguably a more fundamental 

motivation, for broadly ‘business related’ activities than the profit motive, and the 

Five Capitals model recognizes this; financial capital draws from social capital. 

                                           
86

 Currently including 32 countries and running for the sixth round since 2001 
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While investigation in this area might prompt us to look exclusively at the work of 

‘socially oriented’ public or third sector organisations, though we should not simply 

exclude the private sector, reminding ourselves of Adam Smiths thoughts on the 

nature of benevolence, that self-interest can be; or is more often than not, a 

precursor of social benefits. 

Deliberately aiming to alter social capital can necessitate the identification and 

manipulation of networks of both tangible and intangible factors. Furthermore, the 

Five Capitals model identifies Social as “sandwiched in between” the Environmental 

(Natural) and Economic (Financial and Manufactured) capitals. Access to natural 

resources (food, water, air) and access to the man-made products of such (finance, 

the built environment, good and services); both affect at the social and human 

capitals ‘in between’, creating a great deal of complexity in terms of causes and 

effects. 

For the purposes of this research, we could delineate the ‘temporary’ society of the 

festival, and with varying boundaries, the wider society in which the festival takes 

place, from both micro and macro perspectives. Before we readily attempt to divide 

society into strictly defined communities (or sub-societies?) we should address 

whether such a term accurately reflects the truth of the matter, or whether it is 

more of an unnecessary modernist rationalization: 

“The myth of the community is the myth of the rational, transparent, 
transcendent subjects denying difference from themselves.” (Rose, 1997)  

Rose also quotes Jean-Luc Nancy (from The Inoperative Community, 1986), further 

on the difficulties of using this seemingly innocent and ubiquitous term. Nancy 

suggests the term embodies an ‘excess in relation to the theoretical’, and that we 

should not seek a word or concept for it, but adopt a different praxis of discourse 

and community.  

We should be wary of a simplistic approach to notions of social cohesion or 

arguably naïve approaches to ‘building strong communities’. An investigation into 

festival societies might take a narrowly defined, perhaps anthropological approach 

to mapping out the features of a specific festival, or set of festivals. For this 

research, it seems that a narrow yet multi-dimensional approach suits our broad, 

quantifiable objectives without making claims that run into the realms of 

‘theoretical excess’ and, from a practical viewpoint, proving compatible with 

existing data. Some sections of this chapter are significantly shorter than others, 
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despite relevance to the overall topic, their value is limited in terms of relevance 

and feasibility for the overall benchmarking effort.  
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4.3.1 CRIME AND SAFETY 

Crime itself is not easily defined, nor is it easily defined as a simply positive or 

negative action, as summarised in the following quote from an Introduction to 

Criminology: “We have a lot to learn from history in this area. Even if we can only 

conclude that in defining crime there is no easy answer, only controversy and 

struggle.” (Morrison, 2005) 

 

Many of the negative social impacts of festivals are generally characterised by 

sudden influxes of ‘new’ people, non-residents or tourists to an area. Kyungmi 

considers these impacts in regards to scenarios of broad growth in tourism, stating 

increases in various negative impacts such as congestion, pressure on local 

services and crime rates. (Kyungmi, 2003) 

 

Festival organisers are likely to be aware of the impact of crime, especially if their 

festival grows. It is hard to deny that densely populated, unpredictable events, with 

potentially high proportions of wealthy, disorientated tourists, could appear 

attractive for those engaged in criminal activity. The Association of Independent 

Festivals Audience Survey 2010 (nearly 5000 respondents across 13 festivals) 

reported that roughly 1 in 7 (15%) of audience members claim to have been a 

victim of crime at music festivals. 

 

The crowd, in particular, is a powerful signifier of human activity at festivals or 

elsewhere, where the same forces can appear to create harmony as well as chaos. It 

appears that some of the fondest and most traumatic experiences at festivals, in 

some way, both relate to crowds. The positive speak of crowds singing together, 

feeling a part of something larger, finding solace among like minded individuals; 

whereas the negative speak of mindless hordes, loss of individual identity, 

groupthink and violence.  

Taking the same approach as for medical incidents earlier, we can quickly gather a 

range of data, presented in Figure 27. 
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Event Year Attendance Incident Source 

Woodstock  1999 200,000 Rioting, 4 

reported rapes 

Washington Post87 

Glastonbury 2000 100,000 244 arrests, 

1,130 recorded 

crimes 

Independent88 

Notting Hill 

Carnival 

2000 1,500,000 129 arrests, 

279 recorded 

crimes 

End of the Road 2010 7,000 Approx 100 

reported thefts 

BBC89 

Latitude 2010 35,000 2 reported 

rapes 

BBC90 

T in the park 2010 80,000 2 reported 

rapes and an 

attempted 

murder 

Guardian91 

Reading 2010 85,000 411 recorded 

crimes 

Getreading.co.uk92 

Reading 2011 85,000 232 recorded 

crimes 

Figure 27 - Table of criminal incidents at festivals (as originally reported) 

Some of the data we have is suitable for interpreting as ‘per-ten-thousand’ (PTT) in 

Figure 28: 

                                           
87

 Washington Post, “Police investigate reports of rapes at Woodstock”,  originally published 

29/07/2012, viewed online 05/01/2012 at: http://www.washingtonpost.com/wp-

srv/national/daily/july99/woodstock29.htm 
88

 Independent, “Glastonbury Festival has worse crime rate”, originally published 02/09/2000, viewed 

online 05/01/2012 at: http://www.independent.co.uk/news/uk/this-britain/glastonbury-festival-has-

worse-crime-rate-698796.html 
89

 BBC News, “Gangs to target small music festivals”, originally published 18/11/2010. 

http://www.bbc.co.uk/news/business-11790535 
90

BBC News, “Second rape at Latitude music festival in Suffolk”, originally published 18/07/2012, 

viewed online 05/01/2013 at: http://www.bbc.co.uk/news/uk-england-suffolk-10676193 
91

Guardian, “Music festivals to get ‘neighbourhood watch’ schemes to reduce crime”, originally 

published 15/08/2012, viewed online 05/01/2013 at:  

http://www.guardian.co.uk/culture/2010/aug/15/music-festivals-neighbourhood-watch-schemes 
92

Getreading, “Final crime figures from Reading Festival”, originally published 31/08/2012, viewed 

online 05/01/2013 at: 

http://www.getreading.co.uk/news/s/2098972_final_crime_figures_from_reading_festival 

http://www.washingtonpost.com/wp-srv/national/daily/july99/woodstock29.htm
http://www.washingtonpost.com/wp-srv/national/daily/july99/woodstock29.htm
http://www.independent.co.uk/news/uk/this-britain/glastonbury-festival-has-worse-crime-rate-698796.html
http://www.independent.co.uk/news/uk/this-britain/glastonbury-festival-has-worse-crime-rate-698796.html
http://www.bbc.co.uk/news/business-11790535
http://www.bbc.co.uk/news/uk-england-suffolk-10676193
http://www.guardian.co.uk/culture/2010/aug/15/music-festivals-neighbourhood-watch-schemes
http://www.getreading.co.uk/news/s/2098972_final_crime_figures_from_reading_festival
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Event Year Attendance Recorded PTT Arrests PTT 

Glastonbury 2000 100,000 113 24.4 

Notting Hill 

Carnival 

2000 1,500,000 1.9 0.9 

End of the 

Road 

2010 7,000 143 - 

Reading 2010 85,000 48 - 

Reading 2011 85,000 27 - 

Figure 28 - Table of criminal incidents at festivals (adapted to PTT)  

The crimes reported seem to be primarily related to theft and drug possession, with 

more infrequent incidents of assault and sexual assault.  The general discussion 

around crime at festivals (from sources above and respective quotes from festival 

organisers), while acknowledging ongoing challenges, also defends the festivals by 

focusing on the comparative safety of the event. Given the very high numbers 

attending, it is sometimes thought that festivals may be safer; or at least no more 

dangerous than comparable activities, typically various types of late-night urban 

entertainment. 

Firstly, the Crime Survey for England and Wales (CSEW), for the year ending June 

2012 reported a total of notifiable crimes93 at 3.9m: or to fit with our figures above, 

7.2 PTT (Office for National Statistics, 2012). While this is not strictly comparable, 

it helps establish a baseline, to which festivals would seem significantly more 

dangerous. A paper from the Institute for Alcohol Studies (IAS) presents two 

comparable figures relating to crime and disorder, focused on comparing crime 

rates for the night-club zone (Abbey Ward) of the City of Bath to the district average 

(McNeill, 2003)94 presented in Figure 29: 

 Crime District average PTT Abbey Ward PTT 

Violent crime 0.6 4.6 

Disorder/nuisance 3.3 23.1 

- Combined 3.9 27.7 

Figure 29 - Table of crime rate comparison, sourced from McNeill (2008) 

                                           
93

 ‘Notifiable’ is the technical term for recorded crime levels used by the Home Office. Some minor 

offenses may only be recorded at a local level. 
94

 The original report presents this as per 1,000. It has been adjusted to compare with other figures 

here. 
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This, as with the CSEW figures is based on crime as a proportion of the usual 

resident population, which does not quite match with the festival related figures, 

but may be a useful comparison, or simply a provocation, nonetheless. We will 

draw the data so far together below in Figure 30 and Figure 31: 

 

Figure 30 - Chart of recorded crimes at festivals and other cases 

Scenario Recorded crimes PTT 

CSEW 2012 7.2 

IAS District average 3.9 

IAS Nightclub zone 27.7 

Notting Hill 2000 1.9 

Reading 2011 27 

Reading 2010 48 

Glastonbury 2000 113 

End of the road 2010 143 

Figure 31 - Table of recorded crimes at festivals and other cases 

Festivals, as with other tourism-related events or attractions, presumably attract 

greater attention from criminals due to the relative balance of risk/reward 

presented; disoriented and distracted individuals carrying valuable possessions 

0 20 40 60 80 100 120 140 160 
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and cash. Reference was often made to organised pick pocketing gangs and ticket 

forgeries. One interviewee gave a clear description:  

“They showed us…just a normal looking empty tent but full of suitcases, the 
suitcases were full of mobile phones that had been stolen, they were wrapped 
up together in plastic like a large ‘brick’, and ready to go, I think to be shipped 
overseas.” - Claire O Neill, Interview 

Regardless of actual crime levels, we can also investigate the views of the audience 

to see whether they report feelings of risk or safety respectively. The surveys carried 

out by Maughan & Fletcher asked the respondents to indicate their level of 

agreement to the following “I have felt safe at this festival”, displayed in Figure 

32and Figure 33. Responses of Strongly Agree and Agree have been combined here 

to provide one figure.  

 

 

Figure 32 – Chart of audience response – Feeling safe 

% SSW11 SSW10 SSW09 SSW08 Mean 

Felt safe 97 96 95 96 96 

% - BSF10 BSF09 BSF08 Mean 

Felt safe  99 97 98 98 

% LCF11 LCF10 - - Mean 

Felt safe 85 97   91 

Figure 33 - Table of audience response - Feeling safe 

Through this approach, we get a sense of general satisfaction with the festivals 

covered, perhaps with a minor difference between the Urban and Greenfield based 

festivals (LCF and SSW, BSF respectively). Open-ended comment boxes at the 

Greenfield festivals (SSW and BSF) also recorded a small number of incidents: 

2011 2010 2009 2008 

SSW_Feltsafe 97 96 95 96 

BSF_Feltsafe   99 97 98 

LCF_Feltsafe 85 97     

80 

85 
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generally thefts from tents. However, these were not felt to be sufficient in number, 

perhaps 1 or 2 per thousand, to warrant further investigation in this research. 

The discussion has generally focused on crimes against the person, though fraud is 

likely to be as concerning for festival organisers, as well as the affected individuals. 

The high face value of tickets95 to many festivals can present an attractive target for 

counterfeiters, with many festival organisers issuing warnings via their own 

websites or press. Counterfeits may take the form of printed paper, card, plastic or 

fabric wristbands, and may be produced and sold in advance or off site during the 

festival itself. The various security options available may be felt as a drain on the 

resources of a festival, as well as potentially inconveniencing the audience through 

the associated processes and checks. Radio Frequency Identification (RFID) chips 

are extremely small electronic devices that can be ‘read’ by nearby sensors, and 

when used for ticketing typically negate the possibility of ‘conventional’ forgeries. 

Wristbands or cards can also be used for cashless payments, or can be linked to 

online activities, typically involving social media. Cost and familiarity issues aside, 

some concerns remain around the security of RFID devices and the privacy of 

individuals; but on balance interviewees considered them a broad positive against 

the potential damages caused by counterfeiting. 

Online ticketing fraud was estimated to have cost the UK £864m in 2011 (National 

Fraud Authority, 2012). The 2009 ‘Just Tick It’ campaign surveyed 3,000 UK 

consumers and found that 1 in 12 respondents admitted to having been ‘caught 

out’ by fake ticketing websites. Victims reported an average loss of £80 each, 

though the National Fraud Authority report used a much higher estimate of £406 

per victim, through research by Action Fraud in 2011. The top three motivations for 

resorting to unofficial routes and making a purchase were given as desperation to 

get the tickets, excitement at having found tickets and the professional appearance 

of the websites used. (Office of Fair Trading, 2010). The Society of Ticket Agents 

and Retailers (STAR), was established in 1997 as a self-regulatory body for 

entertainment ticketing in the UK, and have established recognized standards and 

shared terms for a range of major sellers and smaller companies. 

                                           
95

 Less fraud is generally expected in festivals with lower ticket prices and hence lower demand, or 
multi-venue/multi-event festivals in which numerous lower value tickets are generally available. The 
type of audience may also have an impact, with certain demographics perhaps more or less likely to 
take the risk of knowingly or unknowingly buying a counterfeit. 
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Reselling tickets and touting is more of a grey area, with regulation required to 

balance between the legitimate rights of consumers to resell their property and 

curbing what are considered to be excessive profits from inappropriate reselling: all 

without driving a secondary market underground. Reports vary as to the margins 

being made via reselling; one article on the matter reports examples of tickets to 

popular concerts being offered at 300% to 1000% mark up, including service 

charges and VAT. However, the same article also suggests that the majority of 

resellers via website Viagogo sell less than 10 tickets a year through the service, 

with an average mark up of 10-15%, and that 50% of the tickets available are 

selling at or below the face value.96 The impact of fraud and reselling could also be 

considered under the heading of Financial capital.   

  

                                           
96

 This is money website, “Is it time to limit reselling tickets?”, originally published 30/04/2011, viewed 

online 05/01/2013 at: http://www.thisismoney.co.uk/money/bills/article-1721331/Is-it-time-to-limit-

reselling-tickets.html 

http://www.thisismoney.co.uk/money/bills/article-1721331/Is-it-time-to-limit-reselling-tickets.html
http://www.thisismoney.co.uk/money/bills/article-1721331/Is-it-time-to-limit-reselling-tickets.html
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Summary of crime and safety 

Criminal activities around festivals are unlikely to ever be entirely removed, and 

largely depend on definitions of crime itself, and the approach to recording it. It 

seems to be best mitigated by general awareness-raising and a pro-active approach 

on the part of both audience and organisers. While the levels of severe physical 

violence involved are often comparatively minimal97, large financial losses have 

been identified; which may itself go on to support or be a factor in more violent 

crimes. 

With a few notable exceptions of rioting, in which it is often difficult to clearly 

attribute blame, festivals do not seem to have attracted similar levels of violence 

attributable to other mass gatherings of a similar scale, for example sports events. 

A statement such as the following made by the then FIFA General Secretary in 

1989, Joseph Blatter, arguably has no comparable parallel in festival culture at a 

local or international level: “We want to defend the popularity of this great game…  If 

we don’t, hooliganism will destroy it.” (Murphy, 2003). However, some exceptions, 

such as the Altamont Free Concert are thought to have cast a long shadow “the end 

of the peace-and-love ‘60s”, with one associated police case only being closed 

decades later in 2005.98 At the same time, such isolated cases may be overstated 

and mythologies by audiences and the media against a comparatively; even 

remarkably, peaceful background: 

“Our take on the modern outdoor ritual is coloured by understandable 
nostalgia for the glory days of Hawkwind and free admission, and a 
hyperactive culture often stops us realizing which aspects of contemporary 
living are truly remarkable, but our festival culture definitely is. It is some 
token of most human beings’ capacity for gentleness and decency that the 
season usually passes without serious incident...”99 

The motivations of the audience, as investigated earlier, would seem to help verify 

this slightly. The few, most recent severe cases of social disorder within festivals, 

such as Woodstock 1999, may have caused ‘industry-wide’ concern of a similar 

scale, though they are relatively isolated. Other notable disasters such as Roskilde 

or Love Parade are thought to have been caused by event planning failures, rather 

than rioting or violence, though the elements are not necessarily independent from 

                                           
97

 Not that this in itself should reduce responsibility to prevent such crimes in anyway. 
98

 USA Today, “Investigators close decades old Altamont killing case”, originally published, 26/5/2005, 
viewed online 05/01/2013 
99

 Guardian, “Festival violence: gentleness and decency will survive these vile attacks.” Originally 
published 21/07/13, viewed online 05/01/2013 at: 
http://www.guardian.co.uk/commentisfree/2010/jul/21/festival-gentleness-decency-survive-vile-attacks 

http://www.guardian.co.uk/commentisfree/2010/jul/21/festival-gentleness-decency-survive-vile-attacks
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social factors. Festival audiences do not, in the main, look to participate in a 

confrontational or deliberately hostile experience, nor are motivations such as a 

broad desire to commune, or to have new experiences; it seems, likely to encourage 

hostility. It is debatable whether all festivals achieve this, certainly there are cases, 

particularly when audiences feel cynically treated or exploited, that have ‘corroded’ 

the social atmosphere, though some of this may be post-hoc justification. 

Festival Republic, as a major power in the larger music festival market, have hosted 

national conferences on the topic of crime with contributions from police, security 

industry, ticketing and events staff. The emphasis [bold added by the researcher] is 

clearly not on chance criminal events with no element of premeditation:  

“The conference is designed to provide a forum to share operational expertise 
and experience in order to work together to combat organised and strategic 

crime at music festivals” (Festival Republic, 2012) 

Overall, crime appears to be one of the areas in which the some of the most joined 

up and collabourative efforts between organisers have been made, even if the hard 

data behind it is unlikely to be shared widely. This is unsurprising for two main 

reasons; firstly given the damage to the core experience it can cause, and secondly 

the key importance of the relationship with licensees and emergency services can 

make to the basic operations of a festival. One of the most recent examples of this 

can be seen in the case of Glade festival, which was cancelled in 2010. The event 

mangers stated they had faced increasing restrictions from local and police 

authorities, culminating in a move to a new venue. Despite support from a different 

local authority, the requirements made in regards to policing, security and 

stewarding were increased to the point that they no longer felt capable of delivering 

the festival. They further claimed that police had refused to negotiate in advance 

and deliberately delayed any discussion, with the impact that it was not possible to 

budget and plan appropriately.100 

Given that the licensing process of festivals gives police (and environmental health) 

an opportunity to object to any application before the licensing authority, it stands 

to reason that festivals treat this relationship as a core ‘asset’ in many ways. 

Although the decision remains with the licensing committee, it is generally felt that 

committees are likely to pay a great deal of attention to objections raised by the 

                                           
100

 Virtual Festivals website, “Glade Festival 2010 cancelled” originally published 12/05/2010, viewed 

online 05/01/2013 at: http://www.virtualfestivals.com/latest/news/7706/-/Glade-Festival-2010-

cancelled 

http://www.virtualfestivals.com/latest/news/7706/-/Glade-Festival-2010-cancelled
http://www.virtualfestivals.com/latest/news/7706/-/Glade-Festival-2010-cancelled
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police, though this is difficult to evidence. Evidence on cases in which dangerous 

events have been successfully avoided via the same process are also challenging to 

find. 

As such, the co-operative approach seems to be one that is assisting the overall 

objectives of many festivals; sharing findings, best practice and being able to refer 

to other cases in instances of uncertainty or suspected unfair treatment at the 

hands of the licensing committee, authorities or the security industry. The 

sentiment was echoed by Colin Roger, of T in the Park, emphasising that despite 

competition between festivals, topics such as this required a co-operative approach:  

“We are rivals when it comes to trying to get bands...but we are not rivals in 
keeping our industry safe and our customers safe.”101 

This is of particular value to this research, as it not only helps provide some clear 

measures, but demonstrates how festivals can work together and share knowledge.  

  

                                           
101

 Quoted at UK Festivals Awards Conference, 18
th
 November 2010, Panel: “The Crime Busters”. 

Recorded live, viewed online 05/01/2013 at: http://www.festivalconference.com/2011-conference-
panels/panels/ 

http://www.festivalconference.com/2011-conference-panels/panels/
http://www.festivalconference.com/2011-conference-panels/panels/
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4.3.2 PROACTIVITY AND EDUCATION IN A SOCIAL CONTEXT 

The involvement of NGO’s or the third sector, in festivals, and perhaps much in the 

way of arts and culture in general, is reasonably well established. Mckay draws 

particular focus in a UK context to the loosely defined community arts movement of 

the 1960’s and 80’s. (Mckay, 2010) One of the highest profile cases regarding 

festivals is probably that of Glastonbury festival donating a percentage of profits to 

the Campaign for Nuclear Disarmament from 1981-91, changing to Greenpeace 

and Oxfam in 1992. This amount was stated as over £1m per year since 2000.102 

This activity is not limited to Greenfield festivals, for one, Amnesty International 

have worked with the Edinburgh Festivals since 1997. 

Financial contributions are certainly not limited to the largest festivals, many have 

relationships in support of various ‘causes’, whether local, national or 

internationally focused. A few examples are provided in Figure 34. 

Festival Attendance Involvement Source 

White 

Noise 

Festival, 

Leicester 

Approx 

1000 per 

year 

Raised around £6000 for 

local charities 

Festival website103 

Worcester 

Music 

Festival 

Approx 

11,000 per 

year 

Raised £20,000 over five 

years for local charities 

Festival website104 

Oxjam Approx 

900,000 

total 

Around 45,000 

musicians have played at 

3,500 events across the 

UK, raising over £1.75 

million in total for 

Oxfam. 

Festival website105 

Figure 34 - Table of fundraising by various sizes of festival  

                                           
102

 Glastonbury website, “Local Benefits”, originally published: ?, viewed online 05/01/2013 at: 

http://www.glastonburyfestivals.co.uk/worthy-causes/local-benefits/ 
103

White Noise Festival website, “About”, originally published: ?, viewed online 05/01/2013 at: 
http://whitenoisefestival.com/?page_id=2 
104

Worcester Music Festival website, “Home, Charity”, originally published ?, viewed online 
05/01/2013 at: www.worcestermusicfestival.co.uk/info/charities 
105

 Oxjam website, “History”, ”, originally published ?, viewed online 05/01/2013 at:  
www.oxfam.org.uk/Oxjam/WhatIs/History 

http://www.glastonburyfestivals.co.uk/worthy-causes/local-benefits/
http://whitenoisefestival.com/?page_id=2
http://www.worcestermusicfestival.co.uk/info/charities
http://www.oxfam.org.uk/Oxjam/WhatIs/History
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These are fairly direct interventions, all based around fundraising, but awareness 

raising activities seem to be as popular, and festivals are broadly thought to provide 

a conducive environment to approaching challenging issues. The following 

organisations (Figure 35) are selected to illustrate some of the range that may be 

encountered at festivals, but is by no means a definitive list: 

Organisation Involvement Source 

Amnesty 

International 

Various fundraising and 

awareness raising 

performances, events and 

broadcasts from the 

Edinburgh Festivals 

Organisation website106 

Love Music 

Hate Racism 

An initative of Unite Against 

Fascism, various fundraising 

and performance events 

across the UK, year round. 

Organisation website107 

UNICEF  Recruited volunteers for 

WOMAD in 2012 to raise 

awareness of the Get 

Children Climate Ready 

campaign 

Volunteer information pack108 

Childreach 

international 

Recruiting volunteers for 

various roles through a 

separate staffing company, 

as well as raising awareness 

the charity receives a 

donation from the festival for 

every sign up. 

Organisation website109 

Face Your An awareness raising and Organisation website110 

                                           
106

 Amnesty website, “Amnesty at the Edinburgh Festivals”, originally published ?, viewed online 
05/01/2013 at: http://www.amnesty.org.uk/content.asp?CategoryID=10535  
107

Socialist Worker, “A clarion call for the movement”, originally published 17/09/2013, viewed online 
05/01/2012 at: http://socialistworker.org/2010/09/17/clarion-call-for-the-movement 
108

 Unicef, “Festival volunteer campaigner role description”, originally published: ?, viewed online 
05/01/2012 at: http://www.unicef.org.uk/Documents/Campaigns-documents/volunteercampaigner-
role-info.pdf 
109

 Childreach international website, “Festivals”, originally published: ?, viewed online 05/01/2012 at: 
http://www.childreach.org.uk/get-involved/festivals 

http://www.amnesty.org.uk/content.asp?CategoryID=10535
http://socialistworker.org/2010/09/17/clarion-call-for-the-movement
http://www.unicef.org.uk/Documents/Campaigns-documents/volunteercampaigner-role-info.pdf
http://www.unicef.org.uk/Documents/Campaigns-documents/volunteercampaigner-role-info.pdf
http://www.childreach.org.uk/get-involved/festivals
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Elephant educational campaign, 

specifically focused on the 

science and engineering of 

solutions to climate change. 

Funded by the Engineering 

and Physical Science 

Research Council. 

Leicestershire 

AIDS Support 

Services 

Raising awareness of positive 

sexual health at a range of 

events and festivals. 

Organisation website111 

Make Me 

Happy 

Various workshops and 

events from Leicester 

Comedy Festivals’ 

community and education 

programme, working in 

health and educational 

environments. 

Organisation website112 

Figure 35 - Table of volunteering opportunities at festivals 

As investigated regarding Human capital, exposure to the ‘new’ is typically a 

motivation for attendance at festivals; although we might debate the reality and 

‘depth’ of the experience. Nevertheless, this educational, exploratory aspect is often 

referenced as a core appeal of festivals and was referenced in some way by all 

interviewees. The interview with Face Your Elephant project lead, Paul Fleming, in 

particular focused on this value of the festival environment: 

“[at festivals]...they’re enjoying themselves and sustainable development 
needs to be enjoyable, so it’s making the link between fun and sustainable 
development.” – Paul Fleming, Interview 

The distinction was made between (in this case science and engineering) the overtly 

educational focus of science festivals compared to the more incidental education 

that can happen at cultural festivals and in non-educational environments: 

                                                                                                                                   
110

 Face Your Elephant website, “About”, originally published: ?, viewed online 05/01/2012 at: 
http://faceyourelephant.org/about 
111

 LASS website, “Sexual Health Awareness”, originally published:?, viewed online 05/01/2012 at: 
http://www.lass.org.uk/sexual_health_awareness_1/ 
112

 Make me happy website, “Make me happy”, originally published: ?, viewed online 05/01/2012 at: 
http://www.makemehappy-online.co.uk/index.php 
 

http://faceyourelephant.org/about
http://www.lass.org.uk/sexual_health_awareness_1/
http://www.makemehappy-online.co.uk/index.php
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“Only scientists have fun at science festivals… The idea is we can speak to 
people who don’t go to science festivals… Our experience is we sometimes get 
very informed people in there too, Phd students, people who work in utilities, 
power stations, some of whom knew more than our peer educators…but they 
were in the minority and usually brought their non-expert friends and family 
with them as well.” – Paul Fleming, Interview 

While the example above focuses on a semi-structured educational process, we 

may more accurately describe it as “informal education”, whereas “incidental 

education” could be characterised as being almost completely without structure 

and founded on chance observations or effects. Much of the discussion around 

artistic and experiential objectives for festivals referenced the importance of chance 

encounters, suggesting that this aspect is in some way cultivated by organisers and 

is likely to have some educational possibilities as well. Figure 36 is a model of 

educational characteristics that may help illustrate where a festival is likely to have 

effect: 

 

Figure 36 - Diagram of formal, informal and incidental educational characteristics 

In the context of Greenfield music festivals, the outdoor camping experience is 

often referenced as a general positive in this way, particularly regarding 

environmental awareness. The individual is more exposed to the elements, more 

aware of their basic food, water and heat needs. The exact benefits of this are hard 

to establish, especially given the fairly high degree of ‘urbanization’ that takes place 

at festivals, described here by Croose: 

“Make no mistake, for all the primitive ruralism of its mythology, for all its 
‘Worthy Farm’, ‘weekend in the country’ discourse, Glastonbury is an urban 
environment. It is a city. It is a city of tents and makeshift buildings, with bad 

•Characteristics Education 

•Institutional, structured, long-term,  reviewed/examined 

•Complex, inter-related information Formal 

•Casual, unstructured, short-term 

•Less complex, perhaps more "single issue" information Informal 

•Spontaneous, unplanned,  very brief 

•May lead to complexity,  unconcious reflections Incidental 
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drainage and sanitation, but a place with all the population, communications, 
and spatial controls of a city nonetheless.”113 

The incidental educational benefits (or lack thereof) of this were similarly noted by 

Paul Fleming: 

“I think it’s good to camp, and live for a short time with very few resources. I 
don’t think festival camping could be called ‘typical’ camping though, there’s 
so much going on, you can have access to everything you could possibly 
want...To the degree of actual rent-a-cabin type houses you can stay in.” – 
Paul Fleming, Interview 

Even if it is the case that Greenfield festivals demonstrate more about how urban 

environments work than natural wilderness, this knowledge could still be of some 

benefit, arguably moreso in the context of growing urban populations around the 

world. It is debatable in various cases whether festival Greenfield sites could be 

honestly considered ‘natural, unspoiled, wilderness’ when outside of the festival 

they are potentially used for other contemporary usage; intensive farming for 

example, and as such the change is simply from one man made environment to 

another. Nevertheless, provoking some consideration of the balance between 

urban/natural environments seems likely, though it may be more pronounced in 

some cases than others. 

There are also less typical environments for festivals, in this case primarily music 

oriented. All Tommorows Parties and Bloc have both taken place at a Butlins 

holiday resort in the UK, Snowbombing takes place at a ski resort in Austria 

(several other European resorts also host festivals), S.S Coachella, 70,000 tonnes of 

metal and ‘I’m on a boat’, all take place on cruise ships, while a festival such as 

Outlook in Croatia hosts its programme both on land and offshore on boat parties. 

Conversely, Boomtown Fair which takes place on a Greenfield site near Winchester, 

is designed and promoted as a real urban environment, with zoned ‘districts’ and 

temporary buildings. Given the UK’s general climate and lack of warm summer 

resorts, we can see the demand for festivals that do not conform to the ‘tents in a 

field’ template. 

Finally, even truly ‘virtual’ festivals can be argued to exist in some way; a recent 

videogame ‘Forza: Horizon’ features gameplay set against “a thrilling music festival 

backdrop” rewarding the player with ‘wristbands’, and utilized this concept through 

                                           
113

 Research explorations in the Jurassic Coast World Heritage Site, “What does Glastonbury do?”, 

originally published 28/11/2012, viewed online  05/01/2013 at: 

http://blogs.exeter.ac.uk/jurassicresearch/blog/2011/11/28/59/ 

http://blogs.exeter.ac.uk/jurassicresearch/blog/2011/11/28/59/
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real world advertising and promotional concerts114. Trident chewing gum produced 

an advertising campaign based on reviews of the ‘Perpetual festival’, in which a 

blogger visited 30 festivals over 30 weeks.115 Brands such as Lucozade (the 

‘Summer of Energy’) and Tic-Tacs (‘Festival edition’ product) have also used 

festivals as a key part of their overall marketing campaigns. Virtual performances 

and events may exist in their entirety via various online platforms, such as Second 

Life; the BBC116 and The Guardian117 have both presented virtual festivals, and 

others have offered an (unofficial) virtual alternative to Glastonbury118. 

Returning to the issue of incidental or informal education, these festivals place an 

interesting spin on our observations so far. An element of foreign travel may be 

considered a worthy expansion of ones horizons, though it is uncertain how much 

of the experience really draws from this new environment? Is it limited to 

environmental factors, typically snow or sunshine and sea respectively; do the 

attendees have much engagement with the host area? The same may be said for 

many kinds of ‘resort’ holidays, and this may be too large an issue to address 

properly in this research. Arguably many festivals of all locations thrive on creating 

a hermetically sealed ‘virtual reality’ within their gates or doors. This could easily 

be described as potentially creating both a very shallow experience, and in other 

ways a very deep, immersive experience.  

Urban festivals may also provoke this kind of incidental consideration, aiming to 

‘re-imagine’ spaces that in the course of normal life are less welcoming, even 

alienating and less open to the kind of shared ownership a festival may embody. 

The role of the built environment, particularly public art, festivals and similar types 

of spontaneous ‘street-level’ culture has been a keen area of investigation: the field 

of urban studies/urban history since the 1960s-70s. In the contemporary UK, the 

focus can be seen as recently as mid 2012, with the issuing of the Department for 

Communities and Local Government paper, titled: “Re-imagining urban spaces to 

help revitalise our high streets” The paper shows numerous examples of markets, 

                                           
114

 Last.fm website, “Forza Horizon Festival is go!”, originally published 09/15/2012, viewed online 

05/01/2013 at: http://originals.last.fm/forza-horizon/forza-horizon-festival-is-go/ 
115

 Trident website “Trident Perpetual Festival”,originally published 05/01/2011, viewed online 

05/01/2013 at: http://tridentperpetualfestival.blogspot.co.uk/ 
116

 BBC News, “BBC starts to rock online world”, originally published 12/05/2006, viewed online 
05/01/2013, http://news.bbc.co.uk/1/hi/technology/4766755.stm 
117

 Guardian, “The skinny on Secondfest”, originally published 27/06/2007, viewed onlune 05/01/2013 
at: http://www.guardian.co.uk/music/musicblog/2007/jun/27/theskinnyonsecondfest 
118

 Daniel Voyager’s Blog, “Glastonbury Festival 2012 in Second Life”, originally published 
07/01/2012, viewed online 05/01/2013 at:  
http://danielvoyager.wordpress.com/2012/01/07/glastonbury-festival-2012-in-second-life/ 

http://originals.last.fm/forza-horizon/forza-horizon-festival-is-go/
http://tridentperpetualfestival.blogspot.co.uk/
http://news.bbc.co.uk/1/hi/technology/4766755.stm
http://www.guardian.co.uk/music/musicblog/2007/jun/27/theskinnyonsecondfest
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street arts, festivals, ‘café culture’, firework displays, reusing empty shops: and was 

produced in collaboration with (among others) the Department for Culture, Media 

and Sport, Arts Council England and the Independent Street Arts Network. 

(Department for Communities and Local Government, 2012) This demonstrates 

some of the weight given to cultural activity as an aspect of place-making at a high 

governmental level, even if we may more cynically consider the objectives of the 

project to be purely economic (keeping the retail sector alive, developing the overall 

competitive profile of an area) than overtly cultural or social in nature. 

  



145 
 

Summary of proactivity and education in a social context 

While some of the examples discussed here focus on education of an environmental 

nature, a similar model of formal-informal-incidental education could be examined 

in reference to other topics; some examples have focused on health, social justice 

and international aid. However, whether Greenfield or Urban, festivals are 

necessarily strongly rooted in the physical world, meaning incidental education 

regarding the environment (whether urban or rural) of this sort may simply be 

easier to achieve (if it is even a conscious aim) than to achieve a similar impact 

relating to other topics. What does the average attendee ‘incidentally’ and almost 

unconsciously learn at a festival? Andre Soares, from the Institute for Permaculture 

“Ecocentro” summarises some of the questions posed by festivals, in relation to 

Boom Festival, Portugal: 

“How do we live together? How do we relate? How do we occupy space? What 
do we leave behind? What is our ecological function in the web of life? How 
can we satisfy our survival needs in equilibrium with the needs of all other 
species? These questions can be instigated in any event, even when music 

and art are the main focus.” Quoted by: (Jones, 2010) 

Informal education, also seems to be widespread at festivals, with several types of 

campaign groups or charities taking to them with some kind of entertainment-

meets- education offer. All festivals seem likely to develop a close relationship with 

their audience, even if due to the scale of difference (few core staff, compared to 

audience), this is likely to be a very indirect or distanced relationship. The nature of 

this relationship is likely to provide an avenue for awareness raising or promotion 

of specific issues; leaning on the incidental approach, reflected here:  

“Where festivals can be of the most use are in their awareness raising, even if 
it’s just a note in the brochure saying ‘This was recycled’ or ‘Why not cycle to 
an event’…moreso than a leaflet from the council telling you to do the same, 
you have that independent voice.” – Geoff Rowe, Interview 

 

The independent, impartial voice is clearly identified as a key asset of a festival. 

However, while this seems to confirm the risks of using a formal ‘teacher-student’ 

relationship between organiser and audience, this may have simply reframed the 

issue rather than resolving it. Even if the approach is subtle or incidental, as we 

have termed it, the structure of the relationship may still be one of ‘teacher-

student’. Does the audience have a say? Do they want to? Are they allowed their 

own interpretation? 
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“Many festivals are benevolent dictatorships, but they must still talk to their 
audiences” - Chris Johnson, Interview 

 

There are some interesting contradictions of freedom and restriction stemming from 

the festival environment, on the one hand promoting a wealth of choice, while on 

the other quite restrictive and secretive. Meanwhile, how independently does the 

festival community organise itself in response to this? How are ideas, behaviours or 

concepts shared, spread or reinforced in these environments? Such topics present 

avenues for future research, but currently little in the way of the simple 

benchmarking we are seeking in this project.  

 

Finally, the discussion of the educational benefits of tourism would also require a 

consideration of pre-existing levels of education. Education itself, for a variety of 

reasons, is generally thought to give individuals greater access to the financial 

means necessary for tourism, and the intellectual curiosity to seek out further 

educational opportunities. Cooper refers to education as a key determinant of 

tourism, alongside levels of income, paid holiday entitlement and mobility (Cooper, 

2008) 

 

Placing this educational function aside, investigation in this area suggests that we 

could more clearly establish measures such as charitable donations (discussed 

briefly earlier) or the amount of, and impact of volunteering involved.  
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4.3.3 VOLUNTARY LABOUR 

Voluntary actions are of central importance to free, liberal societies. Derived from 

the Latin voluntaris; “of one’s free will”, we can define most actions of individuals in 

contemporary society as voluntary on some level. Free markets are defined by 

voluntary exchange by buyer and seller, the democratic process relies on freedom 

of association, modern societies generally protect freedom of speech and of worship; 

yet the act of volunteering is generally interpreted differently, often with an 

emphasis on altruistic, rather than self-serving behaviour. While action taken “of 

one’s free will” is clearly of importance, positivist sociologists such as Durkheim 

have further suggested that altruism itself is, to use his terminology a ‘social fact’, 

and not to be considered an ‘agreeable ornament to social life, but will forever be its 

fundamental basis’. (Durkheim, 1933) 

Volunteering, then, has importance as an identifiable act, drawing from a deeper, 

underlying principle. All interviewees made reference to volunteers as part of 

festivals, often by simple fact of either working with, being around or being 

volunteers themselves. Almost every festival website, of all types, genres and 

locations invites potential volunteers to get involved. Some of the scale of this at 

large music festivals is discussed in the following quote: 

“I can tell you about my team, we have a database of 600, which is not big, 
but we work with organisations who help us build that...we have about 150 
Green Messengers at Latitude and another 100-200 at Reading and 
Leeds...some of them, cross over, do more than one festival in a year...it’s my 
second year, and I have seen a few familiar faces...at least 20, from last year, 
I would say 15-20% repeat, maybe not consecutively, but at another time in 
the future. This is just my team though, I don’t know for the whole festival.” – 
Laura Pando, Interview 

 

Volunteering as a whole, may have declined recently, according to the 

‘Participation: trends, facts and figures’ almanac (National Council for Voluntary 

Organisations, 2011) and the ‘Citizenship Survey’ (Department of Communities and 

Local Government, 2010), summarised below in Figure 37: 

 

Formality Frequency 2001 2009-10 

Informal volunteering At least once in the 

last year 

67% 54% 

At least once a 34% 29% 
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month in the last 

year 

Formal volunteering At least once in the 

last year 

39% 40% 

At least once a 

month in the last 

year 

27% 25% 

Figure 37 - Informal and formal volunteering rates, sourced from DCLG (2010) 

The definitions of formal and informal volunteering are of key importance, as 

informal volunteering is defined in the survey as ‘Giving unpaid help as an 

individual to someone who is not a relative’ whereas formal volunteering is ‘Giving 

unpaid help through a group, club or organisation’. The latter is expected to be of 

more relevance to festivals, though this may not be how some respondents 

interpret the statement, in some cases they may feel they are ‘helping out a friend’ 

more than ‘helping out a group’. Further data shows that recreation/arts/social 

clubs are the second most popular ‘sector’ for volunteers (42% of formal volunteers) 

and that organizing or helping to run an event is the most popular type of activity for 

volunteers to carry out (55% of formal volunteers). This helps us verify our initial 

considerations on the general popularity of both volunteering for festivals, and the 

voluntary creation of some festivals. 

 

Much of arts and culture; particularly the performing arts, can be characterised by 

both extensive production value and frequently precarious financial resources. 

While judging the value (financial or otherwise) of an artistic work is debatable once 

the work is completed, it is essentially impossible with a work in progress or during 

development, this uncertain and explorative tendency generally characterises the 

artistic process. Baumol has described the current and growing economic challenge 

facing artists as a cost ‘disease’. (Baumol, 1966) Given that the performing arts at 

their core rely, almost entirely on human resources (human capital), they do not 

benefit from ongoing efficiency gains made by other industries, as their central 

costs (generally living, labour and education) only rise, while, for example, a string 

quartet requires the same number of performers as it ever has, or will. The same 

can be said for other sectors, such as health and education, where wage rates often 

rise faster than labour productivity. More recently, Frey argues that festivals in 

particular appear to be better placed to avoid the ‘virulence’ of this cost disease, 



149 
 

with lower fixed costs, more temporary arrangements and potentially lower 

regulatory burdens than traditional venues. (Frey, 1996). These basic economic 

arguments explain much of the challenge for artists and those working with artists, 

and subsequently the frequent reliance on unpaid voluntary effort. We might 

consider the inverse, if living, labour and educational costs became cheaper, would 

more artists exist? 

 

Cultural activity itself is unlikely to be entirely mechanized, though this issue has 

been widely debated when new technologies threaten existing artists, for example 

the invention of the synthesizer threatened, and arguably did, reduce the work 

available for ‘real musicians’. (Pinch, 2004) We can easily consider modern 

technology and software as having some genuine positives for artists, having 

generally lowered the barrier to a range of production, promotion and distribution 

channels, despite the wider impacts Baumol identifies. (Anderson, 2009) 

 

Outside of the central cultural activity, the majority of ancilliary functions 

performed at a festival are also likely to involve human labour, and also likely to 

rely on volunteers: 

 

“Workers Beer [run bars at festivals] have a family atmosphere, they must 
have quite a high level of volunteer retention. They have their own bar and 
area set up within the staff camping area. Some of the managers have been 
with them for 8 or more years, it sounds like they all generally started off as 
volunteers and moved up.” – Jude Smith, Interview 

 

Services such as stewarding, preparing food and drink, building stages and so on: 

these may seem unlikely candidates for further mechanization, though 

developments in the tools used, whether for pouring drinks, wireless tickets (RFID), 

cashless payments or putting up fences are expected to create some efficiencies. 

Festivals then, with their basis in a very limited and specifc spatio-temporal 

environment, arguably rely on this core resource even more than ‘typical’ 

performing arts venues. Festivals are among the largest ‘shows’, in the theatrical or 

performative sense, on earth, and due to their relative length generally may require 

more constant labour than a one-off mega-concert, for example. 

 

Despite their ongoing and crucial importance to festivals, it is relatively difficult to 

establish how much time is given, or what the retention rate of volunteers is within 

a given festival, much less across festivals as a sector. Literature does exist to 
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share best practice in volunteer management (Voluntary Arts England, 2012), and 

many events management texts refer to volunteers throughout, across a range of 

roles. Through interview and observation, the following factors are suspected to 

affect levels of record keeping: 

 

Limited obligation for record keeping: While an organisation is generally 

required to ensure volunteers are included in insurance policies, this may be more 

of an estimate than a precise measure. Volunteer support is often a valuable ‘asset’ 

especially (but not solely) for non-commercial festivals, and can be valued as in-

kind support by assigning the hours worked a financial value. While there is more 

of an imperative here to make some estimate, it may not be done so with any more 

accuracy.  

 

Distributed workforce: Volunteers may be required across a range of tasks and 

organisational departments, as such there may be no centralized point at which all 

could be managed or monitored, there is obviously no central payroll. Volunteers 

may consider themselves as working directly for a line manager, not the 

organisation as a whole. The tasks involved may vary a great deal from higher to 

lower skilled, or highly specialized to more general and varied, which will further 

divide the ‘workforce’. 

 

Variable plans: Volunteer recruitment may vary unpredictably, and at relatively 

short notice, so the management of this workforce is likely to adjust accordingly. 

Plans made in advance may need to be altered depending on availability, 

presumably more so than in a typical employer/employee scenario where managers 

may be able to rely more on certain factors.  

 

Variable agreements: Volunteers, placements, work experience, internships may 

all have their own subtle differences. Some may include a nominal payment, or 

expenses, or may be more explicitly a ‘work for your ticket’ type of arrangement. 

These identities may mix-and-match with casual, freelance or part-time work also; 

given that some volunteers may be aiming to gain work experience and 

employment. 
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Despite these monitoring challenges, some data is available presented in Figure 38. 

BOP consulting report on the Edinburgh Festivals (11 in total119) stated that three 

quarters of the festivals work with volunteers, which translated into 614 ‘volunteer 

opportunities’ contributing 29,919 hours of volunteering time, and average per 

volunteer of 43 hours. The report also notes this total is higher than an equivalent 

total given by a Museum Galleries Scotland report of around 17,000-21,000 hours 

given per month by volunteers across 57 museums. A further comparison is made 

to the Liverpool Capital of Culture programme, in which 1,000 volunteers gave a 

total of 52,000 hours over a four year period, with an average of 52 hours. (BOP 

Consulting, 2011). Although a different type of event, The London Olympics in 

particular gave a high profile to their volunteers, ‘Games Makers’, of which it was 

estimated up to 70,000 individuals gave at least 10 days over the games120. 

 

Case Total estimated volunteer 

time given  

Time as Full 

Time Equivalent 

Days, 8 hours 

(FTE-D) 

Source 

Edinburgh 

Festivals 

29,919 hours across 11 

festivals per year 

3739 BOP 

consulting 

report (BOP 

Consulting, 

2011) 

Museum 

galleries 

Scotland 

17,000-21,000 hours across 57 

museums per month 

2125 – 2625 

Liverpool 

Capital of 

Culture 

52,000 hours over a four year 

period 

6500 Liverpool ’08 

European 

Capital of 

Culture final 

impacts 

report  

(Liverpool 

'08) 

                                           
119

 The 11 festivals were the Edinburgh: International Science Festival, Imaginate Festival, 

International Film Festival, Jazz and Blues Festival, Art Festival, Mela, Royal Military Tattoo, Festival 

Fringe, Internation Festival, International Book Festival, International Story Telling Festival and 

Hogmanay. 
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London 

Olympics 

2012 

5.6 million hours = 70,000 

individuals giving 10 days at 8 

hours per day 

700,000 Organisation 

website121 

Leicester 

Caribbean 

Carnival 

58,764 hours estimated by 15 

carnival troupes, though this 

time is attributable to a 

number of performances at a 

range of carnivals.  

7345 Maughan 

and Fletcher 

reports 

Greenlight 

Festival 

900 hours (lower) estimate for 

one year. 

112 

Love Luton 

Festival 

1200 hours estimated for one 

year. 20 volunteers also gained 

a level 2 NVQ. 

150 

Figure 38 - Summary of volunteering time given 

Glastonbury Festival, may also be one of the largest examples. A survey of visitors 

at Glastonbury Festival in 2007 found that around 6% of respondents had 

volunteer tickets, estimating there were 10,880 volunteers of the total festival 

capacity of 177,500 (Baker Associates, 2007). If we estimate each volunteer 

provides a relatively modest 20 hours of time, we get 217,000 hours or 27,125 eight 

hour working days. As this is not an official estimate, it has not been included 

above. Furthermore, not all volunteers identified here are likely to have been doing 

so for the central organization. 

 

Aside from establishing the raw amount of time given, volunteering is likely to have 

further impacts beyond the straightforward contribution to the creation of a 

festival. As mentioned earlier, volunteering may commonly be used to gain work 

experience, training or general exposure to networks, though this is harder to 

quantify, in some cases (such as Love Luton Festival above) it is possible. Informal 

and incidental education, as suggested earlier for the audience, may also be 

possible: 

 

“That’s what I’ve seen, some of the volunteers working with me, they had no 
interest in green subjects or issues, they worked for me for the ticket and left 
like it’s changed my life, they’ve seen how it works and how important it is, 
recycling, everything else.” – Laura Pando, Interview 

                                           
121

 London 2012 website, “Volunteers”, originally published:?, viewed online 05/01/2013 at: 
http://www.london2012.com/about-us/volunteers/ 

http://www.london2012.com/about-us/volunteers/
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The BOP consulting report on the Edinburgh Festivals also surveyed volunteers 

regarding both vocational and non-cognitive skills. It seems that artistic/musical 

skill or customer service and hospitality were the most likely categories to show an 

increase: with 52% and 32% of volunteers reporting an increase in their skills in 

these areas. All volunteers reported a small increase (3.3 to 3.7 on a scale of 1, 

decrease to 5, increase) across non-cognitive, interpersonal skills such as working 

to tight deadlines, leading or encouraging others and their ability to make 

decisions. 

Having established a sense of scale, what of the quality of these roles and the wider 

impact of these volunteers? For the volunteer, it may be relatively safe to withdraw 

from a volunteer agreement, by comparison to a paid and contracted employee, and 

we might assume volunteers must generally be satisfied by their roles by virtue of 

their presence. The financial motive may still be present, in the form of a deposit on 

the position taken to protect the organisers from ‘no shows’, or in the form of other 

investments and costs taken on the volunteers part to travel to and potentially live 

for a short time at the festival. Social pressures and ‘team spirit’ might also keep a 

volunteer from leaving a situation in which they felt exploited. The ‘satisfaction-by-

virtue-of-presence’ argument can be questioned on several levels. Furthermore, the 

context of the arts as a ‘passion industry’, in which it is acceptable or even required 

to ‘suffer’ for success provides further expectations. An interviewee, specializing in 

research into bullying in the arts commented: 

“The excuse ‘it’s not like other jobs’… well, the arts don’t have a monopoly on 
creativity, self-expression, talent: other industries have this too and don’t 
suffer, or at least don’t seem to suffer with the shadow of exploitation as much 
as the arts and the creative industries…The concept of an ‘artistic genius’, 
someone that we tolerate certain behaviours from, I don’t know what the 
solution for that is or if there even is one.” – Anne-Marie Quigg, Interview 

The impact of volunteering on labour markets can be significant. While it is, of 

course, practically impossible (and ethically questionable) to prevent individuals 

‘giving away’ their labour, the effects can arguably be damaging, despite the 

generally altruistic motives involved. Organisations such as trade unions are likely 

to take a very dim view of this, with Equity122 and the Musicians Union123 both 

                                           
122

 The ‘Low pay No pay’ campaign, launched in April 2012 made various recommendations and 

encouraged performers to take National Minimum Wage cases, and casting companies to avoid 

advertising these roles/positions. 
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campaigning and providing advice and guidelines on the provision of labour for 

free. Arts Council England, as a funder of various organisations, including festivals, 

was also recently pressured into publishing guidelines on ‘internships’, which 

might be categorized as a more long term agreement between organisation and 

volunteer; in which the training and educational aspect in particular is expected to 

compensate for the lack of payment. (Creative & Cultural Skills, 2011)124 

Further investigation in the cultural sector has found that that finding a good 

volunteering opportunity often relies on luck and the availability of a suitable 

mentor, while the employment-related benefits are likely to be more about 

developing contacts than developing skills. (Holmes, 2005) In the broader context of 

tourism, research suggests that some ‘voluntourists’ may ultimately be 

contributing to the environmental, social and economic destruction of the very 

places they are aiming to ‘help out’; their experience and choices shaping and being 

shaped by commoditisation and Webers’ ‘restless spirit’ of consumerism. (Wearing, 

2001) While it seems crass to compare the volunteering of presumably wealthy 

Westerners at Western festivals, to the volunteering of the same Westerners in 

more deprived parts of the world; we bear in mind Bordieus thoughts on the nature 

of ‘ordinary’ types of suffering, and that one injustice is not negated simply by the 

existence of a greater injustice. 

  

                                                                                                                                   
123

 The ‘Work not play’ campaign, recently prompted by accusations of unfair treatment of, and poor 

offers of ‘work’ to musicians by LOCOG for/during the 2012 Olympics: which was preceded by 

ongoing pressure against ‘Pay to Play’ gigs, in which musicians are not paid and are expected to 

carry out additional marketing work for the event. The musicians are ‘paid’ through ‘exposure’. 
124

 Written by Creative & Cultural skills and published by Arts Council England. 



155 
 

Summary of voluntary labour 

It seems feasible to suggest that festivals could monitor and report levels of 

volunteering, and that to do so would lead to interesting comparisons. This comes 

with various caveats on the quality of both the reporting and the quality of the 

volunteer positions themselves; whether from an organiser or audience perspective. 

However, the reporting itself would hopefully lead to improved accuracy and shared 

methods and understandings. 

Regarding the accuracy of actual hours reported, it seems unlikely that better 

methods for estimation will become available, or that much further accuracy is 

particularly desirable. Some differentiation on the roles and activities might be 

useful, particular regarding the level of skill involved. Most methods used seem to 

rely on self-reporting by volunteers or a similar type of ‘best guessing’ by their 

supervisors, perhaps signing-in and out at the beginning of shifts. Logbooks do not 

seem to be commonly used outside of more detailed, in depth positions and 

generally those where working remotely or independently is required. Self-reporting 

is still open to error, for example, a medical study found that over an 8 week 

period, pre-doctoral students under reported patient encounters in logbooks by 

17%. (Patricoski, 1998). The cumulative effect of this error, across 79 students was 

that nearly 500 of 2,500 encounters were not reported. Similar cumulative errors 

could play a role in current and future levels of volunteer reporting. 

While we have taken volunteering as a broadly positive a measure of social capital, 

care must be taken that this activity is not exploitative for volunteers, damaging to 

the labour market but still productive for organisers . While benchmarking alone is 

unlikely to solve this issue, it might help provide evidence and prompt 

consideration of exactly what quantities and types of free labour festivals attract 

and how to better manage this for the parties involved. 
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4.3.4 BONDING AND BRIDGING CAPITAL  

Bonding and bridging capital, as defined by Putnam, develops the concept of social 

capital into separate measures relating to ‘closed’ and ‘open’ networks respectively. 

The networks are generally characterised via their methods of association; closed 

networks being defined by more homogeneous groups, perhaps on familial or racial 

bounds, whereas open networks can be defined by associations that are less 

exclusive, perhaps through membership of voluntary groups and workplaces. 

(Putnam, 2000) While neither type are expected to be inherently ‘positive or 

negative’, the types of association clearly vary in their overall utility and application 

towards broad development goals. Some groups with high levels of only bonding 

capital are viewed as isolationist and intolerant, while those with high levels of only 

bridging capital could have an abundance of ‘weak ties’ yet lack deeper, more 

personal relationships.  

Festivals, and perhaps most live performance, seem to rarely be attended by lone 

individuals, by comparison to other cultural activities such as going to a library, or 

gallery125. Any group activity, then, might have the potential to reinforce bonding 

capital, and an activity that brings these groups into contact with other ‘types’ of 

group might have the potential to reinforce bridging capital. Discovering the 

average group or party size seems a reasonable first step, and is data that should 

be easily uncovered through (probably protected) box office data, or audience 

questionnaires. 

Questionnaires used by Maughan & Fletcher asked respondents to provide this 

information, asking for a numerical figure, rather than intervals (1-2, 3-5 etc), for 

both adults (18 or over) and children (under 18). The phrasing of the question 

specified “How many have come with you?”, therefore one has been added to the 

results to reflect the respondent within the group; though we may debate whether 

all respondents have interpreted the question as desired. The results are reported 

below in Figure 39, excluding non-responses from each sample. 

Group size SSW11 CARN11 LCF11 

Mean 4.31 4.90 3.54 

Median 3 3 2 

                                           
125

 Here we mean cultural activities in a public setting, rather than cultural activities in a private 

setting, such as reading, playing an instrument etc 
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Figure 39 - Table of average group size 

Firstly, this verifies our general assumption on the sociable nature of festivals, 

perhaps hinting towards how this aspect may vary at different types of festivals. 

The ‘single large event’ festivals (SSW and CARN) may attract larger groups, 

whereas the ‘many small events’ festival (LCF) may attract smaller groups or pairs. 

Within each sample, outliers were noted, suggesting groups of 10 or more, though 

due to their rarity, in these cases they might only make up a small proportion of 

the total individuals in attendance.  

Some sense of the difference between ‘bonding’ and ‘bridging’ capital may also be 

seen, or at least suggested. The same questionnaires included a section on 

motivations to attend, including an option: ‘To spend time with friends and family’ 

(F&F), which we could equate to bonding social capital. This is displayed below in 

Figure 40 and Figure 41. 

 

Figure 40 – Chart of festival motivations – Friends and family 

% SSW11 SSW10 SSW09 SSW08 Mean 

F&F 38 35 31 29 33 

% - BSF10 BSF09 BSF08 Mean 

F&F - 35 11 20 22 

% LCF11 LCF10 - - Mean 

F&F 25 25 - - 25 

% CARN11 - - - Mean 

F&F 32 - - - - 
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Figure 41 - Table of audience motivations - Friends and family 

The results generally reflect our earlier discussion on group size, in that festivals 

likely to attract larger groups are also likely to be valued for the opportunity to 

socialise with a close group, or participate in group activities. We might also 

speculate that as a festival continues to develop, becoming more embedded in a 

community; this aspect is also likely to grow, as seen with the results for SSW over 

4 years growing nearly 10%. We note that this option is chosen from among 11 

other multiple-choice options on the questionnaire, and while 20-30% does not 

seem to be an overwhelming agreement, it is greater by comparison to other options 

we have already examined (learning, trying something new) as referenced under 

Human capital which varied from only 3-20%. For reference, the most universal 

motivation of tends to be a general ‘I like this festival’ or ‘For the main 

music/performance etc, at around 70% across most surveys. 

So far, it feels we have established some degree of bonding social capital, though it 

is less certain which factors may encourage or discourage this, aside from broad 

speculation on the range and appeal of the cultural content of the festival. 

Increasing bridging social capital seems to be a reasonably common objective, 

perhaps moreso for publicly funded festivals, under the broader concepts of 

multiculturalism, and interculturalism. The core argument is that a festival may 

provide an environment in which individuals may interact with other individuals 

(whether audience, traders or artists) who, otherwise, they would unlikely to meet 

or cross paths with. Not only this, but the environment, or those motivated to 

attend may somehow be more open or tolerant of new experiences than in other 

scenarios. Questionnaires by Fletcher & Maughan have included a question asking 

the respondents opinion on the ‘openness’ of their respective festivals: “I think that 

this festival is welcoming to a wide range of people” (Strongly Agree and Agree 

condensed as before) presented below in Figure 42: 

% SSW11 BSF10 LCF10 

Welcoming 94 88 76 

Figure 42 - Table of audience response - Welcoming to all 

The results do not specify any particular type of diversity; age, ethnicity or other, 

but do reflect some of the audiences general sentiments on the matter. On the 

festivals chosen, the ‘many small events’ festival (LCF) might be less likely to be 

considered welcoming to a wide range of people, as each individual event in the 
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festival would require a set of decisions to be made, whereas the ‘one large event’ 

(SSW+BSF) might be more likely to present a range of options based on a more 

expensive but generally a single ticket. 

Some individual comments were made (in the open ended comments box) to the 

effect that there were few specific, or even deliberate, barriers regarding any given 

festival, yet a broad range of factors meant the reality was a relatively homogenous 

audience. We might argue that the audience of a festival are unlikely to be able to 

notice or define any particular barriers, as they themselves are demonstrably 

unaffected by them. Conversely, then, from our earlier discussion, those agreeing 

with the ‘welcoming…’ question may be more homogenous if the respondent is 

ultimately reflecting only on how ‘welcomed’ they feel. 

We could also look for some measure of the ‘homogeneity’ of a given audience, also 

including traders, staff and artists, to give us an idea of which festivals may 

increase bridging social capital. Age, gender, ethnicity, geographic location and 

income/socio-economic group are some of the more commonly used variables in 

this respect, but the options are practically limitless; however humans decide to 

group themselves, or rather, how researchers decide to group them, bearing in 

mind Nancys’ ‘myth of the community’ as discussed earlier.  

Demographic data is collected/investigated relatively broadly across festivals, 

though it may be a simple informal ‘sense’ of the crowds characteristics as much 

the kind of empirical data that would be more reliable across festivals. From this, it 

would be possible to determine which festivals attract a more diverse (across many 

factors) audience, or those that present a more diverse programme of artists. 

Should we take the presence of, or lack of, diversity within an audience to be a 

social positive or negative; and diversity of what sort? Putnams’ definition of 

bridging may also be applicable at a more ‘humble’ scale, rather than reaching 

across wide gaps of generations or ethnic backgrounds, relating more to perhaps 

any degree of exposure to the unfamiliar. Given the wider concerns of social 

isolation, most festivals would seem to contribute something to a sense of 

community, it being quite difficult to spend the time in complete isolation, even if 

the attendee did not bring a known group with them. 
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Summary of bonding and bridging capital 

Both bonding and bridging types of social capital have been discussed in a festivals 

context, yet within the scope of this research, only bonding has been investigated to 

any degree; the findings from which do not seem to be particularly revelatory, yet of 

some value and certainly possible to replicate across other cases. While bridging 

capital is certainly of interest, it would require a more in-depth and considered 

approach than possible through this research, and there do not seem to be any 

pre-existing models or definitions that could be universally applied. Interpretations 

and applications of bridging vary greatly, yet many seem to be ultimately valid. It 

would seem presumptuous for this research to suggest, by virtue of inclusion or 

exclusion, which types of bridging are most crucial for our society as a whole; 

intergenerational, interracial, intercultural? Greater controversy and debate seems 

to surround the questions of what the data is subsequently used for, than whether 

the data is possible to collect. 

Many interviewees reflected on a more post-modern concept of identity, and in the 

context of festivals, this was broadly understood as a community of interest, rather 

than a community of place, age or ethnicity. Given that festivals have a limited 

time, budget and focus, it follows that their artistic and cultural aims would also be 

limited to specific genres or formats of performance or product. Some noted that 

deliberate attempts to diversify programming, or aiming to ‘please everyone’ was 

practically impossible, and even fundamentally dishonest; especially if we take the 

classical view of the ‘sole authorship’ of a given artwork or performance. While of 

course no festival organisers interviewed deliberately wished to exclude specific 

sections of society, they were nevertheless aware of the capabilities of their product 

to appeal to various sections more than others, particularly from a business 

perspective. Joint investigation and development on the matter of bridging capital 

could be possible with a shared, well-defined and narrow objective, though such 

agreement may be difficult to share across various agendas. 

Bonding and bridging ‘social glue’, as Porritt introduces it, can certainly be said to 

exist or be affected through festivals, or indeed any kind of public event, yet it is 

necessarily complex and quite open to interpretation what types of data or activity 

might affect change in a ‘positive or negative’ way. Despite the nebulous and day-

to-day nature of these relationships, we should underline this discussion by 

reiterating that the effects of diminished bonding and bridging capital are very 
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much real; for example, a recent examination of 148 health studies gave social 

isolation a risk factor for mortality that was comparable to factors such as 

smoking, alcohol consumption and obesity. (Holt-Lunstad, 2010) Aside from more 

tangible measures of number and ‘type’ of social relationships, this area of 

investigation also touches on wider considerations of the cultural links of humanity 

as a whole. On a far grander scale, thinkers such as Huntington have identified 

cultural identities as the central source of division and of conflict in a globalized 

age, more so than individual nation states, economic or ideological forces. 

(Huntington, 1993) Due to their mass participation, festivals may have a key role in 

both shrinking or expanding these cultural divisions. While many interviewees 

commented that some sort of broader cultural understanding was an aim of theirs, 

evidence of this was generally limited or anecdotal. Given the scope of forces that 

ultimately shape cultural identities, it may be that festivals impacts are simply 

reflections of deeper issues, rather than genuinely ‘new’ interventions in 

themselves; do they lead, or are they led by, culture? 
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4.3.5 THE CARNIVALESQUE  

Russian philosopher Mikail Bakhtin encapsulates below, the sentiments of many of 

those who wish to see festivals catalyze social change, or perhaps simply prompt 

some kind of open-ended social experimentation. Importantly, this appears to be 

something festivals are uniquely placed to offer: 

 

“...That which stands behind negation is by no means nothingness, but the 
‘other side’ of that which is denied, the carnivalesque, upside down... The 
utopian ideal and the realistic merged in this carnival experience, unique of its 
kind. This temporal suspension, both ideal and real of hierarchical rank 
created during carnival time a special type of communication, impossible in 
everyday life.” (Bakhtin, 1984) 

 

We can often interpret festivals, specifically here those that can also be categorized 

as “carnival126” or “carnivalesque”, as a period of time in which normal rules, roles 

and expectations are suspended or reversed. Both ‘ideal and real’ hierarchies of 

everyday life have been broken down. The quote above is taken from “Rabelais and 

his world” in reference to French Renaissance writer Francois Rabelais, known for 

his writing on folk culture, fantasy, the bawdy and the grotesque. Rabelais has 

been interpreted variously as writing from Christian, Humanist and Roman 

Catholic perspectives; however his use of satire, and humor more generally to 

challenge authority seems to be a constant. Bakhtin seems to elaborate from this a 

historical picture of the carnivals (and fairs, festivals etc) and of Renaissance 

peasantry, not isolated by modernity and urban alienation, able to share an 

‘authentic’ communal celebration (“truly human relations”). The historical accuracy 

of this romantic view of the past may be debated, though the core concepts are felt 

in a contemporary sense: 

 

“[On Festivals] It’s disrupting the natural course of life. It has to be unique but 
also to ‘poke’ people, to change something. So, the more disruptive the better.” 
– Geoff Rowe, Interview 

 

                                           
126

 The origins of the term Carnival has various potential historical origins, from the Latin carne: meat, 

flesh, or from carrus: a type of wagon. Carne levare ‘to remove meat’ may signify a time before Lent 

when meat would be given up, wheras Carne vale or ‘farewell to flesh’ may signify the release of 

ones’ former identity or cares. Carrus navalis, may relate to a Roman religious festival (Navigium 

Isidis) in which a representation of the ship of Isis (the carrus – wagon) was carried to the sea shore, 

in a procession. Carnival as a season of festivities is still observed in a religious sense, mainly in 

Catholic countries and communities. 
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Although the challenge of conceptualizing ‘festivals’ as representing a cohesive 

whole is well established by this point, the concept of disruption (or at least 

novelty) is one that is reflected in much of the discussion, though arguably it seems 

it might be embraced or ignored by organiser or audience with similar ease: 

 

“I wouldn’t consider simply going to the theatre, for example, as a real step 
outside the norm for most people, and especially for those who go frequently. 
The artistic experience, the type of content, is quite well defined… people know 
what to expect, there will be an interval, drinks, chat with some friends and go 
home. A festival, at its core, should be somehow different, so we could easily 
debate whether some things calling themselves festivals are really, what they 
say they are.” – Christopher Maughan, Interview 

 

At a basic level, what carnivalesque ‘reversals’ are alleged to take place during a 

festival? Figure 43 is a rough synthesis building from the literature and interviews: 

 

Normality Festival 

Scarce distraction Abundant distraction 

Labour Leisure 

Responsibility Freedom 

Isolated Communal 

Time-poor Time-wealthy 

Risk averse Open to chance 

Familiar Unique 

Reinforcing Exploring 

Authoritarian Libertarian 

Restraint Excess 

Figure 43 - Table of proposed normality and festival carnivalesque differences  

Though this is a simplistic analysis, we can see the underlying importance of the 

carnivalesque to festivals, and maintaining a distinction from day-to-day normality. 

The questions remain; to what extent are these reversals felt by individual 

attendees, and what value might we say this has during or once the defined period 

is over? 

 

To address the first, as discussed earlier, given the wealth of possible experiences 

on offer, it could be unlikely that all attendees will share much outside of the 

broadest (lowest common denominator?) experiences. However, we can agree that 

the experiences at least seem to be possible, and reasonably unlikely to occur at 
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much scale outside of live events such as festivals, reliant as they are on 

communal, unpredictable experiences and relationships. 

 

To address the second, without caution we may quickly fall into unrealistic claims 

and distinctions. Is ‘the outside world’ so oppressive? Are festivals that extravagant 

and limitless? What are the freedoms a festival grants, if any? The most common 

seem to be social in nature, especially when considering fringe, subcultural and 

niche festivals that may, socially, represent the otherwise underrepresented. 

Attendees may reinvent themselves, or reaffirm their identity in some way. Finally, 

what is the deeper benefit of this relatively short period of time, excluding general 

leisure, which may be achieved through other means? 

 

Drawing the discussion away from festivals briefly, the concept of the carnivalesque 

has had particular resonance recently with the ‘Occupy’ movement. Other activities 

supported by Adbusters magazine (a ‘global network of culture jammers and 

creatives’, and a key player in Occupy) have been labeled as ‘carnivalesque 

rebellion’, such as consumer ‘zombies’ wandering through shopping centres, 

pushing empty shopping trolleys; and the various Occupy demonstrations and 

camps themselves127. In the UK, the ‘Bank of ideas’ was temporarily set up in a 

disused office complex owned by Swiss Bank UBS, and used for activities such as 

seminars and performances, on the strict instruction that no financial transactions 

were allowed128. Conversely, Occupy was also attacked as both a media-instigated 

and media-sustained movement, unrepresentative of ‘the 99%’ and with little in the 

way of effective demands or grass roots engagement129. 

 

As Bakhtin states, “that which stands by negation is by no means nothingness”, as 

such these activities generally seek to prompt criticism or discussion of seemingly 

well established truths, generally by demonstrating the polar opposite. While 

festivals seem to have elements of this motive at heart, their underlying structures 

may not be vastly different from those outside the festival. This freedom from 

structure at festivals was questioned by one interviewee: 

                                           
127

 Adbusters, “What is the Carnivalesque rebellion?”, originally published 08/11/2010, viewed online 

05/01/2013 at: http://www.adbusters.org/blogs/adbusters-blog/what-carnivalesque-rebellion.html 
128

 Guardian, “Occupy London  takes over empty UBS bank”, originally published 18/11/2011, viewed 

online 05/01/2013 at: http://www.guardian.co.uk/uk/blog/2011/nov/18/occupy-london-takes-over-

empty-ubs-bank-live 
129

 Spiked online, “Occupy: the sad reality and the mad fantasies”, originally published 23/11/2011, 
viewed online 05/01/2013 at: http://www.spiked-online.com/site/article/11652/ 

http://www.adbusters.org/blogs/adbusters-blog/what-carnivalesque-rebellion.html
http://www.guardian.co.uk/uk/blog/2011/nov/18/occupy-london-takes-over-empty-ubs-bank-live
http://www.guardian.co.uk/uk/blog/2011/nov/18/occupy-london-takes-over-empty-ubs-bank-live
http://www.spiked-online.com/site/article/11652/
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“[At festivals] The cultural programming is based on presenting stuff that is 
expected [by the audience], these choices have a knock on sales impact so the 
two reinforce each other over time…with a cultural menu that requires a huge 
amount of planning, you want to see X Y and Z, well you get out the 
programme and plan, and figure out your journey around site, I’m not sure if 
the majority of people really just dive in and wander about…our stage [at 
Glastonbury] was between Arcadia/Shangri-la and the Main stage, we saw, 
and performed to, loads of people just passing by or even being held in these 
‘queuing pens’ at times to control the crowding.” – Jon Croose, Interview 

 

The point is further made in Crooses’ article ‘What does Glastonbury do’, in which 

the festival is described as an urban environment, complete with cash machines, a 

hospital, a supermarket, restricted VIP areas and a police force. Much of the 

hierarchy of ‘normal life’ seems to be retained. Nevertheless, the conclusion is made 

that some of these contradictions of autonomy and control are ultimately the 

slightly ‘schizophrenic’ elements that maintain the festivals appeal, with an 

understanding of the risks of overly romanticizing the past. 
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Summary of the carnivalesque 

 

While this section has limited immediate relevance for benchmarking, it places 

some of the broad social discussion around their impact, particularly the 

subversive and the political, into context. Comedian Stewart Lee made the following 

observation on the reality of both the society that inhabits a festival, and the 

society that a festival inhabits:  

 

“The thing about Glastonbury, is, it’s such a massive event that it can be all 
things to all people, and if you wanted to have a political experience there you 
could, and if you wanted to do something entirely different, you could.” 130 

 

Lee also refers to the ‘kind of people’ who attended, created and politicized festivals 

in the 70’s and 80’s; new age travelers, the ‘Peace Convoy’ and similar groups who 

have been ‘legislated out of existence’. While there is a sense of change in direction, 

perhaps even loss, there remains blunt understanding of scope and individual 

audience motivations; with a large and diverse festival the chances are that it is 

possible to find whatever you are looking for. Lee has also commented on similar 

pressures and changes regarding the Edinburgh Fringe and Edinburgh Comedy 

Festival131:  

 

“Everyone benefits from the perception that The Edinburgh Comedy festival is 
the Edinburgh Fringe festival. Except, in the long term, the performers, the 
public, and the once great open-access arts experiment that was the 
Edinburgh Fringe.”132 

 

Lee goes further to suggest that this is not isolated, or unique to the festival, but a 

by-product of an unequal society, a society in which various ‘ladders’ extended to 

the unprivileged are being removed, whether educational, social or cultural. 

 

General size and endurance appear to be key factors also, in that the more 

disruptive and anarchic festivals may struggle to grow in capacity and survive 

across multiple years. This is a commonly stated but questionable assumption, the 

                                           
130

 BBC News, “Glastonbury: Stewart Lee on music, politics and protests”, originally broadcast 24th 

June 2011, viewed online 05/01/2012 at: http://www.bbc.co.uk/news/uk-politics-13902033 
131

 The Edinburgh Comedy Festival is a parallel ‘spin-off’ of the main Fringe, whereby the four largest 

venues have collaborated and branded their product accordingly, though the event still takes place 

during the traditional Fringe period and presents a (perhaps only superficially) similar programme. 
132

 Guardian, “The slow death of the fringe”, originally published 30/07/2013, viewed online 

05/01/2013 at:  http://www.guardian.co.uk/culture/2012/jul/30/stewart-lee-slow-death-edinburgh-

fringe?newsfeed=true 

http://www.bbc.co.uk/news/uk-politics-13902033
http://www.guardian.co.uk/culture/2012/jul/30/stewart-lee-slow-death-edinburgh-fringe?newsfeed=true
http://www.guardian.co.uk/culture/2012/jul/30/stewart-lee-slow-death-edinburgh-fringe?newsfeed=true
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larger and more stable festivals, in many ways are able to offer a greater variety 

and support more experimental activities; we could refer back to Pearson’s 

considerations on the mainstreaming of free festival and rave culture, that 

previously was often ruthlessly specialized in its aesthetic focus, and more elitist 

despite its autonomous ideals. Interviewee Jon Croose described Glastonbury as a 

‘cellular’ organisation, a definition others agreed was apt. Ben Challis referred to 

the spin offs from Glastonbury, those organizing an area within the festival creating 

their own standalone festivals, Croissant Neuf and  Glade have enjoyed some 

success, though Lost Weekend (Lost Vagueness) did not. Presumably at larger 

festivals, this openness may come with an associated reduction in the respective 

profile of each participant, due to the sheer variety of activity now available. 

Investigation in this area is likely to take more of a case-study approach, for 

example, to examine the various forms of carnivalesque ‘reversals’, to what extent 

they are felt by various types of participants and what ongoing impact this could 

have. Returning to the Occupy movement, philosopher and cultural critic Slavoj 

Zizek, speaking at Occupy Wall Street referred to the important but perhaps 

limited, role of the carnivalesque in ongoing social and political change: 

 

“Don't fall in love with yourselves, with the nice time we are having here. 
Carnivals come cheap. The true test of their worth is what remains the day 
after, how our normal daily life will be changed…”133 

 

Zizek goes on to suggest that while this (very specific) ‘Carnival’ has successfully 

broken taboos, and encouraged consideration of the alternatives, it is of course 

significantly harder to continue, and begin to answer “questions not about what we 

do not want, but about what we DO want.”, clearly referring to the functioning role 

of reversal, and reflecting on Bakhtins’ point that ‘negation is not nothingness’. 

 

While we are using a deliberately high profile case in Occupy to investigate, this 

prompts an important consideration of the long term impacts of festivals, and 

indeed all mass-gatherings, which by simple virtue of the numbers in attendance 

must constitute some sort of ‘demos’ and assembly. The focus in general discussion 

tends to be on the specific space, time and numbers of people involved, all of which 

we have discussed as sometimes untrustworthy measures. The discussion is less 

                                           
133

The European Graduate School website, “Slavoj Zizek, Occupy Wall Street”, transcription of a 

speech given on 09/10/2011, viewed online 05/01/2013 at: http://www.egs.edu/faculty/slavoj-

zizek/articles/occupy-wall-street/ 

http://www.egs.edu/faculty/slavoj-zizek/articles/occupy-wall-street/
http://www.egs.edu/faculty/slavoj-zizek/articles/occupy-wall-street/
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so on whether the long term ambitions and goals have been achieved, how this 

‘demos’ might organise itself by comparison to ‘normal life’, and what place they 

occupy in a ‘normal life’. 

The role of festivals (and perhaps the arts in general) as a simple signifier or 

activator of a counter-culture, is clearly up for debate, and will also be discussed in 

the following section.  
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4.3.6 SPECTACLE, ALIENATION AND SIMULACRA 

The ‘Society of spectacle’, as put forward by key Situationist figure Guy Debord is a 

concept that, while more commonly applied to media and visual culture, is thought 

to have relevance to festivals as a part of mass culture, and as a particular kind of 

mass culture in themselves. Writing in 1967, Debord criticized both capitalism and 

communism as systems that deny autonomy to individuals, in particular the 

invasive effect of the ‘spectacle’, mass media, advertisements, propaganda and pop 

culture, which cumulatively dictate "a social relation between people that is 

mediated by images" (Debord, 1995) 

 

The end result of this process is a society alienated from themselves, other 

members and from the economic and political systems underlying the whole. 

Debord, and other Situationists would argue the spectacle keeps individuals from 

recovering or discovering their full humanity through creative practice. The 

‘submersion’ in imagery appears to be a core concept, yet this follows, or is a by-

product of, a society that has become dominated by economic or mercantile forms 

of association, drawing from Marx’s ‘Entfremdung’ or estrangement134. Might we 

level such a criticism, not only at the society festivals exist in, but of festivals 

themselves? 

 

“What have they become? Broadly, they may be seen by some through a 
purely economic, instrumental view, but value judgments are entirely 
personal. I think they probably have gone through a similar process of 
commoditisation as many other things.” – Jon Croose, Interview 

 

Commoditisation (or commodification) understood from a Marxist perspective refers 

to the assignment of economic value to items or persons that previously had none 

(and needed none), or were not considered primarily through an economic, 

capitalist lens. Through this ‘lens’, we can consider the value of an intangible 

experience, and indeed, much has been written previously on cultural 

commoditisation; Theodor Adorno (pacifying effects, pretense of individuality) , 

Pierre Bordieu (social stratification), David Riesman (‘inner’ and ‘other’ directed 

                                           
134

 More specifically, this estrangement refers (at its core) to the restriction of individuals within 

capitalist society to only use or express their creative and productive labour via an industrial system 

which views them primarily as non-human industrial units. 
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motivations) and more recently Naomi Klein (reappropriation of subculture and 

cultures of crisis) and Noam Chomsky (propaganda and indoctrination).  

 

One of the key underlying effects of commoditisation is that participants in the free 

market use the purchasing and selling choices of one another to characterise and 

understand one another, and that the object and its cultural meaning become one 

and the same at the time of production. In a reasonably well known example, Marx, 

in the Rheinische Zeitung (Rhenish Newspaper), highlighting a minor legal 

absurdity in the extension of the crime of ‘theft’ from that of wood cut/felled from a 

tree by man, to also include the collection of wood that naturally falls from a tree. 

The basic concept is that the same raw material has various interpretations given 

different uses and different modes of production, that an item is defined not by 

some inherent force but by the cultural meaning given by those who produce it. 

Marx concludes with an example of native Cubans bemusement at the ‘fetishistic’ 

treatment of a certain useless, yellow metal by the Europeans. (Marx, 1842) 

 

Defenders of popular culture generally emphasise the agency of individuals to 

operate with and within commoditized objects and environments with freedom. 

Consumers still have the autonomy to interpret and reinterpret the symbols and 

messages that are presented to them. This would imply that the simple 

‘control/freedom’ dichotomy is oversimplifying, argued here by North in regards to 

the Live Earth event/s: 

 

“A spectacular event, such as Live Earth, is reformulated as an assemblage 
that contains both territories of capture and lines of flight that escape 
dominant codings. Contrary to Debord’s claims, a spectacular environmental 
event is consequently identifiable as a site of domination and oppression, as 
well as a site of resistance and escape.” (North, 2006) 

 

A further take on this false dichotomy can be seen in the work of Goodman, 

regarding ‘Sonic warfare’. (Goodman, 2010) Goodman details the military usage of 

pop music as a terror or torture device, while musicians use previously ‘militarized’ 

playback or communications technologies (particularly the internet). The 

conclusion is put forward that ‘bottom up’ musical cultures do not constitute a ‘de 

facto’ moral or political higher ground, given that the reach of ‘pre-emptive’ capital, 

seen in viral marketing and the ‘cool hunters’ of advertising is so universal, even 

the piracy of copyrighted material is often now seen as another part of a legitimate 

business model. As such, it seems redundant to try to draw simple categories 
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between independent, authentic culture, and industrially produced, inauthentic 

culture.  

 

Baudrillards’ ‘Simulacra’, a concept also commonly applied to media, also may 

have relevance towards the role of festivals in society. It is argued that the 

development of various sophisticated levels of simulation, from the Rennaissance 

era ‘counterfeit’ to the industrially-produced ‘series’ has lead to a situation whereby 

all is assumed to be endlessly reproducible, and very little, if anything remains of 

reality as we might scientifically want to understand it. Baudrillard uses the 

example of Disneyland, as a dreamlike simulation; which, while coherent and 

believable within its own walls, also conceals the potential lack of such values and 

experiences in the outside, the ‘real’ America, now rendered hyperreal by its own 

illusion. Further cases, such as the childish fantasy of Disneyland reinforcing the 

idea that the real, outside world is run by responsible adults; or that the effect of 

producing nuclear weaponry is to deter nuclear war, are also discussed as 

examples of this concept. Festivals, with their at once deliberately constructed yet 

seemingly spontaneous, authentic realities could be viewed through this model of 

simulation. 
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Summary of spectacle, alienation and simulacra 

 

Again, this discussion is unlikely to present many immediate options for 

benchmarking, though it further serves to illuminate the role of festivals in society, 

and despite this challenge, must inform our overall approach to social capital. 

Culture in particular, is recognized by government and industrial power the world 

over as, not only an important ‘soft’ power but also as a ‘hard’ economic one; 

whether along the lines of straightforward industrial theory, or in a more subtle 

form of all encompassing ‘Cultural capitalism’. 

 

Festivals are controlled environments, generally using this control to produce a 

setting for what we broadly call leisure, but this is arguably a huge 

oversimplification; despite being partly necessary to facilitate discussion around a 

reasonably unified concept of ‘festivals’ in the first place. As we have discussed 

throughout, some shared factors have emerged as to what exactly constitutes a 

festival, and subsequently what constitutes a good or bad example of a festival. Few 

interviewees indicated much, if any uncertainty to whether the festivals they 

produced or supported were, on the whole ‘good’ occurrences; at least in a cultural 

sense, if not in an ideal, wholly sustainable one. There may be some 

understandable apprehension around their current and future trajectory, while 

further discussion on the term festival itself revealed a stance that at once 

acknowledged the ‘risk’ of the inauthentic or poor quality (if only from a commercial 

point of view, bad festivals harm all festivals) while simultaneously maintaining a 

fairly relativistic stance, along the lines of “whatever you call a festival, is a 

festival”. 

 

Leisure, particularly that with an explicit cultural focus, arguably has a crucial role 

in not only expressing, but also shaping societal hopes, fears and dreams. The aim 

of this research has not been to thoroughly investigate the motivations and 

methods of organisers, though of course some of this has been taken into account, 

and the postmodern or post structural debate presented briefly here has certainly 

prompted a host of further considerations. 

 

Adorno provides, perhaps, one of the darkest of all commentaries on ‘The Cultural 

Industry’, suggesting the sum effect is one of pacification, a willing 

compartmentalization of the human spirit based on the received cultures of mass 
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media and advertising. Leisure has become industrialized as a part of work, only 

existing to ensure that workers can return to work, pseudo-individuality is only 

present in mass culture to ensure that true individuality is impossible:  

 

“The most intimate reactions of human beings have become so entirely 
reified…that the idea of anything peculiar to them survives only in extreme 
abstraction: personality means hardly more than dazzling white teeth and 
freedom from body odor and emotions.” (Adorno, 2001)  

 

Given Adorno was referring to 1940’s Hollywood, the image of the ideal ‘beautiful 

but placid’ individual seems out of place, but we could substitute with today’s 

freewheeling and ‘designer-dirty’ festival goers. Spontaneous and authentic within 

prescribed boundaries of place and time, not to mention social boundaries?  

 

To use Baudrillards’ Simulacra, does the existence of festivals reinforce our 

comparative ‘non-festivity’ or social restraint in day to day life? Is Glastonbury the 

British Disneyland? Are festivals part and parcel of the alienating ‘spectacle’ of late-

capitalism, perhaps made even more effective by their grounding in the 

authentically physical? These questions cannot be fully investigated here, merely to 

illustrate the wider context and provide consideration of the potential negative 

impacts of what, from a market driven, blandly ‘multi-cultural’, and relativistic 

point of view, festivals may be seen as a part of. Getz, among others, suggests that 

festival studies must use more advanced techniques for examining the impact on 

audiences, environmental psychology in particular, with phenomenological and 

experiential assessment methods, and a degree of experimental, exploratory 

approaches. A similar approach could also examine festival-goers outside of the 

festival environment to see what long-term impact remains. 
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4.3.7 FRAMEWORK – SOCIAL CAPITAL 

Social  

Voluntary time     

Criminal 

incidents 
  

Dimensions   

 Feeling safe  

 Family and friends  

 Welcoming to all  

 

We have identified two readily quantifiable measures in voluntary time given and 

number of criminal incidents, although the challenge of accurately and fairly 

measuring each is still notable. Arguably, while both of these are significant in their 

own right, neither are primary reasons for festivals to exist, whereas the broader 

range of less immediately quantifiable social impacts presents rich and complex 

issues that organisers, artists and audiences use frequently as a primary context 

for the discussion of many other factors. For example, a festival may generate lots 

of income, or present critically acclaimed work, but it may only appeal to a limited 

‘slice’ of society; leading some to consider it less successful than others that draws 

together a wider range of society. Festivals with a more explicit focus on ‘social 

cohesion’ conversely seem to be less likely to be expected to be economically viable 

without public funds, or to attract significant tourism. Further investigation 

relating to both the cultural programme on offer, and various measures of a mix of 

demographic data would help establish this, though there is little to add in the 

context of this research project. However the work of unraveling the aims and 

objectives versus the actual impacts festivals have or strive for has begun. While 

the distinction between socially-motivated and commercially-motivated festivals is 

apparent, with little hard data, it is less certain how, or whether, either type really 

succeeds where the other supposedly fails. 

Social capital appears to be a large ‘target’ for festivals; understandably so, by 

virtue of their format, they could hardly fail to generate mass, participatory 

experiences. Audience surveys have long established the social motivations of 

attendees, though, referring to Getz, investigation may not have fully uncovered 

either the deeper personal or social meanings constructed by attendees. We have 
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attempted to dig further into this general area, suggesting that few festivals are 

likely to share the exact details and understanding of the nuanced and sometimes 

overlapping ‘dimensions’ of social capital being affected. Given this, it is 

understandable that it is challenging for festival organisers to both select (and 

therby also exclude) a wide range of possible measures; much less establish any 

shared measures. Festivals that have taken this approach are likely to have tied to 

specific ‘spin-off’ projects or certain aspects of the festival that better suit a tightly 

defined approach to evaluation, such as charity, educational or audience 

development work.  

A truly broad approach to the investigation of social capital at festivals may also 

seem both intangible and mundane, by comparison to the detailed, empirical 

measures presented by other areas of investigation which can be readily applied to 

emissions reduction efforts, or to demonstrate economic impact. The social 

positives festivals present may be very similar to other cases yet generally with the 

increased challenge of a temporary environment. While the impact of diminished 

social capital is broadly understood, few individuals interviewed would consider 

themselves as developers, or active ‘practitioners’ towards this end; though this 

may be more an effect of the lack of a more explicit focus during interviews. 

Finally, we have examined some of the broadest possible impacts of both festivals 

on society, and of society on festivals. While this does not add directly to the 

framework, it reinforces some of our earlier points and decisions regarding certain 

broadly (if weakly) held assumptions on the general ethos of past and contemporary 

festivals. It also may inform us as a natural limit for this particular research, 

preventing us from overstepping our remit for the framework, while demonstrating 

some possibilities for future investigation.  
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4.4 MANUFACTURED CAPITAL 

 

“...Sustainable development pragmatists have convincingly argued that the 
best hope of averting ecological meltdown is pervasive technological 
innovation: keep on driving down the environmental and social impacts of 
each unit of production, in whatever sector, through incremental improvements 
in resource efficiency...A much more radical approach can be found in 
concepts such as ‘biomimicry’ or ‘cradle-to-cradle wealth creation’ – all of 
which depend upon a profound transformation in the way in which we see 
ourselves as embedded absolutely at the heart of the natural world, rather 
than somewhat detached observers of it from afar.” [p161] (Porritt, 2005) 

 

The first impression of festivals is that they manufacture very little in the way of 

physical products. If we were to consider their work as the generation of 

experiential products, the experience of the audience could be considered as the 

manufactured product that festivals create. Having established this, we struggle to 

give it relevance, particularly as human and social capitals appear to be more 

appropriate ways to frame the ‘product’, and its associated benefits or detriments. 

Festivals rarely own or have responsibility for long-term assets, at least by 

comparison to conventional industry. By ‘conventional’ we are referring to 

manufacturing, by comparison to service industries. Festivals may not be that 

different, regarding their use of raw materials, from other small and medium sized, 

service-based companies. Their key assets are knowledge, contacts and loosely 

defined ‘creativity’ or ‘cultural resources’, not buildings or machinery, although 

admittedly this particular point could be argued, to a degree, of even the most 

physical resource-intensive industries. Some exceptions exist, such as single 

organisations which run both continuously operating venues and festivals, 

Brighton Dome & Festival organisation for example. Even here we could still 

disaggregate ‘The festival’ from ‘The venue’, though organisations such as these 

appear to be in the minority. 

The impact stemming from use, disposal and transportation of goods has been 

covered under Natural capital, emissions, tonnes of waste etc. As our investigation 

has now led to the top of the five capitals ‘pyramid’, we note that manufactured 

capital relies on human capital to realise the ‘utility’ created. A factory full of 

technology with no workers, creating nothing, can only be said to have potential 

manufactured capital, is a tool without a user still a tool? In a contemporary sense, 

many non-material ‘tools’ can also be classed as manufactured, whether 
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copyrights, software or other intellectual property. The underlying ‘story’ of 

manufactured capital, as Porritt puts it, is one as long as mankind’s own history. 

The mastery of tools, or the general ‘spirit’ of invention and creation, is responsible 

for a great deal of our past, present and hopefully future success as a species. 

With usage as a prerequisite, our focus is on maximum efficiency in the production 

and usage of these devices. Efficiency is a difficult concept to apply universally, 

since it requires an associated task or goal, against which we can judge the quality 

of completion: and what are the tasks, or goals of a festival? It is easier to judge the 

efficiency of a simple tool (a hammer, a pen) than it is to judge a complex one (an 

instrument, a lighting rig). Is a 5 watt light still ten times more efficient than a 50w 

light, even if ten of them are required to create the same effect? As artistic 

exploration and production arguably tend towards the unlimited and extravagant, 

with ‘spectacular’ often being aimed for, we will aim for pragmatism in our 

suggestions here to avoid irrelevance; though some discussion of the overall 

concept of production value will be necessary. 

To give some scale, the UK ‘Live Event Technology Sector’ was valued at £2.3bn 

GBP in 2011 by consultancy Eksogen, with most respondents confident about the 

future growth of the sector in terms of turnover and job creation (Production 

Services Association, 2011). Projections also estimate a shortfall by 2017 of 6,000 

offstage/backstage roles likely to be using this technology, which also suggests 

further growth. (Creative & Cultural Skills, 2010) 

A further challenge in this section is to deal with resources that are not wholly 

consumed during the production of the festival. In a simpler industrial model, we 

could show raw material being processed into a refined product, and then identify 

the points at which waste occurs. Due to their temporal nature, it does not 

generally make economic sense for a festival to own most of the resources they use. 

We can see the same holds true, even for their core human resources, many of 

whom may not permanently employed by one festival. What proportion of the 

materials’ whole lifetime should be accountable to the festival? 

Some temporary, ‘wholly consumed’ products will be created, various consumables 

such as paper, card, fabrics and plastics for promotional purposes, food and drink 

containers, merchandise. While we will have accounted for the emissions-related 

disposal of such products under Natural capital (waste), we can now account for 

the raw materials and energy used in their production. Similarly, the more 
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permanent, mainly electrical equipment will have had its energy consumption 

accounted for in terms of emissions, but not its creation or wear and tear resulting 

from usage. 

We will look at manufactured capital in two key areas, (fibres, metals, plastics and 

electrical equipment) each broken down to production and non-production. They 

are expected to vary in terms of the length of discussion required on each topic, 

and the data available. 
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4.4.1 FIBRES, METALS AND PLASTICS 

Production: 

The exact spatial and aesthetic layout and decoration of festivals will vary greatly, 

yet some common items can be identified; temporary structures such as stages, 

marquees, big tops, various types of fencing, plastic and metal trackways for 

pedestrian and vehicle use. Festivals taking place mainly indoors will be less likely 

to use this material structurally, but may still make some use for general signage 

and advertising. Purely aesthetic dressings or decorations may be made of a wide 

range of materials, in line with general arts and crafts usage135. 

Beginning with structures136, there are a variety of commonly used basic 

shapes/forms, from small ‘instant pop up’ gazebos, to big-top enclosed spaces, to 

various A-frame marquees and domed or ‘orbit’ stages. Non-stage structures such 

as gateway arches, scaffold towers, ramps, flags, bridges and walkways may also be 

used, and mobile or trailer stages introduce further design challenges to ensure the 

unit is also portable, collapsible and road-worthy. 

Decisions seem to be commonly made regarding overall budget and expectations of 

artists and audiences; balancing structural requirements such as acceptable 

ground-bearing pressures, exposure to the elements and loads required for hanging 

desired fixtures. The most commonly used materials will be steel and aluminum for 

scaffolding and truss, timber for stage decking/flooring and PVC for sides and 

roofing. Cotton or linen canvas may be used, though it is generally likely to require 

more maintenance, especially in wet weather. Barring any complete failure of the 

structure, the majority of these components will be suitable for continued use in 

future years, providing they are checked for excessive wear, corrosion or rot. For 

example, one manufacturer, Eurospan, demonstrates several of their 

PVC/Aluminum marquees in various ‘permanent’137 applications, such as 

warehouses, smoking shelters and pavilions138 Harper makes a rough estimate of 

                                           
135

 There are far too many potential avenues for investigation here, but the environmental impact of 

various types of paint in particular would seem to be worth further consideration, in procurement and 

disposal. 
136

 In this case sometimes referred to technically as ‘Temporary Demountable Structures’ 
137

 The lifespan for ‘permanent’ buildings clearly varies widely, however 60 years appears to be used 
in some estimates for conventional residential structures, though this appears to be as much a rule of 
thumb as a tested guide.   
138

 Eurospan structures website, “Structure applications.” Last updated 12/2012, viewed online 

05/01/2013 at: http://www.eurospan.net/sales.html 

http://www.eurospan.net/sales.html
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15 years for this kind of large structure, with each structure being used 5 times a 

year (75 total uses). (Harper, 2010) Using these estimates it is possible to add the 

relevant proportion of their lifespan to the overall carbon footprint of the festival, 

though it is noted these are very much estimates; perhaps significant 

underestimates, that would ideally be replaced with something more rigorous. 

Unlike ‘bricks and mortar’ or even timber buildings, we clearly have no historical 

basis for considering the wear and tear on an aluminium and PVC structure. Some 

less durable, pop-up ‘consumer-level’ gazebos are offered with a 5 year 

guarantee139, though it is suggested that depending on the quality of materials and 

type of usage, some may last only 6 months before perishing140. These smaller 

structures are more likely to be used by traders (non-production), who may have a 

greater need to own them and use them throughout the year, rather than renting 

as and when required.   

Additional staging is likely to be used in conjunction with the basic floor of the 

main structure, to provide a variety of stage layouts and risers for performance. 

These units are generally a steel or aluminium frame, topped with varying 

thicknesses of plywood. Given the variety of shapes and formats that staging may 

be required for, it is unsurprising that there is a correspondingly wide variety of 

designs and brands to choose from, though the fundamental materials are very 

similar. Barriers, steps, wheels (for moveable platforms, ‘rolling risers’) and similar 

accessories may be included, made of similar materials. Providing an appropriate 

choice is made, and the structure is correctly assembled, there is little risk of 

damaging the units; the Steeldeck unit is designed to carry a static load of at least 

500kg/m2 (Steeldeck Sales Ltd) and has been tested up to 750kg/m2.141 

Trackways are used to prevent pedestrian and vehicle traffic from damaging 

grounds, and vary according to the coverage required and level of traffic expected. 

Aluminum panels and plastics such as High Density Polyethelene (HDPE) offer the 

durability required, with the former being more expensive and bulky but generally 

thought to offer the maximum strength especially for vehicular use. Neither type 

are particularly susceptible to wear and tear, and as single-material constructions 

                                           
139

 Top marquees website: “5 year guarantee.” Originally published:?, viewed online 05/01/2013 at: 

http://www.topmarquees.co.uk/5-year-warranty/5-year-guarantee 
140

 Galatent website: “Why choose Gala Tent”, originally published: ? viewed online 05/01/2013, 

https://www.galatent.co.uk/whygalatent.asp 
141

 Steeldeck website, “About”, originally published: ?, viewed online 05/01/2013 

http://www.steeldeck.co.uk/original-steeldeck.htm 

http://www.topmarquees.co.uk/5-year-warranty/5-year-guarantee
https://www.galatent.co.uk/whygalatent.asp
http://www.steeldeck.co.uk/original-steeldeck.htm
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could be recycled relatively easily. To give a sense of scale, infrastructure company 

Eve laid down almost 27 kilometers of metal trackway at Glastonbury in 2011, 

requiring 500 articulated lorries to carry the panels which were themselves 

estimated to be worth £10-£14m142. Mats, carpets and artificial grass may be used 

in other smaller, lower traffic areas and may be made of a wide range of mixed 

materials, making recycling potentially more complicated, and as lower value 

materials, waste and damage may be more likely. 

Temporary fencing is likely to be steel or aluminum depending on application, and 

is available in a wide range of styles, from high anti-climb units to heavy duty ‘pit’ 

barriers and lightweight barriers for general crowd control and queuing. Some use 

of wood and plastics may be involved in units designed for aesthetic usage, such as 

those produced in a ‘picket fence’ style. Providing the right selection is made, 

fencing units are unlikely to be damaged and can be reused with little or no 

maintenance. With both fencing and trackway, some balance between aesthetics 

and utility may be required. A certain type may be the toughest, most secure or 

cheapest, though festival organisers may want to limit usage or go with a more ‘low 

profile’ design, so as not to create a sense of intimidation, apprehension or simply 

that the units are not attractive in their own right or may block more desirable 

views or pathways. 

Assorted items of furniture such as tables and chairs are also likely to be required 

in varying quantities, these may be available in the existing venue or be hired in for 

the purpose. Durable materials such as plastics and steel are likely to appeal, 

whereas any ‘soft’ furnishing including textiles or leather will be less durable, 

easier to damage and harder to clean. Simple wooden tables, whether free standing 

or in a combined ‘picnic table’ style bench and table unit may be provided, 

especially for dining areas. Furniture available to the general audience may be 

subject to more ‘abuse’ depending on the crowd behaviour, potentially requiring 

more frequent replacement or renewal, though organisers are not generally keen on 

providing items that they suspect could be damaged or used (deliberately or 

accidentally) to create a potential risk. 

  

                                           
142

Guardian, “Deals that make Glastonbury a festival for British business”, originally published 

26/07/2011, viewed online 05/01/2013 at: http://www.guardian.co.uk/music/2011/jun/26/deals-that-

make-glastonbury-festival-for-british-business 

http://www.guardian.co.uk/music/2011/jun/26/deals-that-make-glastonbury-festival-for-british-business
http://www.guardian.co.uk/music/2011/jun/26/deals-that-make-glastonbury-festival-for-british-business
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Non production: 

Common items that can be considered as non-production related will be food and 

drink containers, audience tents, furniture, printed advertisement material, tickets, 

and assorted merchandise, crafts and goods. The distinction here is that while 

organisers can attempt to prohibit certain items or materials, it is less directly 

controlled and harder to enforce what audiences and traders may bring. 

The most visible and most widely used, consumables at festivals will likely be food 

and drink containers, whether this has been bought on-site from a trader or 

brought with the audience member. Conventional re-usable food and drink 

containers may not generally be suitable for large events where the audience will 

often ‘consume on the go’. Glass is generally prohibited, for safety and cost of 

replacement reasons, ceramics are less likely to be prohibited, but generally 

restricted for similar reasons; or, these may be available in a small but restricted 

area. However, simply assuming that a blanket ‘ban’ on disposable items will lead 

to lower environmental costs is not advisable. A paper by Hocking demonstrates 

the energy used to wash one reusable cup is the equivalent of the energy used to 

create one single-use polystyrene cup, more than half that required to create a 

paper cup, and that around 500 or more uses are required before these costs 

‘offset’ the initial energy cost of manufacturing a renewable cup. (Hocking, 1994) 

Regulations on food serving will also recommend standards for the washing of 

reusable crockery, such as the water temperature and cleaning solutions used, 

whereas single use items avoid this complication.  

Paper and cardboard options, combined with wooden cutlery would seem to provide 

a wholly recyclable or compostable waste stream, though these are rarely 

untreated, generally requiring a coat of polyethylene which may be derived from 

fossil or bio-fuel sources. Virgin, rather than recycled materials are also likely to be 

used for hygiene and safety concerns. Biodegradable options are available, and are 

regulated by European directive EN 13432 which specifies time and decay rates. 

Aluminium drinks cans (and steel food cans) are widely recycled, providing they are 

separated properly. 
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Plastics and Foam Polystyrene products are a significantly cheaper than paper143, 

and far less biodegradable, though recycling is a possibility. They may also offer 

greater rigidity, or be used in combination with paper/card, such as a lid for a hot 

beverage. Due to their comparative strength, they also require much less mass per 

unit than paper, potentially less energy and less wastewater in the manufacturing 

process, and if recycled will not generate methane through decomposition as a 

paper cup might. Hocking shows the carbon emissions to air comparison of a ton of 

bleached pulp (23kg) to polystyrene (53kg), but on a ‘per cup’ basis this reduces to 

136kg for paper versus 53kg for polystyrene: given that approximately 6 times more 

cups would be produced from the equivalent weight of polystyrene. (Hocking, 

1991). However plastics, particularly polystyrene, can have significant 

environmental impacts if not disposed of correctly or recycled, given their 

centuries-long timescale for degrading, and as such they are commonly targeted for 

reduction. Plastic cups (and bottles) are made from a variety of resins, commonly 

Polyethylene Terephthalate (PET) and High Impact Polystyrene (HIPS), and will be 

required in a variety of sizes, shapes and colours, potentially standardized for use 

with other devices such as vending machines. Bioplastics, such as PLA plastics 

(Polylactic Acid) combine the strength/mass ratio of conventional plastics while 

being possible to compost, providing they are not accidentally landfilled, where they 

behave similarly to conventional plastics. As with biofuels, concerns around 

diverting food crops may be a factor when considering their use. The composting 

facilities required for PLA plastics are generally higher temperature compared to a 

home composting setup.  

The highly visible and common nature of these containers mean that festivals are 

likely to identify them as both key components of waste streams, as well as a key 

item around which communication of a waste strategy to the audience will take 

place. Ideally, all temporary food and drink containers would prohibited wherever 

feasible, though the associated costs and inconvenience for both audience and 

traders are unlikely to make this possible, nor are the environmental savings 

necessarily likely to be significant over a short timescale. Festivals have generally 

taken up measures such as encouraging reusable water bottles, banning polythene 

or similar prohibitions on traders, cup deposit schemes varying from a few pennies 

                                           
143

 A cursory examination suggests the per unit cost for a 20cl ‘hot’ cup suitable for vending machines 
is around: paper ~4.3p, plastic ~1.5p and polystyrene ~1.8p, when bought in a quantity of 1000-2000. 
These costs may appear small, though it is uncertain how stringently rules are enforced, and how 
increased costs are absorbed by festivals or traders; or whether they are passed on to the end 
consumer. 
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to several pounds, and clearly advertised recycling points. Their motivations for 

doing so can incorporate general audience satisfaction with convenience and 

environmental standards, reduced landfill charges and less littering. 

Audience tents will generally only be an issue with Greenfield events, though some 

portable outdoor furniture may also be brought by audiences to urban outdoor 

events. Tents become waste items as a result of choices made by the audience, 

potentially exacerbated by poor weather. The relative cost (time, effort and 

financial) of proper use and dismantling of a tent may be a fraction of the total cost 

of audience attendance, as such an individual may decide that the tent is a single-

use item. One article in IQ magazine quoted a survey in which 23% of festival goers 

admitted having left a tent behind at a large music festival. (O Neill, 2009) and the 

‘Love Your Tent’ campaign has estimated 1-2 in every 6 tents144. An estimate from 

the Better Festival Group gave the average individual camping set up145 a carbon 

footprint of 168kg, which is likely higher than the individuals’ own transport 

emissions to the festival. (The Better Festival Group, 2010)  

While other audience members or volunteers may opt to salvage complete tents, for 

reuse or sale, it is not expected that most will be in a worthwhile condition: and 

this expectation of salvage itself may subsequently lead to greater incidents of 

wasted tents. These tents are likely have several materials involved their 

construction, mainly polyester or nylon for the outer flysheet (possibly canvas) and 

steel, aluminium or fibreglass for the supporting poles and pegs. The variety of 

materials will make recycling challenging, while items such as pegs may remain 

buried. Harper estimates the lifespan of tents brought by the audience at 2 years 

being used 4 times a year (8 total uses) and a proportion of this carbon is added to 

the festival footprint. (Harper, 2010) Other options have become available more 

recently, including pre-pitched tents, cabins and similar structures, often 

colloquially described as “glamping”. Two UK based companies, Podpads and 

Tangerine Fields offer this service at major UK and some European festivals, at an 

additional expense generally equivalent to or greater than the face value of the 

                                           
144

 Love your tent website, originally published ?, viewed online 05/01/2013 at 
http://loveyourtent.com/section.php?s=3 
145

 One tent, sleeping bag, roll mat, air bed and camping chair, as calculated using the DEFRA 

emissions calculator, presumably for supply chain emissions relating to products- for example UK-27 

‘Man made fibres’ gives an emissions factor of 2.07kg Co2e per £, UK-38 ‘Metal products’ is 1.30kg 

Co2e per £. This suggests the estimate used to generate a figure of 168kg was an individual spend of 

around £80. 

http://loveyourtent.com/section.php?s=3
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basic festival ticket. These options are unlikely to create the problems of waste, 

however as commercial ventures, the price may be higher than the majority of 

audience members are willing to pay. 

Printed materials will be used to advertise, whether in press or posters146, however 

flyers for less targeted advertising may also be used, potentially handed out or left 

in shops, bars, cafes etc. Additional materials, such as programmes, may be 

printed for use during the event itself, and may be free or charged for. Electronic 

options for advertising both before and during the festival will reduce the paper 

used, but will contribute (in a small way) to the proliferation of associated gadgets 

required to use them. Various articles have been written on the relative footprints 

of books versus e-readers, for example147. While it may be infeasible to monitor 

every item of printed material produced, larger print runs should be possible to 

include in a carbon footprint especially if they constitute a significant budget item. 

Merchandise, clothing, arts, crafts and other non-food/drink items may be 

available at festivals. Some items are likely to be prohibited for reasons of safety, 

such as flammables, glass items or ‘legal highs’; or convenience, such as kites or 

flags that may block the views of others. Clothing will be made from natural or 

synthetic textiles, with a wide range of options regarding the materials used and 

labour standards of those involved in their production. Arts and crafts items 

produced have the same concerns. Formal certifications such as Fair-trade and 

Organic and more informal labels such as ‘locally’ or ‘ethically’ produced will be 

discussed briefly later, which has applications both here and for food and drink. 
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 PVC banners could fall under this category of usage, though this material has been sufficiently 

addressed under previous discussion around structures. 
147

 The Millions website, “Are eReaaders really green?”, originally published 01/05/2012, viewed 

online 05/01/2013 at: http://www.themillions.com/2012/05/are-ereaders-really-green.html 

http://www.themillions.com/2012/05/are-ereaders-really-green.html
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Summary of fibres, metals and plastics 

The mixture of fibre, metal and plastic materials used at festivals spans the scale 

from the simple and extremely durable to the complex and disposable.  

While few established measures for production-related materials seem to be readily 

available, there is little to suggest that well engineered and maintained temporary 

structures are likely to be less durable than their brick and mortar counterparts. 

Their modular nature generally makes a good degree of salvage and reuse possible 

when wear or misuse damages the structure. Even sometimes controversial 

materials such as aluminum and PVC could be more sustainable than the natural 

alternatives in terms of energy use, weight, durability, functionality and safety over 

a lifetime of use. Aluminium is a desirable recyclable, with over half the aluminum 

in the EU coming from recycling, and significantly more in the case of the 

construction and automobile industries (European Aluminium Association, 2004) 

while the PVC industry; which has long been demonized by campaign groups such 

as Greenpeace, is improving through initiatives148 aimed at reductions in chlorine 

use, heavy metal additives (often lead, due to be phased out by 2015) and greater 

efforts towards reclaiming and reusing scrap PVC. The offgassing or outgassing of 

harmful plasticizers and phthalates from PVC has caused some precautionary 

measures to be taken, such as the removal from certain childrens toys or medical 

equipment, though various EU safety and risk assessments have concluded that 

most individuals are not put at significant risk through exposure. 

Managing off-cuts and general small scale waste from other materials on the 

production side will probably remain the key focus, rather than aiming to replace 

certain materials entirely. If the events market is expected to grow, then it may be 

the case that significant quantities of new materials will be produced, or that new 

designs and structures will be desirable to help create differentiation and 

competitive advantages. For example, the 2012 Olympics brought with it a huge 

range of temporary buildings, one article states only 6 permanent venues were 

constructed in London for the Olympics compared to the 22 built in Athens 2004. 

Architect Jim Eyre is quoted as stating: “I find the idea of 'nomadic architecture' 

                                           
148

 EU wide schemes such as ‘Vinyl 2010’ and its follow-on the current ‘Vinylplus’, a 10 year 

sustainability plan. This also notes that pipes, profiling (ie window frames) and cabling make up the 

majority of PVC usage. 
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appealing. Temporary buildings can become more adaptable, transportable or 

reconfigurable." 149 

Managing the materials made available, or those brought with audiences is a 

challenge, yet a range of initiatives and products have been introduced and 

effective in various scenarios. Most audience members seem aware and capable of 

following the various rules, with the exception of those for who leisure and 

carelessness remain the ultimate priorities. The market power of audiences own 

preferences are likely to be a powerful driving force when ‘greening’ festivals. One 

survey estimated that 48% of music festival audiences would pay more for greener 

events, and 36% said the environmental credentials of a festival were a 

consideration for their purchasing choices. (O Neill, 2008) Whether these 

sentiments translate into actions is less certain, however the desired image of 

festivals and of their desired audiences seems to have helped make some progress. 

  

                                           
149

 Independant, “Temporary buildings: should they stay, or should they go?”, originally published 
09/08/12, viewed online 05/01/13 at: http://www.independent.co.uk/arts-
entertainment/architecture/temporary-buildings-should-they-stay-or-should-they-go-8022696.html 

http://www.independent.co.uk/arts-entertainment/architecture/temporary-buildings-should-they-stay-or-should-they-go-8022696.html
http://www.independent.co.uk/arts-entertainment/architecture/temporary-buildings-should-they-stay-or-should-they-go-8022696.html
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4.4.2 ELECTRICAL EQUIPMENT 

Production 

The longer history of producing performance events shows trends of both increased 

efficiency and capacity to create technical spectacle. Looking at the development of 

stage lighting in particular, we can trace the use of torches, oil lamps, gas and 

finally to electricity. In each case, the replacements have offered a wide range of 

benefits; lower running costs, reducing unwanted side effects (heat/smoke), 

increased safety, more versatile or powerful devices. (Penzel, 1978) 

The trend towards efficiency seems set to continue in the long term, from lighting 

units to amplifiers and speaker systems, reduced energy consumption has various 

benefits and can be an attractive feature regarding the overall marketability of 

products. As there are such a broad range of electrical devices being used at 

festivals, we will limit much of our discussion to lighting, as it is one of the largest 

consumers of electrical energy in a festival context, and many of the issues and 

new features discussed here can be generally applied to other devices. 

Looking at the benefits (as stated by manufacturers and mentioned by some 

interviewees) we can demonstrate energy efficiency is not the sole reason for the 

spread of LED lighting, as compared to conventional150 systems: 

- Emit less heat 

- Have a longer lifespan, lower ownership costs 

- Smaller, lighter and potentially more robust 

- Colour mixing requires less mechanical parts 

- Less power required means less associated generator requirements 

- Can use much lower amp power cable, or even one combined signal and 

power cable, where two would usually be used. 

Providing the equipment is able to carry out the core function at a similar cost, 

production teams have little reason to choose less advanced, less efficient units. 

However, some barriers may remain: 

                                           
150

 Incandescent lamps, either standard, halogen or reflector depending on usage. Arc lamps or HID 

(High Intensity Discharge) are more commonly found in projectors, powerful spotlights, floodlights and 

moving head or intelligent lights. Further specialised usage such as lasers, strobes and ultraviolet 

lighting will have its own challenges: and non lighting stage effects such as fog, mist etc 
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- Conventional lighting can appear more ‘natural or warm’ than ‘cold’ LED, 

the same argument applies sometimes for the sound of ‘digital vs 

analogue’ audio equipment. 

- Cost of early adoption, rapid development of new models 

- LED ‘front emitting’ light not as effectively focused as ‘side emitting’ 

HIDs, particularly for spotlights 

- Unwillingness to learn and invest in new systems, devices 

- Less widespread availability of spares and interchangeable parts 

- The waste heat produced may be of some secondary value depending on 

the scenario 

As discussed earlier, it can be challenging to determine the ultimate ‘end goal’ 

against which the overall efficiency of these devices can be judged. A huge spectacle 

or a more modest, intimate setting? It will be the responsibility of the festival 

organiser to confirm the overall specifications for the festival, balancing the 

technical demands of artists against their budget, general negotiations with the 

production hire company or hosting venues, and the expectations of the audience. 

Against this background, it may be useful to examine who is ‘driving’ the overall 

artistic vision, and balancing against other financial or environmental concerns. 

The ‘end goal’ then, of all this activity, appears to be generally termed as the 

creation of ‘production value’. 

While the term ‘high production value’ is often used when referring to high-tech, 

expensive shows, this arguably is a misinterpretation of the word ‘value’, which 

requires an examination of both input (time, finance, energy) and output (effect, 

efficiency). How can such a comparison be carried out? Is it fair to simply compare 

production budgets versus some measure of audience satisfaction? Possibly, 

though sufficiently similar cases may be difficult to establish for the purposes of 

comparison in Figure 44 and Figure 45 (data from Maughan & Fletcher reports): 
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Figure 44 – Chart of audience response - Production value 

 

2011 2010 2009 2008 

SSW 95 97 88 93 

BSF 

 

92 91 

 SGP 

  

90 

 Figure 45 - Table of audience response - Production value 

The data available here gives a limited picture, and it seems that audience 

perception of overall production value from one year to the next, and across the 

festivals chosen, does not seem to vary greatly. This is despite the festivals being 

relatively different in their overall size and focus; we might assume the audience 

adjusts their expectations accordingly. Though not presented here, occasional 

comments on specific issues (slow turnarounds between acts, poor sound quality 

for specific acts/stages) were made in the open-ended part of the questionnaires. 

Overall, the findings may also relate to human error as well as those of the 

manufactured capital being used, and we might question relying solely on the 

capacity of the audience to fairly judge this aspect as a whole. 

Non production 

This heading encompasses both industrial and household types of equipment, from 

generators, to kettles, though the focus is on those items that are not specifically 

used as part of the central cultural activity. For example, providing that a generator 

meets the technical requirements, there is generally no further expectation or 

usage of the device in an aesthetic sense. This is not clear cut, and is a challenging 
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distinction to make, especially in regards to the tendency to make renewable 

sources highly visible, or to make them very much part of the whole experience in 

the case of human-powered elements. Food and drink traders are not selling basic 

nutrition, the pressure is on for them to fit in with and add to the festival 

atmosphere and style. Despite this cross-over, it will be possible to identify a few 

purely utilitarian cases. 

Starting with diesel generators, these devices have a lifespan generally measured in 

hours. A cursory search of planttrader.co.uk, brought up used units for sale with 

as many as 26,000 hours ‘on the clock’, though the majority were under 7,000 

hours. If a typical application at a festival might require three to five full days of 

operation, this would translate to 72 and 120 hours respectively: perhaps 1% of the 

generators lifespan. Biodiesel generators are mechanically similar, and seem to 

wear at a similar rate, though some interviewees referenced challenges with the 

emerging technology: 

“Over time the organic compounds wears away at certain seals within the 
engine, which certainly is, or was a concern in the earlier days.” – Chris 
Johnson, Interview 

Solar generators, such as those supplied by Firefly Solar are conservatively 

estimated to have an average life expectancy of 10 years, with some individual 

components given a longer warranty than others; solar panels given 25 years, 

batteries 5 years.151 Hybrid systems that combine solar and battery with a 

conventional generator and fuel tank are emerging, reducing fuel consumption 

while maintaining the flexibility and power of a conventional unit. 

Floodlight towers, often used in car parks around key areas of the site are 

requirement for both safety and security. They are frequently a single unit 

comprising the tower, generator and fuel tank, with around 4 individual fixtures 

that may be focused jointly or separately for varying application. Metal halide and 

Tungsten halogen lamps are used, with the former seeming to be a more recent and 

more efficient option. A relatively new unit design using ‘ceramic discharge’ metal 

halide lamps and patented prismatic lenses was trialed at Glastonbury festival in 

2011, with successful results, offering a 75% increase in efficiency which if rolled 

                                           
151

 Firefly Solar website “Solar Generator FAQs”, originally published: ?, viewed online 05/01/2013 at: 

http://www.fireflysolar.net/about/faq/solar-generators 

http://www.fireflysolar.net/about/faq/solar-generators
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out across the whole festival would save an estimated 63 tonnes of Co2.152 LED 

units would presumably make some further improvements in this area, though 

there only seem to be a few commercially available equivalents available at the time 

of writing153. 

Festoons are another commonly used fixture at outdoor festivals, generally 

considered a more attractive solution to lighting pedestrian areas than using 

floodlights. These are commonly a weatherproof rubber ‘string’ of bulbs of a given 

length and a given spacing; a 50 metre unit with bulbs at every meter for example. 

The bulbs may be tungsten-filament, compact-flourescent or LED, with the varying 

benefits and disadvantages of each, such as lifespan, colour, availability, durability 

and energy requirements. A festoon with 50 x 25w bulbs would use around 1250w, 

whereas an equivalent LED unit may be as little as 0.6w per bulb (or 30w to be 

equivalent to our previous example), while also having a longer life, but likely more 

costly to begin with. 

Traders equipment will be varied and harder for organisers to monitor and control, 

though they will generally have the responsibility of providing them temporary 

power at an additional flat-rate charge. As such, traders are somewhat motivated to 

ensure they pay for an appropriate level of supply, though it seems few, if any 

festivals also subsequently charge based on actual consumption, though additional 

charges may be applied if the agreed consumption is exceeded. Traders at 

Glastonbury Festival in 2010 were charged approximately £50 for a 2 amp 

connection with 500w limit, up to £2500 for a 63 amp connection with no limit. 

(Aggreko, 2010). Fully mobile traders such as ice-cream vans are likely to be self-

powering, though the relative efficiency of these are uncertain. 

We could also add the copper cable required for much of the above, though it 

seems due to its general high value, low wear and high recyclability, this type of 

material is unlikely to be wasted though it may be damaged accidentally. These will 

likely remain the ‘lifeline’ of all devices for some time yet, potentially being replaced 
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 Taylor Construction Plant website, “TCP ecolites trialed at recent Glastonbury event”, originally 

published 25/08/2011, viewed online 05/01/2013 at: http://www.tcp.eu.com/news/2011/08/25/tcp-

ecolites-trialed-at-recent-glastonbury-event/ 
153

 The Towerlight VB9 ECO-LED manufactured by TowerLight UK, uses a hybrid generator and LED 

lights to achieve fuel savings of around 70% compared to conventional units. 

http://www.tcp.eu.com/news/2011/08/25/tcp-ecolites-trialed-at-recent-glastonbury-event/
http://www.tcp.eu.com/news/2011/08/25/tcp-ecolites-trialed-at-recent-glastonbury-event/
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sometime in the future by wireless electricity, already in use at relatively low levels 

and ranges.154 

  

                                           
154

 The work of companies such as WiTricity, which is a spin-out company building on research 

carried out at MIT. Current applications are mainly domestic in focus, items such as laptops and 

mobile phones, and in terms of transmission efficiency may currently be worse than conventional 

cabling. 
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Summary of electrical equipment 

A financial indicator, production budget vs total attendance, might be useful, as 

could one of budget vs overall energy use/emissions; to reflect both the impact of 

conventionally ‘high’ production values, and to address the assumption that newer, 

high efficiency devices require larger budgets. Some element of overall depreciation 

could be included, based on the equipment hired and expected lifespans, though 

greater detail would be ideally required in the estimated lifespans used. It might 

also be possible to identify the financial investment made in low carbon technology, 

given an appropriate benchmark, also including infrastructure projects such as 

reservoirs, composting/biogas facilities. Extending the benchmarking and research 

process across several years has some general importance here. 

While the assumption here is one of frequently very technical, specialized 

terminology and skills, some of the concepts involved have had much wider 

importance. The varying interpretations of production value, and Baumols’ cost 

disease as mentioned earlier, are both identified by Hutter as concepts that have 

seen much use within and beyond cultural economics. (Hutter, 1996). The 

suggestion is that these are useful scenarios to consider, in which artistic ambition 

frequently has to negotiate the hard facts of reality. Much as the ‘rebound effect’ 

can account for rising energy consumption despite greater efficiencies, the same 

may be said of production, whose expansive and ever-changing end goal mirrors 

that of the artists and performers more than may be immediately apparent. It does 

not appear that technological progress will ever stop; such is the desire for newer 

and better methods of production. Having said this, the near universal popularity 

of fixtures such as the PAR can (Parabolic Aluminized Reflector), introduced nearly 

30 years ago155, doesn’t seem to suggest an industry willing to invest in short term 

solutions. This may be seen either as stubbornly sticking with older, inefficient 

technologies, or maintaining very well designed, long lasting and reliable ones, with 

the respective benefits or disadvantages of either choice. 

It seems fair to suggest that the types of equipment available to festivals will be 

determined by these providers, and festival organisers maybe able to bring about 

further change by ‘championing’ efficient technology. While festivals are part of the 

event sector, and possibly among the highest profile examples, they are by no 
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 James Thomas Engineering website, “Company”, originally published: ?, viewed online 05/01/2012 

at : http://www.jamesthomas.co.uk/jte/company.aspx 

http://www.jamesthomas.co.uk/jte/company.aspx
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means the only type of event in this market. However, estimating the total value of 

investment (purchase and rental) into more efficient technologies could help drive 

innovation and uptake. Positive stories around impact of fully redesigning festivals 

around new low carbon technologies are providing simple, bottom-line evidence to 

encourage wider uptake: 

“In 2007 Shambala Festival (capacity 10,000) was 98% powered by red 
diesel. By 2010 the event was powered by 98% WVO biodiesel, wind and 
solar power…the festival has reduced its carbon footprint by over 50% in 4 
years156.” (Green Festival Alliance, 2012) 

The overall lifespan of production and non-production equipment has been difficult 

to establish, again, given the wide variability of devices. Overall, it seems the 

industry places a high value on equipment that is very durable; perhaps even ‘over-

engineered’ to meet the tough conditions often expected. Maintenance and repair is 

also common, with hire companies and permanent venues spending reasonable 

periods of time ensuring their stock remains capable of meeting the production 

value required. Consumables such as lamps, gels and even cabling present ongoing 

cost centres that could be attractive targets for savings to be made. Much of the 

responsibility seems to lie with hire and production companies, as festivals may 

only be a limited (if important and high profile) part of their overall market.  

  

                                           
156

 As discussed in Natural capital, this particular statement seems to refer to ‘per-person-per-day’ 

emissions, not total emissions. 
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4.4.3 FRAMEWORK – MANUFACTURED CAPITAL 

Manufactured  

Investment  £ 

 Depreciation  £ 

Landfill/recycled  % 

 

Two financial measures are included in the framework, Investment and 

Depreciation, both of which would ideally need greater definition or additional 

notes. The heading for Investment would identify festivals that are investing 

(whether buying or renting) in high efficiency technology or infrastructure, though 

definition here would be critical. Depreciation would be calculated using a range of 

appropriate average life spans, mainly for production equipment, to give the impact 

of wear, expressed financially, though emissions may also be possible. This heading 

would be particularly difficult to calculate given the wide range of equipment in use 

and the challenge of establishing reasonable averages for life spans, which may 

become more apparent with future research. 

Landfill/recycling shows the basic percentage of materials being disposed of and 

could also be expressed in tonnage. This could also include waste-to-energy, 

composting or anaerobic digestion, but for now landfill and recycling are sufficient 

and commonly used. By virtue of the decisions made in procurement and the 

effectiveness of any particular equipment or material prohibitions, the proportion 

kept out of landfill should be reduced. 

Manufactured capital seems, in many ways, to be an area in which festival 

organisers are reasonably well informed and able to identify various economic and 

environmental savings. Arguably this is due to the tangible and direct impacts of 

the decisions made, many of which are central to the festivals’ overall objectives, 

generally aiming to create a unique, spectacular and entertaining environment. The 

emphasis is often more on direct outcomes or cost/benefit analysis rather than a 

deeper look at the fundamental design issues of the core product. The element of 

scale is an important factor here, as with emissions, it may be that larger festivals 

outperform the smaller both economically and environmentally due to their 

economies of scale and greater bargaining position. 
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4.5 FINANCIAL CAPITAL 

“Economists will tell you that financial capital shouldn’t be included in any 
model of this kind since it’s not a capital stock in its own right, but just a 
means of exchange between other kinds of capital. That may be so, but the 
uses to which financial capital are put have a huge impact upon the prospects 
of us ever achieving a genuinely sustainable society – from the role money 
plays in our own lives, all the way through to the way today’s capital markets 
operate...And there are still those, of course, who believe that money is indeed 
the root of all evil – the principal source of psychological alienation and 
unsustainable lifestyles in today’s consumer capitalism.” – [p178] (Porritt, 
2005) 

 

The role of financial capital in Western society is clearly outlined by Porritt, though 

it remains quite precariously ‘perched at the top of the pyramid’, reliant as it is on 

other capitals to both give and perceive its value. To reiterate; financial capital is 

not technically required for the production of goods and services, but for all intents 

and purposes, our current world of advanced or late capitalism more often than not 

requires it. Financial capital is explicitly a form of transfer and exchange, using a 

medium to reduce the substantial time, effort and waste that would be required if a 

pure barter system were being used; to avoid issues such as ‘the double 

coincidence of wants’. Social capital is of particular importance as a prerequisite, 

and as such, a sustainable approach to financial capital must presumably 

emphasise concepts of trust and equity. 

Despite frequent characterizations of greed and single-minded pursuit of profits, 

‘Big business’ and sustainable development are not necessarily exclusive of each 

other. A summary of 43 business studies from consultancies such as Deloitte and 

publications such as the Economist found that companies with these objectives 

generally performed better than those without, not only on economic measures but 

also on social and environmental measures. (Natural Capitalism Solutions, 2012) 

The Tata Group, for instance, has a large proportion of its equity held in 

philanthropic trusts and has funded internationally recognized educational, social 

and cultural programmes; yet also achieves $100 bn annual turnover and is 

probably India’s best known international brand. (Tata group, 2010) 

To begin to examine festivals through this lens, at a more instrumental level, a key 

definition of festivals is that they create a ‘critical mass’ of audiences, participants 

and artists. This leads to non-typical financial scenarios, by comparison to other 

economic subjects; the factory, the farm, the bank. We could class these as 
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maximizing and minimizing economic effects. From the organisers point of view, an 

event is staged of a scale that is not ‘typically’ attempted157. The organisation 

cannot deliver anything larger, in respects of a cost-benefit analysis, of the assets 

of the organisation in relation to the maximum yield of the market. In order to 

achieve this scale, we could assume efficiencies are paramount, leading to 

simultaneous minimizing of costs and maximizing of profits wherever possible. Our 

earlier references to production value, in the context of manufactured capital, have 

relevance here also. 

Moving to the audiences’ point of view, an extended period of leisure could be 

maximizing, while the costs of theoretically participating in every element of the 

festival at any other time are minimized. To illustrate, we can assume it would be 

cheaper to attend a festival and see a number of performances, than it would be to 

see these same performances at a range of other times and venues, independently 

of each other. (Although an audience member can rarely ‘consume’ all that is 

presented at any given festival) The festival format then, can present what we may 

economically describe as both good value and exploitation at the same time; very 

much can appear to be achieved on very little.  

In this section we will need to map the basic flows of financial capital, and examine 

more closely who pays the costs, and who reaps the benefits. We will broadly look 

at the economics of art itself, and the subsequent economic impact festivals create. 

Despite the significant quantity of tourism and events literature focusing on 

economic impacts, our discussion here will be comparatively short; while there are 

range of related issues, by comparison to other capitals there is only one central 

and easily quantifiable ‘measure’. 

  

                                           
157

 This is within the perspective of the respective organisation, a community group putting on a one-

day event may be as much of a challenge as a larger company putting on a multi-day event: even if 

their day-to-day product is, say, large concerts. 
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4.5.1 SUSTAINABLE ART? 

The cultural context immediately presents a challenge; who is to decide the correct 

financial value of a work of art, performance, object or otherwise? In the liberal 

sense, a work of art is no different to any other financial object, and we should let 

the market decide, perhaps with varying degrees of regulation desired, to control 

the flow and impact. Is the art market fair or unfair? Perhaps the most commonly 

stated theory is that the risks ultimately reflect the rewards. Few manage to 

succeed financially (however this is framed), so those who do are justified in 

exploiting this opportunity to the full extent the market can bear.  

Providing we believe both that artistic ability and the perception of its value is 

democratically shared and perceived, and that the market itself is neutral, there 

should be no question that the stereotypes of the starving artist and the billionaire 

rock-star are both ultimately “fair”. The same could hold true of the success or 

failure of whole festivals also: only the quality of the artistic product can be 

attributed to overall success. 

Nevertheless, it is immediately possible to disrupt this theory; we will take forward 

two points at this stage.  

1: Any publicly funded art (or the assignment of charitable status) is effectively a 

response to the hypothetically flat landscape, seeking to counteract perceived 

market failures, even within the presumably necessarily chaotic world of art.  

2: Various criticisms are laid at the doors of those working within the world of art 

and entertainment; unfair contracts, collusion, lack of investment in new talent, 

monopolization, all of which also suggest a market that is not classically neutral or 

‘fair’.  

The work of Cziksentmihalyi, particularly the field theory of creativity 

(Csikszentmihalyi, 1996), would further illustrate the relations of creators, 

gatekeepers and the domains they inhabit, all of which influence our definitions of 

art. A parallel can be drawn in the interaction of financial and social capital, where 

we could theorize that ‘artistic capital’ follows a similar mode, drawing from and 

relying on social capital to give it value, especially on a mass scale. 
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Summary of sustainable art 

While the economics of the art world would be an interesting investigation, this is a 

challenging topic, perhaps of limited immediate use to our current research. We 

should not, and indeed cannot, assume there is a ‘correct’ financial value for any 

given artwork, especially given the challenge of this exercise even with relatively 

standardized goods or services. It is assumed much of the further investigation 

along these lines would require a much more developed argument on the moral 

implications of art in capitalism. However, the basic element of voluntary exchange 

remains relevant, and is an important framing point especially when considering 

the potential barrier effects of price. 
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4.5.2 ECONOMIC IMPACT 

Moving away from the micro perspective, what do festivals mean in the macro 

perspective? While necessarily short lived compared to that which could be 

considered more continuous economic activity, due to the ‘critical mass’ or 

maximizing and minimizing effects detailed earlier, they can represent a lucrative 

opportunity for the communities, businesses and individuals involved.  

The Edinburgh Fringe, ‘the worlds largest arts festival’, was 25 days long in 2011, 

and the gross expenditure of the audience158 was estimated at just over £134m. To 

establish scale, this could be equated to roughly 1% of the total £1bn annual 

expenditure on tourism in Scotland (Visit Scotland, 2010). By comparison the gross 

expenditure of tourism related to wildlife in Scotland, was estimated at £276m 

(Scottish Government Social Research, 2010), with the clear distinction that by 

comparison this spending took place over an entire year. To complete the example, 

if the Fringe could hypothetically extend over an entire year, it would generate 

around £2bn, or double the existing level of tourism in Scotland. 

We clearly need to estimate the gross expenditure generated; where possible by 

both the organisation and the audience. This will be a useful and comparable 

starting point, to then potentially go much further in examining which groups bear 

the greatest costs and reap the greatest rewards. 

Before investigating further, we should establish likely sources of bias. Below are 

seven misleading presumptions as given by Getz in regards to economic impact 

assessments: (Getz, 2005) [p385]: 

1. To justify events, or to obtain grants, it is necessary to ‘prove’ their economic 

benefits. 

2. All festivals and special events create economic benefits. 

3. Construction of new facilities for mega-events is a benefit. 

4. Festivals are for everyone; all visitors are alike. 

5. Events create lots of employment. 

6. All the expenditure of all event goers can be counted as economic benefits. 

7. Multipliers and/or econometric models must be used to estimate the 

‘secondary’ impacts of events.  

Despite their complex, technical nature, and the challenge of eliminating bias, 

economic impact studies are some of the more frequent and high-profile 
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 Defined as audience, performers, delegates and journalists. 
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approaches to the study of festivals. Similar criticisms are made by Owen, mainly 

referring to sports events, but the relevance to cultural events and festivals seems 

appropriate, centred mainly around their high profile nature and a tendency to 

‘confirm what is already believed’. Particular faults include a lack of critical 

examination from academics, presenting gross spending as net changes, ignoring 

opportunity costs and using inappropriate multipliers. (Owen, 2005) 

The model used typically follows the method outlined below (Figure 46), where the 

ultimate objective is to map out economic flows into and out of a specified area. In 

the Maughan & Fletcher studies, reference has been made to specific models given 

by New Economics Foundation (Sacks, 2002) and Arts Council England (Maughan, 

2002), the latter of which has subsequently published guidance for arts 

organisations on economic impact studies/assessments. (Arts Council England, 

2012) 

 

Figure 46 - Diagram of three stages of economic impact 

1a. Organisers 

• Using accounts, reciepts: find 
the total expenditure of the 
organisers, usually on the 
following items: 

• Artists fees 

• Production/technical 

• Site/venue hire 

• Marketing, print, design 

• Staff 

 

 

1b. Audience 

• Using questionnaires (self 
completed or administered, 
physical or web based) or log 
book/diaries: find the average 
expenditure of the audience, 
usually on the following items: 

• Tickets 

• Food and drink 

• Transport 

• Accomodation 

• Other 

2. Location 

• Using location data, establish the origins of spending: 

• What proportion of the audience were from outside the area? 

• What proportion of spend by organisers were with 
artists/firms/suppliers from outside the area? 

3. Multipliers 

• This will most often rely on a pre-calculated multiplier for a region, as 
it would be challenging (but not impossible) to create a tailored 
multiplier for an individual festival. 
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4.5.2.1 AUDIENCE AND ORGANISER EXPENDITURE 

Based on the outline above, we can immediately note that most festivals currently 

do not seem to make a habit of regularly collecting any data beyond (1a), and even 

this may be compromised if accounting quality is poor. (1a) can be carried forward 

to (2) by establishing the locations of the various suppliers used by the 

organisation; perhaps not a standard accounting practice but we could assume, 

requiring only a little additional work if prepared for. The audience questionnaire is 

useful here as a relatively simple, efficient and multi-purpose tool, and generates 

much of the data required for the remaining calculation: specifically the spending 

habits (1b) and their location of origin (2). However, there do not appear to be any 

readily available measures of how accurate various approaches are within a festival 

context, though one study showed that providing additional categories on audience 

surveys for expenditure increased the total average amount reported. (Raybould, 

2012) 

4.5.2.2 LOCATION 

Much of part (2) is a matter of definition, requiring a firm answer to the question: 

“Which area are we measuring the impact on?” which will define the location of the 

economic flows. The most commonly used seem to be defined by national borders, 

local authority boundaries, postcodes and the boundaries of the festival event itself, 

whether a Greenfield site fence, or the walls of assorted venues. The general 

assumption in economic theory is that most spending by usual residents of an area 

should not be counted as additional impact, as we presume this spending would 

have occurred without the event. The Department for Communities and Local 

Government currently uses the concept of ‘Functional Economic Market Area’ or 

FEMA (Department for Communities and Local Government, 2010), which 

academically derives as far back as 1965 (Fox, 1965) This spending, by ‘locals’ in 

their usual area of residence is usually referred to as deadweight; baseline growth 

that would have occurred without a specific intervention. Travel To Work Areas 

(TTWA) are a common definition of labour market zones, which are defined by 

National Census data, on the basis that 75% of the economically active population 

in the area also work in this area. A ‘core ward’, a ward in which more people work 

than live such as a city centre, is selected, and the area expanded via other 

algorithms until the proportion is reached. The reason for defining sub-regions is to 

better understand economic flows on a more detailed scale than of the nine main, 
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highest-tier regions159, and not simply building on existing political boundaries 

such as local authorities. (Local Government Association, 2007) 

Regarding the boundaries of the actual festival site, a further assumption, usually 

in regards to Greenfield is that further impact of on and off site spends have 

different characteristics. On site businesses (for example a mobile bar or trader) 

will usually operate at a variety of festivals during the year, and it is less clear 

where they will take (and subsequently spend) their profits at the end of the event. 

Off site businesses (for example hotels, pubs) are more typical and are fixed in a 

geographical area. While this definition still does not show, ultimately, where 

trading profits ‘end up’ (an onsite trader normally resident in the area of the 

festival, an offsite trader as part of an international chain) it helps to begin to 

characterise the data. We could further investigate the relative supply chains of 

each, for example an onsite trader may buy from a local wholesaler near the festival 

site rather than bring stock with them, and an offsite trader may not necessarily 

buy their supplies locally. It is necessary to flesh out these headline figures with 

background information, regarding the overall economic make up of the area, the 

types of businesses nearby and those who trade on-site.  

Geographic issues can be framed within the larger general field of economic 

geography, which can lead to debate over whether the approach should attempt 

neoclassical objective, quantifiable measurement such as Alfred Weber or to adopt 

a Marxist, political economic approach, such as David Harvey. Regarding festivals, 

this debate could be articulated as the various tensions between various structures 

(cultural, political, economic, social) that have interests associated with particular 

geographic spatial fields, whether loosely or strictly defined, that can distort the 

fundamental reality of the matter; ‘geographic exceptionalism’. Interviewees made 

few direct criticisms, but broadly lamented the challenges inherent in dealing with 

public authorities from varying locations, local, regional and national, and the 

varying motivations of each. A city-based festival may be enjoyed by many non-city 

residents, yet funded primarily by the local authority, also taking the responsibility 

for licensing and possible negative social impacts on emergency services, increased 

noise and traffic. While there may be some economic boost, not all residents will 

                                           
159

 East Midlands, East of England, Greater London, North East England, North West England, South 

East England, West Midlands, Yorkshire and the Humber 
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directly benefit through trading or work. There are a wide range of variables to take 

into account. 

4.5.2.3 MULTIPLIERS 

Part (3) can also be an area of contention as noted earlier by Getz and Owen. It is 

shown above as an extra step, though it should be noted that some of the work 

undertaken in part (2) may account for and influence this. An economic multiplier 

is, perhaps, a deceptively simple function whereby a total expenditure is multiplied 

by a factor between the theoretical limits of 1.00-3.00 (Sacks, 2002) to represent 

the ongoing impact of the initial spend. The money spent on a drink, for example, 

not only benefits the trader, but also their staff and the whole supply chain. A pre-

existing multiplier may exist for the given area, perhaps even one that has been 

established with tourism in mind. For example, the ‘Inner City 100’ multiplier (ibid) 

at 1.19 is based on an average of 100 estimates of inner city areas that struggle to 

‘hold onto the money’. Nevertheless, we could estimate based on this that even in 

an economically weak area, one pound spent creates an additional impact of 19 

pence, or an additional 19%. Regarding the cultural sector, a multiplier for Visitors 

to Theatres in the UK was given at 1.50, though it was noted that the overall non-

ticket spend varied greatly between London (~£50) and the rest of the UK (~£8). 

(Shellard, 2004) Either way, it is recommended that the use of the multiplier in 

studies is clearly identified and that final figures should be published both with 

and without its effects. Other statements regarding multiples may be made, 

regarding a return on public investment, though these are not economic multipliers 

as discussed here. For example, that a pound of public investment is matched by X 

additional pounds of earned income, or that the pound generates X additional 

pounds of other economic activity; the analysis behind these figures may or may 

not already include some reference to economic multipliers. 

Finally, the reporting of the result typically requires context. Due to the solitary 

and varying nature of festival studies (and festivals themselves), these comparisons 

are rarely made across the festival sector. This also requires an amount of care be 

taken to ensure that the methodologies are reasonably compatible.  
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4.5.2.4 COMPARISON OF ECONOMIC FACTORS 

The summary below demonstrates some of the studies available and the varying 

scales of total impact. They are grouped into 3 sets (Figure 47, Figure 48, Figure 

49) according to scale. All contain estimates of both organisation and audience 

spend. Only the latest year of data has been used for simplicity, where multiple 

datasets are available.  

 

Figure 47 – Chart of festival economic output up to £2.5m 

 

Figure 48 – Chart of festival economic output up to £20m 

 

Figure 49 – Chart of festival economic output up to £150m 
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There is an expected correlation between the total economic output and rough size 

and profile of the festivals, sufficient to consider them as different ‘types’ of festival, 

at least in a purely economic sense. Ideally it would be possible to disaggregate the 

two key components; audience and organiser spend, though due to confidentiality 

this is not possible across all cases. Those festivals in the largest group are also 

generally far longer established; Edinburgh Fringe from 1947, Notting Hill Carnival 

from 1965 and Glastonbury Festival from 1970. In the middle group, Brighton 

Festival and Fringe were established 1966/7, and the Isle of Wight Festival 

originally ran 1968-70 and was reestablished in 2002. The remaining festivals are 

all under 20 years old (T in the Park will be 20 in 2013). We can also view the total 

expenditure on an individual scale, by dividing by the total attendance given as ppd 

(per person day) displayed below in Figure 50: 

 

Figure 50 – Chart of individual spending 

This analysis shows a greater similarity between all festivals. The smaller festivals 

seem to report greater total spends here, presumably as an effect of their relatively 

small attendance, whereas larger festivals may have proportionately lower costs 

due to economies of scales. 
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The ‘UKTOURISM11’ value relates to a VisitBritain estimate of average inbound 

tourist spending (£584 per visit over 7.6 nights)160, which is not strictly comparable 

as it does not include organisation spending, but a useful benchmark and further 

reason to encourage the publication of both audience and organiser expenditure 

where possible. Comparison of festival expenditure to more ‘typical’ tourism shows 

a similar scale, though we would still need to establish the location of the visitors. 

Foreign tourists are considered a clear economic benefit for the UK as a whole, 

whereas domestic tourists will be important on a regional scale, but not on an 

international scale161. A report by UK Music stated that overseas music tourists (all 

music, not just festivals) accounted for 5% of visits but 18% of total tourism spend, 

compared to 82% by domestic music tourists. The same report estimates that 

music festivals have an average of 1% foreign tourism and 32% domestic tourism, 

wheras the BOP consulting report on the 11 Edinburgh festivals gives foreign 

tourists162 a range of 4% for the Imaginate childrens and young persons festival up 

to 71% for the Military Tattoo. (BOP Consulting, 2011) 

The following Leicester-based studies163 have been examined with a simple 

postcode based differentiation displayed in Figure 51. ‘Locals’ are those with an LE 

postcode, ‘tourists’ are those without. 

                                           
160

 VisitBritain website, “Inbound tourism facts”, last updated 07/2012, viewed online 05/01/2013 at: 

http://www.visitbritain.org/insightsandstatistics/inboundtourismfacts/ 
161

 Though we might consider the impact of potentially displacing foreign holidays with local holidays, 

given the UK travel balance (value of incoming versus outgoing tourism) is currently estimated by 

VisitBritain at a £13bn annual deficit. 
162

 Defined in this case as ‘staying visitors from outside Scotland’. 
163

 With the exception of SGP, which was based in the Peterborough (PE) postcode area, but the 

same definition of locals/tourists has been used. 

http://www.visitbritain.org/insightsandstatistics/inboundtourismfacts/
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Figure 51 - Chart of audience residence - locals/tourists 

Immediately we note that some festivals attract a different proportion of 

locals/tourists than others, but also that this characteristic can change over time, 

perhaps as a festival becomes more embedded in the resident community or as the 

wider audience begins to ‘move on’ to other festivals. These figures do not cross 

examine against underlying numbers, so it may be the case that in real terms, both 

types of visitor have increased or decreased. In terms of ‘types’ of festivals, the case 

of SGP and GL make an interesting comparison; the former being a Greenfield 

festival very much aiming to create a unique, closed off environment, the latter 

being an Urban festival with objectives around the engagement of the local 

population, unsurprisingly they are attended almost exclusively by ‘tourists’ and 

‘locals’ respectively. Depending how we decide to define boundaries, it may yet be 

the case that a high level of tourists does not, of itself, translate into high economic 

benefits for the host area. Where possible, we have disaggregated the proportion of 

audience spend that is estimated to have taken place ‘off site’, or in the case of LCF 

‘out of venue’, and displayed below in Figure 52: 
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Figure 52 - Chart of off-site audience expenditure 

The categories excluded from the above include Tickets, Onsite (or In Venue) and 

Transport related. We reiterate that the assumption is that Offsite spending is 

likely to have a greater benefit to the immediate area than the other categories, 

though this is fairly untested. Interestingly there is little difference between the 

urban-venue-based festival (LCF) and the Greenfield festivals (BSF and SSW), 

though due to the definition, much of the ‘in venue’ spend for LCF could be classed 

as ‘offsite’ in the context of other festivals: for example, shows taking place in pubs 

and restaurants. 
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Summary of economic impact 

Festivals can be considered through three main economic viewpoints. Firstly, that 

viewpoint of the organisation itself as it is required to ‘survive’ itself, the overall mix 

of funding streams and the labour/capital relations of individuals within and 

trading with the organisation; the “Internal” perspective. Secondly, the impact of 

the festival and audience on a defined geographic area, the balance of ‘flows’ in and 

out and the knock on impacts; the “External” perspective. Finally, the impact of 

festivals as a part of the whole economy, which should include a wide variety of 

different analyses, drawing in many insights from the other types of capital we have 

investigated, such as health, social and environmental costs and benefits. This 

would be the “Comprehensive” perspective, economic, but remaining financially 

focused. The majority of our focus, and that of the festival studies used tend to 

relate to the “External” category, though the first “Internal” type are more 

commonly seen in the context of funding bodies or festival associations who have a 

greater priority in the financial sustainability of their members. Having said this, 

demonstrating a beneficial economic impact to a specific area may ultimately be 

seen to lead to further public funding or commercial sponsorship, and so the 

categories are not mutually exclusive. 

From interviews and general investigation, we could conclude that commercial 

festivals may be more concerned with “Internal” analysis, whereas those publicly 

funded are more likely to be expected to return beneficial impacts in the “External”. 

Few financial studies could be said to be fully “Comprehensive”, though perhaps 

this kind of approach might actually draw close to a fully realized version of this 

research project. 
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4.5.3 FRAMEWORK – FINANCIAL CAPITAL 

Financial Additional info. 

Gross econ. output   

 

 Organisation   

 Audience  

% of ‘Offsite’ spend   

Locals/tourists   

Public subsidy   

 

While we are only discussing one easily quantified measure, a huge variety of 

interpretations or perspectives can be applied to it, with little in the way of clear 

‘positive’ or ‘negative’ measures. We could go as far to suggest that financial capital 

simply does not matter compared to the other capitals, and to a degree this is 

correct, money of course ‘does’ nothing in itself. As such, we have to work within 

existing economic systems to begin to further define the effects we are looking for, 

leading into the political and philosophical challenges that surround and define it, 

quoting Harvey: “Value is a social relation in relational space-time.”, or from the 

introduction, “Capital creates space-time.” (Harvey, 2006).  

We should not ignore this matter, and while it opens up a debate unlikely to be 

usefully addressed by this research alone, there is some responsibility to justify our 

limited position within it. At our current level of investigation, we are defining the 

effects of festivals on financial capital along liberal or neoliberal lines, simply 

looking ‘objectively’ at total quantities and taking little else164 into account. We have 

discussed the wide range of misconceptions surround the economic impact of 

festivals, while seeming to propose little here that might prevent this happening in 

the future. Given the relative lack of comparable festival studies though; even in 

this popular area of investigation, it is thought that simply shining some light on 

the collective efforts of festivals researchers in this area should help provide further 

room for debate on methods and approaches. 

The measures we have included here are necessarily ‘blunt’ headline figures, 

suggesting that little more definitional, exploratory work is required, but certainly 

                                           
164

 Particularly levels of public subsidy and assorted tax issues, though arguably this remains within 
the liberal or neoliberal scope.  
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more detailed analysis could be carried out. This, combined with wider collection of 

these relatively simple to measure features; however, convincing festival organisers 

to collect and release this information will be challenging.  
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CHAPTER 5: FRAMEWORK FOR EVALUATING FESTIVALS 

Having investigated a range of festivals, through an exploratory methodology which 

revealed a range of possible measures, we can construct a framework for evaluating 

the sustainability of festivals, with reference to the Five Capitals Model. This 

chapter will present and critique the measures used, and carry out a ‘test 

application’ in as much detail as possible. 

5.1 ORGANISING THE DATA 

During the investigation, all relevant data, mainly from grey literature and previous 

primary research was collected in a master spreadsheet. The Five Capitals were 

used as key headings, under which subheadings were used regarding each 

element, with subtotals where appropriate. The measure of “Attendance” was, 

initially considered as a measure of Human capital, though due to its importance to 

other calculations, this is presented separately, though it is not a separate ‘capital’ 

in the strictest sense. 

Where multiple years of data are available, these datasets were grouped together. 

We will might debate the value of combining multiple years into averages later, but 

for initial analysis, we will consider years individually. It was expected from the 

outset, that it would be extremely unlikely for most festivals to be able to complete 

the full range of measures required. This issue of assumption and pragmatism will 

also be discussed with regards to ‘real-world’ benchmarking, with 

recommendations around the cost-benefit value of carrying out longitudinal 

research. 
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5.2 THE FRAMEWORK 

Festival  

Attendance  

Financial Additional info. 

Gross econ. output   

 

 Organisation   

 Audience  

% of ‘Offsite’ spend   

Locals/tourists   

Public subsidy   

Manufactured  

Investment   

 Depreciation   

Landfill/recycled   

Social  
Voluntary time    

 

Criminal incidents   

Dimensions   

 Feeling safe  

 Family and friends  

 Welcoming to all  

Human  
Medical incidents   

 
Motivation   

 Learning  

 Exploring  

Natural  

Total emissions   

 

Audience travel   

Core festival   

 Energy  

 Fibre  

 Waste  

 Logistics  

 Water  

 Total water supply  

 Total waste water  
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5.3.1 TEST APPLICATION 

Festival Summer Sundae Weekender 2010 

Attendance 17,009 person-days 

Financial Additional info. 

Gross economic output £2,467,555 

 

 Organisation  £583,555* 

 Audience £1,884,000 

‘Off-site’ spend  26 % 

Locals/tourists 63/37 % 

Public subsidy £156,000** 

Manufactured  

Investment £ ? 

 Depreciation £ ?  

Landfill/recycled 43/57 % 

Social  
Voluntary time given ? FTE-days 

 

Recorded criminal incidents ? incidents 

Dimensions  

 Feeling safe 96% 

 Family and friends 35% 

 Welcoming to all 94% 

Human  

Medical incidents ? incidents 

 
Motivations  

 Learning 1% 

 Exploring 13% 

Natural  
Total emissions 101.19 tons Co2e 

A Greener Festival 
award : 3rd of 4 
(Commended) 
 
16% of audience 
walked or cycled 

Audience travel 53.45 

Core festival 47.44 

 Energy 20.23 

 Fibre 21.63 

 Waste 2.44 

 Logistics 3.24 

 Water 0.2  

 Total water supply 245.55 m3  

 Total waste water 290.42 m3 
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Notes: 

Results are presented as totals, though for comparison across cases, a ‘per-person-

per-day’ measure or similar would be useful and simple to calculate. 

6 of the desired headings were unable to be completed at the time of writing, of the 

26 in total, though it was expected that only a partial report would be possible at 

the outset of this research. The missing headings, while unavailable for this 

particular festival, have been available in other cases, and may be available in 

future for this festival with further investigation. 

* - The figure for Organisation spend was ‘reverse-engineered’ from Leicester City 

Councils report: ‘De Montfort Hall Business Plan. It is an estimate of total ticket 

sales based on the quantity of weekend and day tickets sold (adult price only). It is 

included here as a reasonable, and available, estimate of the costs likely to have 

been incurred in the production of the festival. (Leicester City Council, 2010) 

** - The figure for public subsidy also from the aforementioned Leicester City 

Council report, and is given as an estimate of the total cost to the council, though it 

may not (as stated in the report) include all staff costs. (ibid) 
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5.3.2 ADDITIONAL CALCULATIONS 

Some additional calculations excluded from the headlines, as they would rely on 

further investigations, are included here for illustration of further possibilities: 

1. Jobs created 

The World Travel and Tourism Council estimated, based on 20 years of global 

analysis across 181 countries (20 in depth165), that Travel and Tourism industries, 

on average showed the following: 

“50 jobs were created per million dollars spent” (World Travel and Tourism 

Council, 2012) 

Converting $ to £ (0.6265) gives us £625,500 = One job created per £12,530 spent. 

Using the Summer Sundae data above, this would equate to 204 jobs created. 

However, this is only to illustrate the possibility, and a more appropriate ‘turnover 

to jobs ratio’ could be used: firstly one referring to the UK, and more specifically 

related to creative industries, the performing arts or small and medium sized 

enterprises.  

2. Carbon intensity of economic growth  

Jacksons’ method from Prosperity without growth gives a measure of carbon 

intensity of economic growth, both for the present and based on scenarios to meet 

the 450ppm target. (Jackson, 2011). The figures for the wider economy are also 

given below in Figure 53 ($ into £ as above) 

 g Co2 per £1 Tonne Co2 = £X 

PWG: 2007 UK 217 £4608 

PWG: 2050 scenarios 1-4 23-4 £43,000-£250,000 

 

 g Co2 per £1 Tonne Co2 = £X 

SSW: 2010 Gross economic output 41 £24,385 

Figure 53 - Table of carbon intensity of economic growth 

                                           
165

 Australia, Brazil, Canada, China, France, Germany, India, Indonesia, Italy, Jamaica, Japan, 

Mexico, Russian Federation, South Africa, South Korea, Turkey, United Arab Emirates, United 

Kingdom, United States 
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The measures used are not strictly compatible, the PWG figures use Gross 

Domestic Product, whereas SSW figures are simply a sum of all primary output, 

not taking into account imports/exports, taxation and public spending. 

Nevertheless, this paints an interesting picture of a festival that could be 

considered, by contemporary measures, a very low carbon industry. 

3. Economic value of volunteer time 

Various options exist for translating volunteer time into economic value; the most 

common and basic approach being to multiply the hours given by a suitable hourly 

paid rate. This data is not available for SSW, so we will take the example of the 

Leicester Caribbean Carnival. (Figure 54) 

 Per hour Total 

Leicester 

Caribbean 

Carnival 

 
58,764 hours estimated 

by15 carnival troupes166 

National 

Minimum Wage 

(2012, 21 and 

over, Gov.uk) 

£6.19 £363,749 

Gross average 

hourly wage 

excluding 

overtime, 

England (Annual 

Survey of Hours 

and Earnings, 

ONS.gov.uk) 

£12.76 £749,828 

Figure 54 - Economic value of volunteer time 

A more detailed method produced by the Institute for Volunteering Research, ‘VIVA’ 

(The Volunteer Investment and Value Audit), breaks down total volunteering by 

specific job roles and assigning varying financial values based on commercial 

equivalents. 

This is likely to be more prevalent among publicly funded organisations, who will 

likely use the value of this time to help secure funding; though it will have 

relevance for all organisations who rely on and potentially undervalue this 

resource.  

                                           
166

 This time is attributable to a number of performances at a range of carnivals. 
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5.3.3 ADDITIONAL MEASUREMENTS 

The following is a short summary of measurements or categories that were at 

points considered for investigation, but for various reasons excluded from the final 

framework. Some have been discussed earlier in the text. They may be useful 

nevertheless for future development. 

Mean/median group size: Could be a useful measure for cross-festival 

examination and marketing purposes, but maybe less relevance for our 

investigation at this stage.  

Production value: Estimating the audiences satisfaction with the production value 

via a simple Agree/Disagree Likert scale may not provide much in the way of 

conclusive or insightful findings. However it remains a useful area of investigation, 

given the importance to Manufactured capital, and investigation here may help 

encourage redesign along more sustainable lines. 

Jobs: While one estimate of jobs created has been suggested in the previous 

section, it would be possible to more accurately and directly measure this based on 

reporting from the organisations and stakeholders involved. Working conditions, 

employee benefits and wage differentials could also be investigated, though it would 

be challenging to build up a balanced picture across a variety of festival 

organisations. 

Fairtrade/organic/local/ethical labeling: While a great deal of emphasis can be 

put on procurement of goods that conform to the aforementioned regulations, it 

was felt to be too challenging and detailed an area for proper investigation at this 

stage, despite being a relatively popular topic for festivals; the recent publication 

“The Good Food for Festivals Guide” by Ethical Eats for example. It was not felt to 

be correct for this research to be seen as simplistically assigning a ‘good’ or ‘bad’ 

rating to festivals based on their compliance with these relatively narrow criteria, 

given that a full investigation would not be possible within the research. ‘Ethical 

consumerism’ may be a somewhat redundant term, Devinney has described the 

impact of this concept in depth and broadly terms it a “myth”, while acknowledging 

that ‘social consumption’ is possible in a meaningful and socially legitimate way. 

(Devinney, 2010) 

Carbon offsetting: Some festivals make donations to the relevant organisations to 

offset varying amounts of their emissions. This may be a voluntary donation by 
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audience members, a ‘tax’ on car parking spaces, or an amount decided by the 

organisation. As with the previous point on ‘ethical’ labeling, it was not felt correct 

for this research to include and thereby ‘accept’ offsetting at the current time, given 

the limited time available to research the area properly. Despite some controversy, 

the value of the worldwide ‘carbon market’ is growing, whether officially regulated 

or voluntary.  

Disability/access: Ensuring equal access to festivals for individuals with 

disabilities would be a valuable area of investigation, but was thought to be too 

specialized to address properly within this research. The work of ‘Attitude is 

everything’, a not for profit, has address the various barriers that exist around 

concerts and festivals, and has an award scheme to encourage better work in this 

area. 

Work related injuries: While total medical incidents is included in the framework, 

perhaps an additional focus on the safety of those involved in production would 

also be desirable. The Production Services Association in particular are pushing 

forward with an industry recognized Safety Passport for contractors and 

subcontractors; indicating this is an area worthy of some attention especially if the 

industry continues to grow. 

Human-powered transport: This measure was considered as a possible addition to 

the area of Human capital, indicating audience members who may have chosen to 

take both a zero-emissions and healthy mode of transport. It was possible to 

calculate for several festivals but was excluded due to overall relevance and 

significance. Other potential physical demands of festival going, walking several 

miles a day, dancing and so on, might still be worth investigation, particularly in 

the general light of festivals often being seen as encouraging unhealthy excess. 

Criminal festivals: While we have focused on the illegal and ‘grey area’ financial 

activities of ticket touts, forgers and pickpockets, we could also investigate further 

the degree to which festival organisations themselves operate in a legal manner. 

While not necessarily an indicator of criminal activity, the organisations behind two 

reasonably large music festivals, The Big Chill167 and Harvest168 went bust in 2003 

and 2011 respectively, both leaving substantial unpaid debts of around 1 million 

                                           
167

 Guardian, “Big Chill sale sends shiver through festival awards”, originally published 19/11/2009, 
viewed online 05/01/2013 at: http://www.guardian.co.uk/music/2009/nov/19/big-chill-festival-awards 
168

 Sunday Times, “Blur star seethes over festival debt”, originally published 6/11/2011, viewed online 
05/01/2013 at: http://www.thesundaytimes.co.uk/sto/news/uk_news/Arts/article815390.ece 

http://www.guardian.co.uk/music/2009/nov/19/big-chill-festival-awards
http://www.thesundaytimes.co.uk/sto/news/uk_news/Arts/article815390.ece
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pounds each. Aside from financial, or perhaps ‘white collar’ crime, other areas such 

as working time directives, minimum wages, health and safety and various 

contractual matters could be investigated. The net aim of this would be to establish 

which festivals have a good track record in terms of those who might wish to do 

business with them. 
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5.3.4 ADDITIONAL DISCUSSION ON SOCIAL AND HUMAN CAPITAL 

The following is a more in depth demonstration of the framework, using a selected 

set of full headings discussed under Social and Human capitals, rather than only 

using those that happen to be available to us via Maughan & Fletcher.  

The headings are from Getz (Human) (Getz, 2005) and Naryan & Cassidy (Social) 

(Naryan, 2001). Possible sample questions are provided for illustration, though 

festivals may in reality be concerned about only a limited selection. The data 

included here is fictional and only provided for the purposes of illustration. It is 

presented as a proposed value from (1) strongly disagree, (3) neutral, (5) strongly 

agree in Figure 55.  

Human Cultural exploration 4.7 

 

Motivational 
Aspects 

Family togetherness 3.3 

Novelty 4.4 

Escape 4.9 

Event attractions 4.8 

Socialisation 4.1 

Cultural and historic authenticity 2.2 

Group identity and bonding 3.5 

 

Social Trust 3.5 

 

Dimensions 
of social 
capital 

Memberships 2.1 

Proactivity in a social context 3.2 

Crime and safety 4.0 

Neighbourhood connections 3.2 

Family and friend connections 4.5 

Tolerance of diversity 4.3 

Reciprocity 3.1 

Political engagement 2.0 

Subjective well-being 4.8 

Figure 55 - Example of potential social and human capital frameworks  
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Potential questions for each capital are presented below: 

Human motivations – “Why do you attend?” 

(CUL) Cultural exploration – “I like this kind of thing, I want to experience more” 

(FAM) Family togetherness – “Spending time with family” 

(NOV) Novelty – “To be surprised, to find something unexpected” 

(ESC) Escape – “To relax, to forget about daily worries” 

(ATT) Event attractions – “To see a specific attraction” 

(SOC) Socialisation – “Meeting and being around other people” 

(AUT) Cultural and historical authenticity – “This is culturally and historically significant” 

(IDE) Need for group identity and bonding – “This is important to who I am” 

 

Social dimensions – “How do you feel about...?” 

 

(TRU) Trust – “I feel I can trust the people and the organisers” 

(MEM) Memberships – “I am more likely to support or join an association” 

(PRO) Proactivity in a social context – “I feel I can get involved in the festival” 

(CRI) Crime and safety – “I feel safe here, I have not experienced any crime” 

(NEI) Neighborhood connections – “I have met people from my neighbourhood” 

(FAM) Family and friend connections – “I have met friends and family” 

(TOL) Tolerance of diversity – “The programme has something for everyone” 

(REC) Reciprocity – “I have been fairly treated by festival organisers, staff” 

(POL) Political engagement – “I know who is in charge, I know how to contact them” 

(SUB) Subjective well-being – “I feel happy here” 

To conclude this further discussion; rather than relying on the data available, we have 

demonstrated some potential that might be realized if a more thorough approach to Human 

and Social capital is taken. However, it is uncertain how effective such an approach might 

be in reality, given the specific, even esoteric nature of topics being discussed. This might 

not be suited to the types of audience questionnaire based investigations that have provided 

the majority of data so far. Finally, while some comparisons have been made along these 

lines already, it is uncertain whether a year-by-year approach is really necessary and what 

underlying changes, if any, have occurred in particular festival audiences. Despite this, it 

has also been established that significant, wide ranging findings have been achieved 

through similar methods, such as the European Social Survey. The critical matter for future 

research may be to ensure that any shared measures and objectives are agreed on in a 

realistic and appropriate way. For example, while financial variables have been relatively 

straightforward to compare across festivals, more personal information such is likely to 

require a more rigorous approach to be cross-comparable.  
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5.4 COMPARISON AND CRITIQUE OF THE FRAMEWORK AND FIVE 

CAPITALS MODEL 

We will compare the initial framework as set out earlier, to the final framework now 

the gathering and analysis of data is complete. These changes are compared below 

in Figure 56 and Figure 57. 

Initial framework: 

Natural Human Social Manufactured Financial 

Emissions from 

organisers 

Injuries, 

deaths 

Crime Raw materials Organisation 

spend 

Emissions from 

audience 

Educational Charity Energy efficiency Audience 

spend 

Water use Emotional, 

spiritual 

Volunteering Lifespan of 

equipment 

Jobs, wages 

Figure 56 – Initial framework 

Final framework: 

Natural Human Social Manufactured Financial 

Total emissions Medical 

incidents 

Criminal 

incidents 

Investment Economic 

output 

Audience travel 

emissions 

Motivations: 

To learn 

To explore 

Volunteering 

time 

Depreciation Organisation 

spend 

Core festival 

emissions: 

Energy 

Fibre 

Water (inc litres) 

Waste 

Logistics 

 Dimensions: 

Safety 

Bridging 

Bonding 

Raw materials Audience 

spend 

 % of ‘Offsite’ 

spend 

Locals/tourist 

Public subsidy 

Figure 57 - Final framework 

Overall, it is felt that the basic scope has remained the same, while categories have 

in parts both deepened/expanded and narrowed/refined. Natural and Financial 

capitals in particular have expanded, principally due to a single quantifiable 

measure (Co2 and £ respectively). Human, Social and Manufactured on the other 

hand, present a more complex mix of quantitative and qualitative data that have 
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been more challenging to incorporate as comprehensively; yet the possibilities have 

been tested and explored.  

More philosophically, might we say, rather than succeeding in some parts and 

failing in others; it has succeeded in some parts, and is yet to succeed in others? 

As originally conceived as a benchmarking or research ‘guidance’ tool, we consider 

how it may be put into action. The approach of ‘Permanent Beta’, as adopted by a 

variety of Web 2.0 services resonates for a number of reasons169. Firstly, as an 

information source or network, the web would appear to be the natural home for 

such a framework or database. Secondly, with knowledge sharing and objective 

reporting as strategic challenges for the festivals sector as a whole, the sharing and 

cross-comparisons of data such as this may be greatly facilitated not only by the 

tools available, but also the influence of open-source principles170. Finally, the 

notion of ‘Permanent Beta’ or to put it another way, ‘Permanently under 

construction’, seems to chime with Laws’ notion of socially constructed and 

‘ordered’ knowledge; a book only orders if it not destroyed in transit, and there is a 

reader to read it at the other end. Therefore the underlying utility and success of 

the framework would be produced by those using, interpreting and adapting it. The 

system itself must remain open to future developments and revisions. The breadth 

of the Five Capitals Model, rather than being a negative, may act to generate useful 

‘cross-pollination’ by bringing together researchers, methods and festivals that 

otherwise would have remained within their respective pigeon-holes. 

Further consideration of the specific changes made between the ‘draft’ or initial 

framework, and the final framework prompts an examination of the 

appropriateness of the Five Capitals Model to the topic of festival impacts. 

The principle criticisms one might make of the framework, and the underlying model, would 

be: 

- Assumes a high degree of pre existing research engagement 

This framework would be difficult to construct without the underlying data to shape it, and 

as demonstrated even with festivals that have attracted a relatively high degree of research 

activity, few are able to ‘complete’ all areas. Full ‘completion’ was not precondition of the 

                                           
169

 O’Reilly Media, “What is Web 2.0” originally published 9/30/05, viewed online 05/01/2013 at: 
http://oreilly.com/pub/a/web2/archive/what-is-web-20.html?page=4  
170

 Though it could also be noted at the more commercial end of the sector, certain types of 
information will of course be tightly guarded for competitive reasons. While these key pieces of data 
are not necessarily crucial to general success of the framework, the competitive mindset it produces 
may restrict sharing in a range of other ways. 

http://oreilly.com/pub/a/web2/archive/what-is-web-20.html?page=4
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research, so this in itself is a minor problem. The larger concern is that the design of the 

framework has too closely followed the limits of existing research and the data that is 

available, not necessarily the data that is needed. However, it is felt that a sufficiently wide 

range of sources were thoroughly consulted throughout, with a considerable degree of 

investigation not leading to the direct inclusion of concrete measures in the final 

framework. A fuller critique of individual methods used in the findings brought together 

would be desirable, though the exploratory nature of the research limited this possibility. 

- Modernist objectivity can mask power 

A fairly fundamental criticism (also addressed in the next point) but one that must be 

addressed. Whose objectives does this framework meet? Is it overly focused on instrumental 

ends, and if so, what types? What would participation and utilization of the framework 

mean for the festivals that use it? Ultimately it is hoped that ‘openness’ in application as 

discussed above may be able to avoid such issues, however the principle objective of this 

research was develop the framework, not to apply it in the truest sense. 

- Forces inappropriate rationalizations 

Arguably a number of the Human and Social capital measurements used are far too 

abstract to accurately reflect the underlying reality of the matter. A number of flaws in the 

assumptions made have been identified (stated preferences rather than observed reality) 

and while it is felt the limits have been readily identified, it is less certain whether the 

results, or even the process itself, has much ‘real’ value. What can we really conclude from 

these results and is the risk of misinterpretation simply too great to be worth the efforts 

made in their collection? 

- No engagement with core cultural content 

The framework explicitly ignores the core cultural content that any given festival, arguably, 

has as its sole purpose. It has been identified at various points, that investigation is likely 

to biased towards certain festivals; those that are largest and the longest established. Some 

initial discussion on the definitions of cultural festivals has informed the approach, though 

it was also noted that established and concrete definitions are rare.  Again, in a more 

applied context, such definitions are expected to become easier to establish, and it was not 

the principle aim of this research to do so. 

- Framework dictates approach, not context responsive 

At the risk of stating the obvious, this research was unlikely to be carried out, in a formal 

sense, by a festival or festival organiser themselves. Sector driven research is far more likely 

to have tightly specified objectives or a focus on a defined problem. As such, while the Five 

Capitals model provides a comprehensive framework for the results of discrete pieces of 
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research, arguably, it does little to advance any particular avenue of investigation. Given 

that breadth is a key aim, this is not necessarily a problem, however it might suggest that 

the approach is a ‘research solution to a research problem’ and is ultimately of more use to 

festivals researchers than it is to festival organizers. 

To summarize, many of the above criticisms refer to the applicability of the 

framework and its ‘real world’ utility. Given the aims and limits of the research 

though, this is a relatively expected; even a hoped for, conclusion. It is expected a 

significantly different approach to research on the framework ‘in action’ would be 

required, some of which will be discussed in the conclusions and 

recommendations.  
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CHAPTER 6: CONCLUSIONS AND RECOMMENDATIONS 

We will first discuss conclusions arising from the data-driven element of the 

research, then those from the interviewing process, and finally conclude the whole 

project, making recommendations for further research. 

6.1 DATA 

Firstly, it has proven possible to gather and sort disparate (in theme, if not in ‘type’) 

variables and data sources into a relatively simple display. Further work on the 

design and presentation of the findings may be required, though this is not the 

principle aim of this research, some recommendations will be made. 

The framework above shares a similarity with other benchmarking or award 

scheme presentations of data. It is, contradictorily, the most and least important 

part of the process, as each figure or measure contained in it has required its own 

process of research and evaluation. The fact the table can be presented in a 

complete and cohesive way serves as an indicator that the necessary and diverse 

tasks required to get to this stage have been undertaken. We note, of course, that 

we do not fall into a positivist trap of being overly led by abstracted measures 

rather than the reality of the matter: 

“[regarding the A Greener Festival award scheme]… we do find, occasionally 
that some people are very good at the paperwork, at filling in the form, 
sometimes the reality doesn’t match up, but it’s still miles ahead of the 
alternative, not doing anything…we find it very hard to say, if this is a good 
festival, what is a bad festival? Generally the bad ones don’t participate in the 
scheme!” – Ben Challis, A Greener Festival 

As such, the headline sheet above would need to be combined with further 

documentation or at least be fully referenced to for greater significance and validity. 

Some kind of interactive, web-based display may be preferable for better 

presentation and navigation. On the other hand, bearing in mind the stance of 

‘fuzzy accuracy’ being more desirable than ‘false precision’ (Harper, 2010), and the 

relative scarcity of both interdisciplinary and longitudinal festival studies (Getz, 

2010), we argue that much of the value of the research remains unhindered despite 

these assumptions and workarounds. By virtue of focusing on the ‘top level’ in this 

framework, at least some the detailed work required to achieve each element would 

have to be carried out or at least prompted. Conversely, the expectation of 



230 
 

collecting all the required data may act as a barrier to any engagement without 

care. 

The precise categories given here have been selected by the researcher, through a 

process of ongoing holistic criticism and varying modes of both broad and deep 

investigation. While criteria were somewhat laid out ahead of time, key factors for 

the final selection of measures and data were felt to be: 

Context independence: Data was sought that could maintain a shared meaning 

across a wide range of festivals. As such, festivals with a more specific context, 

particularly religious festivals, were not investigated. The limits of this research 

mean that the framework may be likely to have greater relevance to certain types of 

festivals. 

Commonality: The wider issues to which the data relate were of importance, and 

due to the range of impacts a festival may create, the Five Capitals model as a 

whole gave a comprehensive overview of the strategic challenges of sustainable 

development. While few festivals, or indeed, any organisation, can be said to have 

sole responsibility for meeting these challenges, there are points of shared interest 

that indicate a greater need for investigation and collaboration. 

Reliability: While it is difficult to comment on the reliability of the data as a whole, 

especially when broadening the remit to multiple cases; but efforts have been made 

to find measures and studies that are based on similar assumptions and 

methodologies. It is expected that a fully comprehensive study among a range of 

festivals may require a ‘clean slate’ of data collection, rather than the ‘reverse-

engineering’ of pre-existing studies and reports that has taken place here, though 

investigation has already shown a great quantity of data in existence that could be 

further drawn upon and does not realistically need to be replaced. The challenges 

have been identified through investigation and analysis, certain avenues of 

investigation have been discarded, though it is not to say they could not be 

incorporated in future. 

Interpretation: Returning to the ‘management mindset’ articulated earlier, it has 

been of importance that the results themselves, and their presentation can be 

interpreted effectively. By this we mean that they can be understood by generalists 

and specialists, easily and without the risk of misinterpretation or false 

conclusions. For example, the wording of ‘Gross economic output’ used is less 
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familiar in the literature, yet it is used here to avoid the use of the word ‘impact’, as 

this has arguably been shown to be a somewhat misleading term. As such, the 

reader can apply their own assumptions, but the data here makes as few as 

possible. Again, the headline sheet would need to be backed up with further 

information to assist interpretation. 

Overall relevance: Certain data is more readily available than others, and as such 

for the development of this ‘prototype’ aimed to explore the variety and suitability of 

existing data for wider benchmarking. The measures themselves are somewhat 

influenced by one another, as it has required a considerably different approach 

across each area. On the part of the researcher, this represented a large challenge 

of reflexivity to keep the results cohesive within a well defined scope, while rapidly 

investigating, absorbing and critiquing a range of often unfamiliar sources. It 

remains the case that a generalist approach is likely to struggle when dealing with 

the detail of multiple specialties, however, providing caution and pragmatism are 

kept in mind, false conclusions can be avoided. 
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6.2 INTERVIEWS  

The role of the interviews within the research process was one of general 

investigation into the festivals’ own research processes, and deeper investigation 

into particular issues. This also provided additional direction, sense-checking and a 

continual re-examination of the framework during development. The outcomes and 

conclusions of the research are, as a result more grounded than a purely 

theoretical approach might have achieved. The data-driven aspect of research did 

not touch as often on the broader and more theoretical issues that were discussed 

in interviews. Some of the key, or common issues raised were:  

Definitions: Festivals are, or should aim to be, deliberately novel cultural 

experiences often with a strong communal aspect. Central priorities are the 

unexpected, and semi-structured activity. The communal aspect can be very 

specific and subcultural, or broader and less tangible. Despite this theoretical 

agreement, there is little to suggest any concrete definition of what ‘is and isn’t a 

festival’ currently or could exist, beyond the various associations that exist around 

certain types of festival. This is more of an increasing challenge for academics and 

researchers than it is for festivals themselves, as various literatures have referred 

to a need for clarity. 

The market: Festivals, particularly larger music festivals, have “boomed” recently, 

and while there are challenges around duplication and poor quality (as well as 

larger tragedies), few are expecting huge declines in attendance. Increased 

competition is expected to be positive and should help improve standards overall. 

While this trend is less visible among smaller, less commercial festivals, the 

principle is still assumed to apply. It is a crowded marketplace, with 2012 being a 

particularly busy year for a variety of reasons. While poor attendance/sales are 

commonly cited as the core factor for a festivals failure, many interviewees were 

capable of addressing the underlying reasons for this: lack of differentiation, poor 

understanding of the audience, poor working relationships with key stakeholders. 

The weather is, unsurprisingly, a key challenge for outdoor festivals, and within 

recent history many events have suffered due to generally wet summers. However, 

the ‘season’ for summer events has also expanded in the last 10 years, from 

roughly June-August, to May-September, also reflecting some of this overall 

growth. 
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Management: Festivals organise themselves as, what many agreed were 

‘benevolent dictatorships’. The management of festivals has a huge reliance on 

communications, networks, which presumably means that decision making is 

concentrated in relatively few hands to speed up this process. They deal with 

similar issues to other creative industries, creating tangible products out of the 

intangible. Their overall stability appears to be quite chaotic; one bad year can sink 

an event, (perhaps not an entire organisation) and many find that producing 

festivals on an annual basis with a small team is challenging. The pressure of 

building up organisational capacity over a short period leads to challenges in 

ongoing personnel management, in a sector where skills, knowledge and contacts 

seem to be the key competitive features. 

Motivations: The deeper social or human impact of festivals was broadly accepted 

as a core motivation for the actions of both organisers and audiences, though any 

specific understanding of any concepts or mechanics involved, or any particular 

objectives of the festival were rarely voiced. The benefits and potential outcomes for 

staff, volunteers, traders and audience members were not generally evidenced by 

anything beyond anecdote, or reference to ‘non-festival-specific’ cases that were 

expected to show similar features. Partly, this is to be expected, given the nature of 

research required and the priorities of organisers, underlined by the argument that 

festivals that fail to provide these benefits generally fail (financially) themselves. 

Economic and environmental objectives, by comparison were more clearly 

articulated, largely due to their more quantifiable, tangible nature. The negative 

social and human impacts, crime and injury were understood, and probably 

account for the widest discussions and developments in this area. Overall, this 

could be a sizeable loss for demonstrating the full impact of festivals, even at 

relatively straightforward levels (such as monitoring volunteer input), let alone 

more the varied and complex dimensions available for investigation (such as 

bridging and bonding capital, or multi/interculturalism). 
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6.3 CONCLUSIONS 

We restate the aims and objectives of the research, and present discussion on our 

findings as they relate to the initial research questions. 

Aims: 

To investigate festival impacts through the Five Capitals model of sustainable 

development. 

Objectives: 

Review the existing literature, with a specific aim to identify commonly used 

methods to guide the development of the framework. 

To develop a framework for festival evaluation and test its suitability with a variety 

of festival types. 

Source, analyse and combine numerous, varied sources of quantitative data into 

the framework. 

1.  “What impact do festivals make in the transition towards a sustainable 

society?” 

 

At the commencement of this research, it was stated that “festivals constitute a 

wide-ranging and highly contrasting set of costs and benefits to society”. After 

investigation, it appears this statement still holds true; but perhaps only in the 

broadest sense. While the comparison of festivals; already proven to be a 

troublesome sector to define, to other industrial sectors (at least fully) is beyond 

this research, it remains a key issue for overall significance and framing of the 

discussion. Some of the following sources and comparisons have been discussed 

earlier, but the following summary (Figure 58) will provide scale when discussing 

the significance of festival development:  

 

Headline Source Implications 

Creative industries contribute £60bn a 

year – 7.3% - to the British economy (in 

2008) 

DCMS, Creative 

Britain, 2008 

Attendance, jobs, 

skills development, 

low carbon economy 

Music festivals (ticketed, over 5,000 UK Music, Music Attendance, social 
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attendance) attracted 3.4 million 

attendees who spent £546m (in 2009) 

Tourism, 2011 and human impacts, 

tourism 

193 arts festivals attracted 7.6 million 

attendees, the organisations spent 

£34m (in 2006) 

BAFA, Festivals 

mean business 

3, 2008 

Attendance, social 

and human impacts, 

tourism 

The Live Event Technology Sector was 

valued at over £2.3bn. Over 75% of 

businesses expect to employ more 

people over the next three years. (in 

2011) 

Production 

Services 

Association, 

Annual Report 

2011 

Investment in 

technology, 

manufactured capital, 

jobs, skills 

development 

GHG emissions per annum from the 

UK Music market, recorded and live = 

538,000 tonnes Co2e 

Julies Bicycle, 

First step music 

industry 

emissions, 2007 

Energy use, 

transport, 

manufactured capital,  

Figure 58 - Summary table of creative industry contexts 

Many of these headline figures appear, primarily, to relate to Natural and Financial 

capital; though further implications are highlighted to indicate the wider impacts of 

these on Human, Social and Manufactured capitals. 

 

What do festivals mean to a sustainable UK? The broadly defined creative 

industries have been acknowledged at the highest levels of government as a key 

competitive sector for the UK. They create knowledge-intensive jobs, and often 

highly exportable, low-carbon and high-technology products. Further ‘side effects’ 

of creative industry may include urban regeneration, incorporating low-carbon 

infrastructure, community engagement, especially regarding tourism and wider 

services that may benefit. Festivals have, and can continue to be, part of wider 

programmes of urban and rural renewal, though their efficiency, and that of the 

wider programmes as a whole is far from guaranteed. Richard Florida, has more 

recently countered some of the boosterism laid at his, and other ‘Creative City’ 

advocates feet, ultimately concluding that some urban areas and the communities 

cannot be sustainably saved by a creative reinvention: 

“...in limited ways, we can help faltering cities to manage their decline better, 
and to sustain better lives for the people who stay in them...But different eras 
favor different places, along with the industries and lifestyles those places 
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embody...We need to let demand for the key products and lifestyles of the old 
order fall, and begin building a new economy, based on a new geography.”171 

Festivals appear to be linked greatly to identity, and may help provoke examination 

of what it means to be a citizen, a member of a community (however defined) in an 

identifiable place and time. Sustainable festivals, then, are characterised by 

authentic, unique and communal experiences, unsustainable festivals are not. 

Given that interviewees commonly agreed that it was easier to define “what a 

festival was not”, moreso than “what a festival was”; we assume the unsustainable 

festivals have more in common than the sustainable. The definitional point 

remains, and may hamper investigation while undermining the general consensus 

and interest from audience to artists, on what society really expects different kinds 

of festival to be, do or offer; without being inappropriately restrictive.  

 

Festivals may have impact beyond the scope of this research (some of which is 

highlighted in the recommendations), particularly their role in the broader creative 

industries. It is argued that they represent a reasonably unique platform for mass 

participation, though much of the detail of this potential continues to be unknown 

to us, or is stated so narrowly and vaguely as to make broad evaluation of any kind 

an after-thought, if at all, in many cases. 

 

The wider debate on sustainability may be informed by festival development as a 

corollary for a type of unpredictable, semi-spontaneous communal achievement 

that despite the demonstrated challenges of foresight and formal planning; often 

involving non-specialists, can often appear to ‘just happen’. Removing the tunnel 

vision of day to day life and institutional permanence can allow us a view, not only 

of how a community organises itself, but to what ultimate ends it aims for. An 

idealistic view of both community and festival; but one worth aiming for. 

  

                                           
171

 The Atlantic, “How the crash will reshape America”, originally published 03/2009, viewed onlie 

05/01/2013 at: http://www.theatlantic.com/magazine/archive/2009/03/how-the-crash-will-reshape-

america/307293/?single_page=true 

http://www.theatlantic.com/magazine/archive/2009/03/how-the-crash-will-reshape-america/307293/?single_page=true
http://www.theatlantic.com/magazine/archive/2009/03/how-the-crash-will-reshape-america/307293/?single_page=true
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2. “How can we capture this data, and use it to usefully inform the future 

development of festivals? 

 

The process of research has brought various studies, interviews and primary data 

sources together to investigate how these often disparate sources can be used to 

provide insights that may be of greater cumulative value than they are on their 

own. This can provide the starting point for more significant investigations into, 

and developments within the festival sector; while maintaining the unique nature 

and valuable contributions of each. We could term this a more three-dimensional 

approach to festivals research, based along the following (Figure 59): 

 

Dimensions of research Example 

Cases or Types of festival (Type) Festival “X”, or Festivals of type “X” 

Years or Repeat editions (Duration) Multiples of Festival “X” or within year “X” 

Scope of data available (Depth) The Five Capitals, “Triple Bottom Line”  

All outputs to an expanding database across dimensions 

Figure 59 – Table of festival research dimensions 

The most immediate challenge appears to be the basic definition and cohesion of a 

‘festivals sector’, despite their general growth and visibility. The establishment of 

the following organisations gives a clue as to a growing degree of cohesion (Figure 

60): 

 

Organisation Year established 

Association of Independent Festivals 2009 

Julies Bicycle  2007 

A Greener Festival 2007 

Local Authority Event Organisers Group 2004 

UK Festival Awards (and conference) 2004 (2008) 

British Arts Festivals Association 1976172 

Yourope 1998 

Association of Festival Organisers 1987 

European Festivals Association 1952 

Figure 60 - Table of festival umbrella organisations history 

                                           
172

 Given as an estimate by the founders of BAFA, though as registered incorporated company was 
only established in 2012. 
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All of whom have carried out their own types of knowledge sharing and research 

activity, even if this is at a relatively informal, surface level, it shows a degree of 

shared concern and a willingness to pool resources and efforts. Most of the 

organisations listed have some kind of annual awards scheme, benchmarking 

exercise or have commissioned research on particular aspects of festivals. Less is 

done in terms of ‘true’ research and development, experimentation and theoretical 

or concept testing. Again, this may be understandable due to the relative sizes of 

organisation making up the membership, the precarious nature of some and the 

varying ‘niche’ objectives, genres or styles of festival involved. Short term 

collaborations with consultancies, educational institutions or Third sector 

organisations seem to account for a reasonable proportion of ‘R&D’, generally 

bringing outside expertise or facilities into the festival in an independent way, 

without making many further demands of the organisers. 

The role of research within the festival organisation itself is also likely to be 

fragmented, despite the frequently small full-time core of staff. What we have 

termed Human and Social capital is likely to be the responsibility of Marketing 

officers, whereas Natural and Manufactured are likely to be the responsibility of 

Operations officers, and Financial being the concern of the Chief Executive and the 

individual budgets drawn down from here. While we suggest these responsibilities 

are ‘held’, there may be limited pressure for any member of the organisation to 

really consider the area in any depth beyond that required to perform their 

immediate job role, let alone a responsibility to consider any inter-relations or the 

whole system. 

Broad yet (ideally) objective frameworks such as the one presented in this research 

would help unearth the deeper motivations of organisers and audience alike and 

clarify the real scale of impact. An ‘idealist’, comprehensive approach like this could 

be as useful in encouraging real reconsideration and ingenuity in ‘festival design’, 

not only measuring the relevant impacts of existing festivals but acting as a prompt 

for new development. An emphasis on universal measures, relevance and repetition 

also makes possible greater historical accuracy for a sector defined by its temporal 

nature. Regardless of this particular framework, it is felt that we have 

demonstrated the possibilities, if not the full value of an integrated approach to 

reporting, with the Five Capitals model as our guiding concept. 
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The cultural context remains an interesting framing issue for the whole research, 

representing much of the challenge encountered during investigation on human 

and social capital, which hold key, yet varying and frequently intangible objectives 

for festivals. While commonly referenced as one of the hardest to define terms in 

the English language, ‘culture’ nevertheless appears to be a universal feature of 

human civilization, and, though a point of debate, even some ‘pre-cultures’ among 

other animals (Bennett, 1992). It is often uncertain as to where culture should fit, 

or how it should be approached within a wider development framework, frequently 

causing debate on whether culture is over or under emphasised by governments 

and societies as a whole; characterised by propaganda in the former and 

philistinism in the latter. This research has focused on the non-cultural impacts of 

certain kinds of cultural activity, enabling those involved to demonstrate their value 

beyond the immediate product or activity. While it seems unfair, even philistine, to 

argue that cultural activity should argue its case on non-cultural grounds, we 

provide the counter argument that this approach attempts to delimit and 

disaggregate culture from ‘everything else’, partly in response to perceived 

shortcomings among previous investigation. These are generally either to define 

‘sustainability’ as an objective too tightly and narrowly or too broadly and poorly. 

The former can result in culture being instrumentalised for a range of ends, while 

the latter results in culture being unrealistically and confusingly considered as the 

solution for wide range of problems, yet succeeding only partially, or not at all. 

The highly influential Beveridge report, published at the birth of the welfare state in 

the UK, defined ‘five giants of poverty’, want, disease, ignorance, squalor and 

idleness, to be addressed by the state in the rebuilding of the nation. At the 

formation of the Arts Council of Great Britain, Keynes stated its ultimate objective 

was one of addressing the ‘sixth giant of poverty’, that of aspiration. A recent ex-

chair of Arts Council England (2005-2009), Christopher Frayling has referred back 

to this initial objective as a still relevant and powerful message to help reiterate the 

value of the arts in society today. This value remains critical not only as an 

‘ornament’ to everyday life but to surround and inform our approach to the 

challenges of becoming a sustainable society. However, given that nearly 70 years 

have passed since Keynes’ statement, we might also question whether we should 

merely follow this sentiment at face value, and to consider whether the ultimate 

application of this objective is genuinely being accomplished by the various means 

we, as a society, choose to utilize.  
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6.4 RECOMMENDATIONS 

- Do festivals do what they claim to? Which ones succeed and which fail, by which 

measures? As with the Julies Bicycle environmental benchmarks, economic or 

social benchmarks could be introduced, presumably a modular approach as clearly 

not all festivals have the same aims, that can incorporate some reverse engineering 

with studies that already exist. Environmental benchmarks also have the benefit of 

a clear direction; basically aiming to reduce all aspects whether material or 

emissions focused. Conversely, Economic research generally wishes to demonstrate 

increased spending. Confusion over festival objectives against festival impacts was 

a key motivation behind this particular research, though less time was given to any 

specific cases or to achieve any case specific hypothesis. 

- Further work in festival typology, not only much needed ‘surface detail’ mapping 

across sizes and genres, and perhaps greater investigation into the personally 

understood meanings of the word along the lines established by Falassi, Sauter 

and Bakhtin. Some basic surface typologies would likely help lead onto more social 

and personal issues, such as grouping by the presence/absence of sponsorship, 

overall visibility of ‘ethical consumerism’ and family-friendly programme/facilities. 

This could further help clarify definition and usage of the term ‘Festival’, perhaps 

for similar reasons as the DCMS standard definitions of ‘Culture’. Is it simply a 

part of the larger event studies field, or is there something distinct? 

- Is festival design a useful concept? A highly inter-disciplinary approach may 

perhaps be valuable as a teaching and learning tool. What are the building blocks, 

theories and tools festival designers can use to create ‘better’ festivals, whether in 

terms of efficiency, productivity or artistic experimentation. The value of continuing 

to open up this area for discussion could be significant in a field that; while it 

provides ample opportunity for low-level involvement along the lines of temporary 

or voluntary work, often struggles to articulate these into underlying ‘problem 

solving’ lessons and fundamental elements for open discussion and development. 

- Standardized methods for measuring and reporting attendance, with appropriate 

flexibility where true measurement is unlikely to be possible. Photos of crowd 

density in a range of areas, combined with accurate maps and so on. Simple grid-

based sampling methods (The Jacobs Method) are a possibility, yet little reference 

was made by interviewees or in the literature, but this may be due to a lack of 

focus on this topic in this research. While a variety of infrared or CCTV-based 
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systems appear to be used in, for example, retail environments, it is uncertain 

whether any festivals, particularly free festivals have attempted to make use of 

these devices, and whether they offer significant benefits over other ‘manual’ 

methods of estimating attendance. This is of significantly greater importance to free 

rather than ticketed festivals, and it may be the case that such data already exists 

but has not been collected or compiled. 

- A collection of publicly available data such as event licensing, emergency service 

reports, mapped over geographies and times. Freedom of Information requests 

could be used, also mapping the public subsidy given to these events. It may 

valuable to also examine licensing submissions that are refused, to see what the 

common mistakes or concerns may be. 

- The continuing ‘divides’ between urban/rural, free/ticketed. What are the 

common factors within each? What objectives are likely to be met by one but not 

the other? How do festival organisers choose their locations, and what might be 

likely to prompt them to consider changing this? 

- “The show must go on” mentality, how might this inform other debates around 

sustainability? What kind of deeper social message does it underlie? Is it an 

appropriate motto for an increasingly professionalized industry? While being wary 

of the shadow of exploitation that may surround the creative and cultural sector; 

the spirit of sacrifice nevertheless leads to significant achievements as evidenced in 

part by various estimates of volunteering levels. How can this be sustained in an 

equitable way, what are the deeper motivations at work and are there any methods 

or concepts that could be applied to other scenarios? 

- Glastonbury Festival, The Edinburgh Fringe and Notting Hill Carnival are 

arguably three ‘archetypal’ festivals in a UK context, and each can be observed and 

compared next to a wide range of similar festivals as the ‘largest’ of their types. Is 

this really the case, or are we just being lead too easily by the general discourse? 

What other archetypes might there be? What effects are these three, as ‘market 

leaders’, having on the rest of the market? Given our economic and geographic 

discussion, an interesting case could be made for broader co-operation on the basis 

that these, the largest festivals of all, might have a beneficial economic impact far 

beyond their immediate city, county or region; perhaps even more so than smaller, 

local festivals themselves. 
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- Could festivals, through networks and joint purchasing power, invest further into 

renewables and energy efficient devices? (Manufactured capital) To what degree is 

this already happening, could it be enhanced and what net carbon savings might 

be possible? What is the value of the rental market associated with these temporary 

structures and technologies? 

- An investigation into volunteer positions, internships and other semi-formal 

labour carried out, with reference to Creative and Cultural Skills, Arts Council 

England and Voluntary Arts England. Some general mapping to be established; 

how many, what positions, when, but more focus on the issue of equity. It may be 

possible to drive this via volunteers themselves rather than organisations, giving a 

centralized facility for them to ‘review’ their positions, anonymously. 

- Investigation on the nature of employment associated with festivals, both 

production and non-production, artistic and non-artistic. Not just in sheer 

numbers; though this itself will be difficult to establish, but investigate the ‘supply 

chain’ of talent. How do festivals act in the wider creative industry, as informal 

conferences and trade fairs? Or as ends within themselves? Standard Industrial 

Classification Section R (Arts, Entertainment and Recreation) was introduced in 

2007 SIC revision, previously under Section O (Other Community, Social and 

Personal), which would provide the wider limits/scope. 

- General mapping of festivals across the country with further descriptive info, size, 

genre, funding mix (public/commercial). Some of this is already possible via 

existing festival listing websites but few have combined all available sources to 

provide a cross genre and geographical perspective. This could be visualized and 

made navigable in a quite detailed yet simple to use way.  

- Is economics a suitable discipline to continue to consider festivals; and more 

generally, cultural impacts as a whole?  This may require further investigation into 

understandings of capital/capitalism, but as a result, we might be able to more 

fully investigate the converse, what impact do non-cultural elements have on 

culture? 
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APPENDIX A: BACKGROUND OF THE FESTIVALS 

Festival Background 

Summer Sundae Weekender 

Summer Sundae Weekender is a festival of 7,000 people 

set in Leicester's De Montfort Hall and Gardens from 17th 

- 19th August 2012. Now in its twelfth year, the event has 

grown from a modest one - day affair headlined by 

Morcheeba and Lambchop into an award- winning three-

day festival with camping. 

Big Session Festival 

The Big Session Festival at the stunning Catton Hall site 

in South Derbyshire grew out of the spirit of after-hours 

music sessions between artists and festival goers and 

developed into an award-winning event. (Moved from De 

Monfort Hall in 2010) 

Leicester Comedy Festival 

The Leicester Comedy Festival started in 1994 with 40 

events programmed into 23 venues over 7 days 

throughout Leicestershire. In 1994 it attracted an 

audience of 5,000 and enjoyed a modest amount of media 

attention and a high profile within the community… (in 

2012) We renamed the festival as Dave's Leicester Comedy 

Festival as we enter into a partnership with TV channel 

Dave. The festival took place across 50 venues with 410 

shows and performers included Sarah Millican, Arthur 

Smith, Greg Davies, Russell Howard, Pam Ayres and 

Shappi Khorsandi. 

Leicester Caribbean Carnival 

Now in its 27th year, Leicester Caribbean Carnival is a 

celebration of Caribbean cultural identity, social cohesion 

and creative partnership. The celebration lends itself to 

embracing art forms from Leicester’s diverse community 

while at the same time ensuring that the true meaning of 

the Caribbean Carnival remains intact. 

Secret Garden Party 

The Secret Garden Party is an annual independent arts 

and music festival which takes place in Abbots Ripton 

near Huntingdon, Cambridgeshire. This location is on 

part of the grounds of a Georgian farm house and has its 

own lake, river and landscaped gardens. The festival was 

launched in 2004 and has grown from 1,000 to 26,000 

attendees. 
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Green Light Festival 

Green Light is a major one-day festival to celebrate and 

showcase sustainable living in Leicester, organised by 

local volunteers. The event features over 40 interactive 

stalls, over 30 expert talks and practical workshops as 

well as an art exhibition, music, local food, lots of useful 

information on going green at home and much more. 

Approximately 1,000 attendees in 2011 and 2012 

Shambala 

We see Shambala as so much more than just a 

monumental party. It's a haven, a think-tank and a 

happening all infused with a heartfelt, purposeful 

hedonism. So, let's revel in being human, in all the things 

we do so well- the euphoric heights to tangible solutions- 

and see how much we really can do together. 

Glastonbury 

Glastonbury Festival is the largest greenfield music and 

performing arts festival in the world and a template for all 

the festivals that have come after it. The difference is that 

Glastonbury has all the best aspects of being at a Festival 

in one astonishing bundle. 

Isle Of Wight 

The Isle of Wight Festival is a music festival which takes 

place every year on the Isle of Wight in England. It was 

originally held from 1968 to 1970... The event was revived 

in 2002 at Seaclose Park, a recreation ground on the 

outskirts of Newport. It has been held annually since that 

year, progressively expanding. 

T In The Park 

From its beginnings at Strathclyde Country Park, with 

17,000 music fans attending in 1994, to the lush environs 

of Balado in 1997, TITP has grown in size (now 85,000 

capacity) and influence to become one of the most 

important and critically acclaimed music events on the 

international festival circuit 

Edinburgh Fringe 

The Edinburgh Festival Fringe is the largest arts festival 

in the world and takes place every August for three weeks 

in Scotland’s capital city...Every year thousands of 

performers take to a multitude of stages all over 

Edinburgh to present shows for every taste. 

Notting Hill Carnival 

The Notting Hill Carnival is the largest street festival in 

Europe and originated in 1964 as a way for Afro-

Caribbean communities to celebrate their own cultures 

and traditions. Taking place every August Bank Holiday 



254 
 

weekend in the streets of London W11, the Notting Hill 

Carnival is an amazing array of sounds, colourful sights 

and social solidarity 

V Festival 

V Festival is an annual music festival held in England 

during the penultimate weekend in August. The event is 

held at two parks simultaneously which share the same 

bill; artists perform at one location on Saturday and then 

swap on Sunday. In August 1996 there was one day of 

artists in Victoria Park and two days at Hylands Park with 

camping. The northern leg of V97 was switched to Temple 

Newsam, Leeds to provide room for camping and three 

stages. In 1999 the Northern leg of the festival was moved 

to Weston Park in Staffordshire and has remained there 

since. 

Brighton Festival  

The first Festival was held in 1967, and featured 

performances by Lawrence Olivier, Anthony Hopkins and 

Yehudi Menuhin. Brighton Festival, now the largest arts 

festival in England, is one of the major milestones in the 

international cultural calendar. It has a long tradition for 

attracting the most exciting performers from across the 

globe, as well as promoting local artists, and bringing 

fresh, challenging new work to Brighton. 
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APPENDIX B: FESTIVAL REPORTS USED 

Not all reports used in data gathering were directly cited in the report and do not 

appear in the bibliography. All reports used are included below. 

 

Baker Associates, Glastonbury Festivals 2007 Economic Impact Assessment, (2007) 

Baker Associates & Glastonbury Festival 

Burns Owen Partnership, Edinburgh Festivals Impact Study, (2011) Burns Owen 

Partnership & Festivals Edinburgh 

East England Tourism, The Value of ‘V’, (2006), East England Tourism & 

Chelmsford City Council 

Ekos Ltd, T in the Park, Economic Impact Assessment, (2005, 2011), Ekos Ltd & DF 

Concerts 

Harper, P, Shambala Festival Carbon Footprint Analysis, (2008), Centre for 

Alternative Technology173 

Julies Bicycle, Glastonbury Festival 2010 Industry Green post event report, (2010) 

Julies Bicycle & Glastonbury Festival 

London Development Agency, The economic impact of Notting Hill Carnival, (2003), 

London Development Agency174 

Marchini, B & Ozawa-Meida, L (2011, 2010, 2009) Summer Sundae Weekender, 

core festival emissions report, Unpublished, De Montfort University  

Marchini, B & Ozawa-Meida, L (2010, 2009) Big Session Festival, core festival 

emissions report, Unpublished, De Montfort University 

Maughan, C & Fletcher, R (2011, 2010, 2009, 2008) Summer Sundae Weekender, 

Research report to festival organisers, Unpublished, De Montfort University 

Maughan, C & Fletcher, R (2010, 2009, 2008) Big Session Festival, Research report 

to festival organisers, Unpublished, De Montfort University 

                                           
173

 This report was published in 2008 but the data refers to the 2007 edition of the festival. 
174

 This report was published in 2003 but data relates to the 2002 edition of the festival. 
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Maughan, C & Fletcher, R (2011, 2010), Leicester Comedy Festival, Research report 

to festival organisers, Unpublished, De Montfort University 

Maughan, C & Fletcher, R (2011), Leicester Caribbean Carnival, Research report to 

festival organisers, Unpublished, De Montfort University 

Maughan, C & Fletcher, R Secret Garden Party, Research report to festival 

organisers, (2009), Unpublished, De Montfort University 

Maughan, C & Fletcher, R Green Light Festival, Research report to festival 

organisers, (2012, 2011), Unpublished, De Montfort University 

Prior, L, Isle of Wight 2010 Carbon Footprint, (2011) Eco Action Partnership 

Shambala Festival, Carbon Report (2008, 2009, 2010, 2011), Kambe Events 

Sussex Arts Marketing, Everybody benefits, Brighton Festival (2004), Sussex Arts 

Marketing & Brighton and Hove council 
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APPENDIX C: INTERVIEWEE INFORMATION PACK 

 

Five Capitals Festivals Research 

 

Consent form 

 

Please put a tick or cross in the relevant boxes. 

 

I _______________________________ [participant’s name] agree that the material 
generated by my involvement in this research project may be used by the research 
teams at De Montfort University.   

I have received a copy of the ‘Five Capitals Festivals Research Participant 
Information Sheet’ and have read and understood this document. 

I understand that the material generated by my involvement in this research project 
may be used for a variety of research purposes during and after the lifespan of the 
project (e.g. reports, publications, presentations, websites, broadcasts, websites and 
for teaching purposes).    

I understand that I can withdraw my consent at any point by contacting a member of 
the De Montfort University research team. 

 

 

Signature of the participant ___________________________ Date: __________________ 

 

Signature of the researcher ____ ____ Date:_17/05/12______ 

 

Contact Details 
Richard Fletcher 
Clephan Building CL00.07a 
The Gateway 
De Montfort University 
Leicester 
LE1 9BH 
Tel: 0116 250 6131 
Email: rfletcher@dmu.ac.uk 
 
 

 

 

 

 

 

 

 

 

mailto:rfletcher@dmu.ac.uk
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‘Five Capitals Festivals Research Participant Information Sheet’ 

Research Proposal – MRes, Masters by Research 

“A Five Capitals Investigation into Festival impacts” 

Outline 

The impact of festivals on contemporary society has proven, through ongoing investigation, 
to constitute a wide-ranging and highly contrasting set of costs and benefits. The Five 
Capitals model (Forum For The Future/Porritt, J. 2007) presents a comprehensive 
framework for evaluating the sustainability of all products and services, and I propose it will 
be of particular interest when applied to the great variety of festivals, and their associated 
impacts. This research will have relevance to contemporary issues and debates such as: 
promotion of multi or inter-culturalism, costs/benefits of mega-events (such as the Olympics, 
World Cup), encouraging growth of creative and cultural industries, methods of raising 
specific awareness of sustainable or social issues, and working effectively at the intersection 
of the Third, Public and Private sector agendas. 

Aims 

This research will aim to investigate innovative approaches to managing and developing the 
impact of festivals, through: an extensive analysis of existing data, reports and literature, 
interviews with key figures and other primary observations. The main challenges will not be 
the generation and collection of aforementioned data, some of which is available through this 
researcher’s previous work and contacts developed therein. Issues of access, interpretation 
and comprehensiveness will be faced when trying to draw together a suitably wide picture, 
and the availability and willingness of key personnel to provide interviews, and to divulge 
sensitive information, is expected to be a challenge. 

The overall goal will be to sketch out (or at least provide groundwork for) a framework for 
public, private and third sector festival stakeholders or organisers to use in benchmarking, 
developing and evaluation. The level of detail provided within will have to be scaled to the 
availability of data regarding each festival, though it is initially hoped that five to ten festivals 
will be benchmarked against one another to demonstrate the potential use of the framework. 
It is also hoped that both positive and negative cases relating to each of the Five Capitals 
will be examined. 

 

 

 

 

 

 

 

 

 

  
Natural 

Human Social 

Manufactured Financial 

A diagram of the Five 

Capitals model 
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About your participation 

The primary purpose of the research is for the Principal Investigator to demonstrate the necessary 
ability to achieve the qualification of Masters by Research. This research is being supported by the 
Institute for Energy and Sustainable Development, at De Montfort University, Leicester. 

The research is carried out in accordance with the Data Protection Act and the Freedom of 
Information Act, and with reference to the codes of conduct of the British Psychological Society, the 
British Sociological Association and the Market Research Society.  

The data collected will be principally in the form of recorded, semi-structured interviews, which may 
be transcribed in part or in full, and quoted from in the text of the thesis. 

Participants will be informed ahead of time as to the themes and topics of the interview; however no 
two interviews are expected to be identical, due to the specific knowledge held by the interviewees. 

The participant will be given sufficient time and information to consider the implications of the 
research to ensure they freely give their informed consent. 

Participants may specifically request that certain data made available or opinions expressed during 
the course of an interview remain confidential, or are given in anonymity.  

The researcher has a responsibility to ensure the research is carried out professionally and is of a 
high quality, but also to ensure that this does not encroach on the rights of others. 

This responsibility may be difficult to ensure in the case of social conflict, competing social interests or 
unanticipated use of the research by third parties. As such, the participant will maintain some 
responsibility to the validity and suitability of the data they provide. 

If the participant cannot reach an agreement with the Principal Investigator for any reason, they may 
contact the research supervisor Mark Lemon via the following: mlemon@dmu.ac.uk  

The participant may withdraw from the research at any time with no adverse consequences 

This research may be used in future, following the same professional standards, in publications, 
websites/blogs, conference panels or presentations,  

  

mailto:mlemon@dmu.ac.uk
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APPENDIX D: SAMPLE AUDIENCE QUESTIONNAIRES USED 

1. Used at Big Session Festival 2010.  

Printed as an A4 ‘leaflet’, folded to A5 with 4 pages. This was a self-completion 

questionnaire, though researchers were ‘on hand’ to prompt participation and 

clarify any questions. 

This design and many of the questions involved is typical of the designs used for 

other festivals covered by Maughan & Fletcher reports. Response rates were 

generally considered to be satisfactory, though it was noted as quite a resource 

intensive approach across design, fieldwork and further checking and analysis. 

Furthermore, the sheer volume and range of topics being investigated might be 

suspected to increase the degree of ‘junk’ responses gathered.  

Front/outer: 
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Back/inner: 
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2. Used at Leicester Caribbean Carnival 2011 

Printed as A4, one sided. Principally used as an ‘administered’ questionnaire, with 

researchers interviewing audience members and completing the form. As such the 

design is slightly less user friendly; however researchers were familiar with it. 
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APPENDIX E: INTERVIEW QUESTIONS 

 

1: Definitions of festivals and success 
What is a festival? 
Do you think festival is an overused term? What doesn't count as a festival? 
What defines a successful festival, for you?  (and for your festival) 
What defines sustainability, for you? (and for your festival) 
 
2: Challenges of impact and measurement 
What are the challenges festivals have in demonstrating their value? 
What are festivals greatest impacts (positive and negative) and how do you know if 

these are achieved? 
What are the barriers to measurement? 
Do you take any efforts to report impacts? Why? 
 
3: Decision making and stakeholder relationships 
What structures or methods do you use to control and manange your organisation? 
How are decisions made, on the basis of what information? Who makes the 
decisions? 
How do you manage your relationship with various stakeholders? 
How do you manage the conflicts of interest? 
Which festival-related trade bodies, associations are you familiar with, which do 
you have the most involvement with? 
 
4: Wider influence and policy 
Who has the most influence on the industry/genre of festival? 
What about local or national government? 
How much should or can festivals take responsibility for the actions of: 
Artists, traders/venues, audiences 
  
5: Five Capitals Model 
Are you aware of concepts such as Triple Bottom Line/Five Capitals Model? 
What do you think about reconciling non-financial reporting with financial? 
What data (qualitative or quantitative) would you say you collect, use or consider in 
regards to: Financial, Manufactured, Social, Human, Natural 
Do you think 5CM could be an appropriate model to use, regarding festivals? 

 
6: Future challenges 
What are the barriers to increasing/decreasing the impacts 
What are the risks of trying to be 'too scientific' about festivals 
What do you think will be the challenges of the next 3/5/10 years? 
What one action would you take tommorow to improve festivals (in any particular 
way)? 
 


